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Editorial 

Creativity, musical life and cultural crossroads in the area of 
Moldova 

Issue number 15 of the journal Artes – renamed Artes. Journal of 
musicology – groups together scientific studies and book reviews reflecting 
preoccupations for the research of works and cultural phenomena born in or 
defining the area of Moldova, with an extension towards Bessarabia and the 
Ukraine. The content of ideas seems to further the spirit of the International 
Musicology Conference, Musical Romania and the neighbouring cultures. 
Traditions, influences, identities, a conference organised by the “George 
Enescu” University of Arts in 2013 – an event which has emphasised the 
existence of multiple musical and cultural links in the area of Eastern and 
South-Eastern Europe, a musicological topic area still under research. The 
already traditional collaboration through scientific dialogue between the 
musicology of Iaşi and the research conducted in Chişinău, and the more recent 
one with the ethnomusicology practiced in Cernăuţi enable a comparative 
analysis of both folkloric traditions and present-day compositions. 

Concurrently, the studies in this issue reflect the musicological activity in 
Iaşi, with some of them originally as scientific papers presented during 
Musicology symposium Identity and stylistic contextualisation in Romanian 
musical works, 4th edition, 2014. Other articles present research in the 
mentioned content area. 

The musicological approaches vary both at the level of subdomains and 
of analysis techniques, attempting to observe the same scientific parameters: 
inclusion in the sphere of research through consistent references, clarity and 
coherence of content, terminological accuracy and originality within the 
subject area. A first category of articles illustrates the musical history of Iaşi, 
with a general profile of historiographic research – Lost or endangered musical 
edifices in Iaşi, a study drafted by musicologist and professor of music history 
Carmen Chelaru – or of monographic research – Ella Urmă. A life dedicated to 
singing in Iaşi, signed Loredana Iaţeşen, also dedicated to historical works in 
musical Iaşi. This issue also features studies of contemporary Romanian 
composers with Moldavian origins – an original analysis of vocal miniatures 
written by Felicia Donceanu (born in Bacău) – A hermeneutic perspective on 
two songs by Felicia Donceanu: “Cu penetul” and “La mijloc de codru des” 
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offered by young musicologist Mihaela-Georgiana Balan and the monographic 
study Liviu Dănceanu – Reflection of music vs. Music of reflection, written by 
Laura Otilia Vasiliu. The traditions and contemporary works in the old 
Romanian territories of Bucovina and Bessarabia are represented in the 
study Folk musical creativity in the development of cultural traditions among 
youth, a Romanian-Ukranian comparison debated on by Yaryna Vyshpinska 
from the “Yuriy Fedkovych” Chernivtsi National University. At the same time, 
compositional and musicological aspects in the Republic of Moldova are 
eloquently revealed in the article Some of Vladimir Axionov’s musicological 
outlook on Gheorghe Neaga’s compositions by Natalia Chiciuc, a PhD student 
in musicology with the Academy of Music, Theatre and Fine Arts in Chişinău. 

This issue is the first one to feature book reviews by selecting significant 
publications referring to the musical works of Iaşi – Carmen Chelaru (coord.), 
Studii de muzicologie de & despre Vasile Spătărelu [Musicology studies by & 
about Vasile Spătărelu], Iași, Editura Artes, 2015 –, volumes of reference 
launched in Iaşi – Grigore Constantinescu, Patru secole de operă. Istorie şi 
stiluri, personalităţi creatoare, capodopere, repertorii [Four centuries of opera. 
History and styles, creative personalities, works of art, repertoires], București, 
Editura ONB, 2014 – or by representing bibliographic titles, which are also 
fundamental for current musical research – Manfred F. Bukofzer, Music in the 
Baroque Era, London, J.M. Dent & Sons LTD, 1948. 

 
 

Editor-in-chief, 
                                                                 Prof. Laura Vasiliu, PhD 
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Lost or endangered musical edifices in Iași 

CARMEN CHELARU 
University of Arts “George Enescu” Iași 

ROMANIA∗ 

Abstract: The same as Prague or Florence, the city of Iași is a place blessed by the 
Muses for anyone who is fond of culture. Perhaps nowhere in Romania does such a 
consistency of history, culture and fame exist as here! Our study is not a result of 
nostalgia, but an alarm to those who should keep available places, things and 
monuments involved in the Romanian arts, culture and genius. Almost each street or 
building in Salzburg tells us about Amadeus. Iași includes all sort of memories about 
famous names, Romanian or European, which unfortunately disappear one by one. On 
the occasion of the single Romanian Music Festival (18th edition, Iași 2014), we 
decided to display information and warnings regarding some musical edifices in Iași 
which do not exist anymore or are about to disappear. Among others, Ghica House, 
edifices on Lăpușneanu Street, Sadoveanu estate and further more. Culture does not 
only mean being a spectator, an onlooker, an outsider; culture means education, 
knowledge, morals, law and so on. As inhabitants of Iaşi city we must do infinitely 
more to build a cultural city: socially, economically, with a civic attitude! 

Keywords: Iași, Lăpușneanu, George Enescu, Conservatory, Philharmonic, Burada, 
Notre Dame de Sion 

1. Introduction. European Capital of Culture?!
Iași – European Capital of Culture! The virtual space as well as the real 

one, managed by local administrators, gave the impression that the title had 
already been gained. Public opinion – passive enough and fraught with 
presumption – took for granted this mainland recognition of Iași as the 
Romanian Capital of Culture, ‘Romanian Florence’, ‘City of the Seven Hills’ 
etc. I was therefore curious – afterwards, it’s true! – to look for more 
information regarding the mechanism of granting this title and, if possible, the 
reasons for not receiving it by my/our town. Here are some ideas I found: 

The competition criteria were as following: “contribution to long-term 
strategy, European dimension, cultural and artistic contents, ability to produce 
results and management” (Stan, 2015). The Jury consists of ten experts 
designated by the European Union institutions: The Parliament, the Council, 
the Commission and the Communities.   

The title is not awarded for the present cultural heritage and dynamic 
cultural offer of a city; that may underlie the submission of the application, but 
cannot itself constitute candidacy. 

∗ carmen.chelaru@gmail.com; www.docs.com/carmen-chelaru 
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In April 2013, the newspaper Evenimentul regional al Moldovei 
published an interview with Mr. Hugo De Greef, manager of ‘Bruges – 
European Capital of Culture 2002’: 

“Reporter: How important is infrastructure (roads, airports, cultural 
institutions) to win the ECC competition?” 

Hugo De Greef: “Infrastructure is really important. But more important is 
cultural infrastructure. Roads, airports could count, but they are not crucial to 
winning the title. Instead, the cultural background generates a long term result, 
allowing for a large audience. It certainly depends on local circumstances. 
There are cities where a new museum counts, for other cities a new theatre is 
important and so forth.” (Evenimentul regional al Moldovei, 20 April 2013) 

Last year (2015) the entries were submitted and, as few locals expected, 
Iași lost. Why? The easiest answer is a conspiracy theory against Iași and its 
citizens! Leaving aside self-pity and frustration, I enclose here some brief ideas 
from the Panel’s report at the Pre-Selection Stage: 

“The cross-border project is potentially a positive element towards the 
European dimension criterion but the panel felt that the other strands of the 
programme were less developed with international partners or inter-cultural 
dialogue. The programme failed to sustain how it intends to become the eastern 
interface of western culture. It lacked notably a clear artistic vision to question 
and develop this crossroads position of a city with multiple influences. (…) The 
bid book recognized that the city was less open to contemporary art, innovation 
and the avant-garde.” (Selection of the European Capital of Culture, 2016, p. 18) 

The panel felt that key areas where dealt with only in a cursory manner 
rather than in depth. Examples included the traumatic memory of the ‘Pogrom 
of Iasi’ in 1941 and a project with the Roma; “this was an area where the 
programme could have been significantly increased to meet the inter-cultural 
dialogue component of the artistic vision criterion.” (Selection of the European 
Capital of Culture, 2016, p. 19) 

I enclosed the above references – painful for the people of Iași – in order 
to sustain my position towards the local carelessness as far as significant 
historical monuments are concerned. 
 
2. Ghica House, one of the earliest locations of the Iași Conservatory  

I wonder how many people – older or younger, in the past or nowadays – 
have been passing on Gavriil Musicescu Street, by the old and damaged 
building that barely stands, as if defying the new constructions around? How 
many of them wonder: ‘Why has this building been forgotten? Why hasn't it 
been demolished already like so many other historical monuments of Iași? 
Who used to be and above all who is going to be its owner?’ 

The board on the wall, almost wiped off, does not provide much 
clarification either: “In this building, the Conservatory of Music and Drama 
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existed between 1860-1940. Great musicians activated here, founding the 
Romanian modern music. May 1978.” 
 

 
 

Photo 1. Ghica House, Gavriil Musicescu Street. 
Photo: Gh. Chelaru (8 Sept. 2014) 

 

 
 

Photo 2. The Board on the building 
 

Actually, for some time, this board was covered by a banner saying ‘To let!’ 
I include here a short story of this building, hoping that maybe, some 

day, its fortune will change. The information comes from historians such as 
Alexandru Aurescu, Ion Mitican, Constantin Ostap, Aurica Ichim, George 
Pascu and so on. 

Late 18th century: boyar Costache Ghica builds the house on Banu Street; 
around 1820 a second floor was added. In 1870, the Iași Conservatory hired 
most of the house. The contract was signed by Elena Costache Ghica (owner of 
the house) and Constantin Gros, head of the Conservatory (Aurescu, 1906, p. 
107). The contract was renewed in 1872, until 1884, when the Conservatory 
would be housed in other buildings, on 7-9 Lăpușneanu Street near the church. 
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By consequence, the year 1860 mentioned on the historical board of the 
building does not correspond to reality. A detailed research of this matter has 
been undertaken by historian Aurica Ichim, from the Iași ‘Reunification’ 
Museum (Muzeul Unirii), in her study ‘A Lot of Expenses for the Restauration 
of Ghica House’ (Ichim, 2009, pp. 101-106). Meanwhile, Digi 24 TV Channel 
and historian Sorin Iftimi shot a documentary film under the title ‘History 
transformed into ruins. Ghica House, built in 1820, hosted the Iași 
Conservatory’ (DIGI Web Cam Live). Unfortunately, the movie hosted by two 
highly frequented social networkers, received a single reply! 

From 1917 to 1918 (World War I), the French Embassy was settled here. 
After 1990, the building became more and more damaged. In 2005 the Iași 
Mayor returned it to the inheritors, Alexandru and Barbara Panco, descendants 
of the Ghica family. Afterwards the owners sold the house to a Romanian-
Belgian company, which hanged the poster ‘To let’ and forgot about the place! 

Should we add more comments? Yes, we should! Ghica House is part of 
national heritage. Legally, historical buildings cannot be demolished, more 
than that, genuine architecture has to be preserved. At present, the building 
appears as a skeleton, windows broken, fallen plaster, door locked. Neither the 
Iași City Hall nor the owners are interested in the fate of this place. In Western 
Europe, under these circumstances, owners are fined or even expropriated…! 
 
3. Musical Edifices on Lăpușneanu Street 

Lăpușneanu Street is a symbol for the citizens of Iași, together with the 
National Theatre, ‘Trei Ierarhi’ Church and the Palace of Culture. Prince 
Alexandru Lăpușneanu ruled Moldavia in the middle of the 16th century1, and 
changed the capital city from Suceava to Iași. After World War II many 
buildings were demolished or damaged here. Since 2014 this street has been 
renovated and little-by-little it seems to regain a better face. 

What is the musical part of Lăpușneanu Street? Unfortunately, all the 
buildings related to music have been destroyed, but if someone would like to 
transform this street into an interactive historical site, these buildings should be 
mentioned somehow.  

Walking from the top – Eminescu Plaza down to the Union Plaza (Piața 
Unirii), on the right, instead of the Telephone Company Headquarters, there 
were some exquisite shops between the wars; among them, the Conservatory 
Storehouse of brothers Josef and Michail Blaiska. 

 

                                                 
1 Prince Lăpușneanu ruled Moldova between September 1552 and 18 November 1561, and 
then from October 1564 to 5 May 1568. 
(https://ro.wikipedia.org/wiki/Alexandru_L%C4%83pu%C8%99neanu, accessed on 8.09.2015)  
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Photo 3. Lăpușneanu Street, nowadays 
 

One could see here great concert pianos, double-basses, cellos, and all 
sort of brass instruments, also gramophones, long play discs, scores. The 
building was knocked down after the 1977 earthquake. 

 
 

Photo 4. The old ‘Hôtel d’Europe’, transformed after the war in a confectioner’s, 
then demolished 

 
On the same side there was Europe Hotel (‘Hôtel d’Europe’), where 

famous soprano Hariclea Darclée2 lived during her concert tours in Iași. 
 

                                                 
2 Hariclea Darclée, 1860-1939, one of the world's most famous opera singers during her three-
decade-long career. She performed the role of Tosca, at the world premiere in 1900 
(https://en.wikipedia.org/wiki/Hariclea_Darcl%C3%A9e, access on 19.12.2015). 



 

12 

 
 

Photo 5. Union Plaza (Piața Unirii) of Iași, middle 20th century. 
The circles mark România/Schiller Hotel (left) and Traian Hotel (right). 

 

The great soprano had been invited to perform in the main ball room of 
Roznovanu Palace (now the Iași City Hall). There, the hosting noble family 
organized charity concerts, theatre performances and balls. Darclée lived also 
at Romania (also Schiller) Hotel, now disappeared, nearby Traian Hotel. 
Behind Romania Hotel, Scarlat Pastia, Mayor of Iași between 1877-1879, built 
a public place named Pastia Hall. After the great fire of 1888, when the 
National Theatre of Copou burned down, Pastia Hall became the main public 
space in Iași for all sort of performances – theatre, opera, concert, film. 
 

  
 

Photo 6. Trianon Cinema in 1950 
 

Coming back to Lăpușneanu Street, on the place of Corso Garden, in 
the 1940s another old building hosted the Conservatory of Music and Drama. 
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Here, on 8 July 1942, a group of intellectuals from Iași founded the ‘Moldova’ 
Philharmonic. 

On the left-hand side, next to the Reunification Museum there was the 
Trianon (nowadays Republica) Cinema and the Weinstein Music Store with 
electric pianos and pipe organs (photo 6). 

European historical cities like Budapest, Prague, Vienna, Paris, have 
adopted a beautiful habit – street music well done by professional musicians 
and sustained by the town community. 
 

 
 

Photo 7. Jazz Band on Charles Bridge, Prague 
 

Why shouldn’t Lăpușneanu Street be the same? 
 

4. National Theatre of Copou 
The so called National Theatre of Copou was a historical building, 

property of prince Mihail Sturza, who agreed to host theatre performances. It 
was turned into a public theatre in December 1846, until February 1888, when 
a fire destroyed it entirely. The main building of the ‘Alexandru Ioan Cuza’ 
University (inaugurated in 1897) was erected in its place. 
 

 
 

Photo 8. The National Theatre of Copou 
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Photo 9. ‘Alexandru Ioan Cuza’ University main building, in 1928 
 
At the end of January 1847, Franz Liszt and his friend Guido de 

Karácsony arrived in Iași after three concerts in Bucharest. They lived as 
guests in the house of Alecu Balș – nowadays the main building of the 
University of Arts. Here Liszt met the most important Moldavian personalities 
of the day, among them Gheorghe Asachi3 and Costache Negri4. In Iași, Liszt 
performed three concerts, the first (18 January) in the Balș mansion and the 
next two – on 21 and 24 January – in the National Theatre of Copou. 
 
5. The Tower House in Copou 
 

  
 

Photo 10. Backhouse (left) and fronthouse (right) 
 

                                                 
3 Gheorghe Asachi / Asaki, 1788-1869, Romanian prose writer, poet, painter, historian, 
dramatist and translator. An Enlightenment-educated polymath and polyglot, he was one of the 
most influential people of his generation. (https://en.wikipedia.org/wiki/Gheorghe_Asachi, 
access on 24.03.2016) 
4 Costache Negri, 1812-1876, Romanian writer, politician and revolutionary. 
(https://en.wikipedia.org/wiki/Costache_Negri, access on 24.03.2016) 
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The so called ‘Sadoveanu’ Mansion, situated up Copou hill not far from 
downtown, in a residential neighbourhood, was built by Mihail Kogălniceanu5 
in 1842. Then, it was sold to Jacob von Neuschotz, baron and banker of Iași6. 
Here, Maria Cantacuzino – future wife of George Enescu (they married in 
1937) – lived during WW 1, 1917-1918. The musician who had a close 
relationship with her, often spent time here. Actually, he lived in the small 
house of a doctor friend 7, nearby the National Theatre and the Notre Dame 
Institute. 

 

  
 

Photo 11. Vovidenie Street. Here, musician George Enescu lived from 1917 to 1918  
(photo Mihai Cantea) 

 
6. Musical Street Cuza Vodă and its Neighbourhoods 

The story of the Cuza Vodă-Brătianu-Stroescu Streets begins in the first 
years of the 19th century. The main edifice – Balș Mansion8 – was raised 
around 1815 (Suceveanu, 2009). Afterwards, it was sold to catholic order 
‘Notre Dame de Sion’9, for the educational French Institute ‘Sacré Coeur’10, 
founded in Iași at the beginning of 19th century. 

                                                 
5 Mihail Kogălniceanu, 1817-1891, Romanian liberal statesman, lawyer, historian and 
publicist; he became Prime Minister of Romania on October 11, 1863, after the 1859 union of 
the Danubian Principalities under the Prince Alexandru Ioan Cuza, and later served as Foreign 
Minister under Carol I. He was several times Interior Minister under Cuza and Carol. A 
polymath, Kogălniceanu was one of the most influential Romanian intellectuals of his 
generation. (https://en.wikipedia.org/wiki/Mihail_Kog%C4%83lniceanu, access on 24.03.2015) 
6 Jacob von Neuschotz, 1819-1888, important personality of Iași in the second half of 19th 
century. Great philanthropist, he founded several schools and orphanages (Oprea, 2014, p. 13). 
7 The house on Vovidenie Street was bombed during WW II. 
8 Balş family – Balşa or Baloş, Bălăuş or Boloş – came from Montenegro. 
9 “Notre-Dame de Sion, couramment abrégé en NDS, est une congrégation religieuse 
catholique romaine fondée en 1843 par Théodore et Alphonse Ratisbonne. Plusieurs 
communautés ainsi que de nombreux établissements scolaires portent actuellement le nom de 
« Notre-Dame de Sion » dans le monde. C'est la congrégation dont était issue sœur 
Emmanuelle.” (https://fr.wikipedia.org/wiki/Congr%C3%A9gation_de_Notre-Dame_de_Sion, 
access on 14.11.2015) 
10 “La Société du Sacré-Cœur de Jésus (Societas Sacratissimi Cordis Jesu) a été fondée en 1800 
par Madeleine-Sophie Barat (1779, Joigny dans l’Yonne - 1865) pour l’éducation des jeunes 
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Photo 12. Cuza Vodă Street and the Neighbourhoods: 
1) Burada House; 2) The house of St. John Churchyard, where conductor Emanuel Elenescu spent 

his childhood; 3) The High school of Arts; 4) Vovidenie Street; 5) The former Philharmonic 
building near Balș House; 6) The National Theatre Power Plant; 7) National Theatre and Opera 

House; 8) Roznovanu Palace (now City Hall); 
9) The Armenian Athenaeum near the old Armenian Church 

 
 

Photo 13. Balș Mansion – ‘Notre Dame’ Catholic Institute, 
Iași, end of 19th century 

                                                                                                                                 
filles. Ses membres sont aujourd’hui appelés Sœurs du Sacré-Cœur. Elles étaient célèbres 
autrefois sous le nom de Dames du Sacré-Cœur. Leur spiritualité est ignacienne. Elles signent  
R.S.C.J. (Religiosa Sanctissimi Cordis Jesus).” 
(https://fr.wikipedia.org/wiki/Soci%C3%A9t%C3%A9_du_Sacr%C3%A9-
C%C5%93ur_de_J%C3%A9sus, access on 14.11.2015). 
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In a guide of Iași city (published approx. in 1933), the history of the 
Notre Dame Institute is described as follows (Cel mai nou ghid al Iașului/The 
Newest Iași Guidebook, 1933, pp. 99-102): 

“In the first half of 19th century, apart from a few elementary schools 
financed by the state, some private educational institutes were settled in Iași. 
Children of rich families learned German, French, music and some practical 
disciplines here. In 1866, through the involvement of the Catholic Bishop, 
Monsignor Saladari, a private institute for girls was settled in the Balș 
Mansion. At the beginning, the teachers were French nuns, under the 
leadership of Mère Marie Théodorine (Amélie Randon).”  

Then, a few Romanian teachers joined the nuns, but French remained the 
learning language in the school. From 1900 to 1910, the French Institute added 
a large building as an extension to Balș Mansion, designed by the Italian 
architect J. Vignaly, where a Catholic Chapel was built. 
 

   
 

Photo 14. Institute ‘Notre Dame’ of Iași, (left) external view; 
(right) the chapel inside 

 
 

 
 

Photo 15. ‘Notre Dame’ Institute backyard 
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In 1942 the ‘Moldova’ Philharmonic was founded. Until 1957, concerts 
took place at the National Theatre, while rehearsals – in the Armenian 
Athenaeum (next to the Armenian Church). 
 

  
 

Photo 16. The Armenian Athenaeum 
 
After WW II, the ‘Notre Dame’ Institute was closed and the French nuns 

left for France. The buildings were abandoned, then transformed into a war 
prisoner camp, then a warehouse, finally in a students’ shelter. In 1950, part of 
the settlement became the High School of Arts, while Balș Mansion was 
granted to the ‘George Enescu’ Conservatory (from 1960 to 1982). 

The Chapel was renovated from 1954 to 1957, and on 17 November 
1957, the new Philharmonic Concert Hall was inaugurated through a 
symphonic concert with conductors Achim Stoia and Theodor Avithal.  
 

 

Photo 17. The Honour Book of the 
Philharmonic, page 30. 
On 17 November 1957 the musicians of the 
orchestra together with director Achim 
Stoia, 
conductor Theodor Avithal 
and concert-maestro 
Alexandru Garabet signed in 
at the concert hall inauguration. 

 
The edifice became home to the Philharmonic, a genuine symbol of Iași 

until 1 February 2013, when it was closed for safety reasons.  



19 

 

   
 

Photo 18. Iași Philharmonic Concert Hall between 1957–2013 
 

Across Cuza Vodă Street, from 1894 to 1896 the National Theatre was 
built by Viennese architects Ferdinand Fellner (1847-1916) and Hermann 
Helmer (1849-1919). In the same edifice the Opera House was founded in 
1956. Fellner and Helmer are also the authors of famous similar theatres in 
Europe, like those in Vienna, Prague, Odessa or Zürich. On 1 December 1896, 
the National Theatre of Iași was inaugurated by Mayor Nicolae Gane, being 
considered the oldest and the best public theatre in Romania. 

 
 

Photo 19. National Theatre of Iaşi 
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Inaugurated in the same period as the theatre, the Power Plant – in the 
National Theatre backyard – marked the beginning of public lightning in Iași. 
During WW I, George Enescu and his orchestra organised the rehearsals here. 
 

  
 

Photo 20. The Power Plant by the National Theatre (left).  
The board on the building: ‘The old power plant, built from 1834 to 1896, the first centre for 
public lightning in Iași (1 December 1896). Writer Mihail Sadoveanu lived here as director of 
the National Theatre. George Enescu’s Symphonic Orchestra also performed rehearsals here. 

The first concert took place on 13 December 1917.’ 
 
Nearby Cuza Vodă Street is Burada House (photo 21). Here lived 

Theodor T. Burada – Romanian folklorist, ethnographer and musicologist, 
member of the Romanian Academy (elected in 1878, the first musician to 
achieve this position). Burada played violin, studying at the Iaşi Conservatory 
(1855-1860) and the Paris Conservatory (1861-65). He travelled widely in 
Eastern Europe on concert tours and took the opportunity to collect folkloric 
material in his travels, especially from Romanian communities. He was the 
editor of Dicţionar muzical (c. 1862-75), the earliest Romanian dictionary of 
music (Cosma Viorel). 

Almost at each step around the old city of Iași there are places with 
historical and cultural significance altogether turning the town into an open air 
museum. It could become European Capital of Culture if its history gained 
consistency, if it became vivid by modern resources, being enclosed in a 
European context. 
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Photo 21. Burada House and the board on the wall: ‘In this house there lived Theodor T. 
Burada (1839-1923), a personality who crucially contributed to the assertion of Romanian 

music, professor at the Iași Conservatory, violinist and composer, historian of the Moldavian 
Theatre, ethnologist and ethnographer, member of Junimea Society and, since 1887, first 

musician member of the Romanian Academy.’ 
 

Let’s try to imagine somebody who has never heard about Iași, who does 
not know where the town is. How could we first draw their attention? Through 
virtual information – not only historical and cultural, but especially practical, in 
two or three languages: roads, accommodation, meals, transportation – all 
permanently updated. How and where could we offer this information? At the 
main entrances of the city, like the airport, stations, PR offices, through maps, 
QR codes, posters, etc. 

How do we coherently organise the multitude of cultural interests into 
tracks, categories, groups? How do we make them available, approachable to 
visitors? Do these cultural objectives provide comfort? How do we solve the 
problem of aggressive begging, which becomes more aggressive during 
religious celebrations? How about the filthy back yards and dark alleys? 
Initiatives such as the vintage tram, with or without music, one or more routes 
with carriages have they ever lasted? What about a well promoted summer 
concert season, without cancellations or postponement? I wonder how many 
professional musicians from Iași did or do play in restaurants in San Marco 
Square of Venice? Why shouldn’t they do the same in Iași? In the old city 
districts – Sărărie, Tătărași, Copou – there are many buildings of genuine 
Moldavian architecture – why shouldn't they be included in a visiting tour? 

Culture is “that complex whole which includes knowledge, belief, art, 
morals, law, custom and any other capabilities and habits acquired by man as a 
member of society” (Tylor, 1974). Unfortunately, the real meaning of the term 
eludes us. Besides, we give up easily! Everything which happens to be out of 
our narrow space of life bares no interest to us! 
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Ella Urmă. 
A life dedicated to singing in Iaşi city 
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ROMANIA∗ 

Abstract: A remarkable personality in the musical life of Iași in the second half of the 
20th century, who turned the honorable age of 95 only this year, the soprano and 
professor Ella Urmă is an example of professional and human dedication. We honour 
her today both in light of her exceptional performances, which became a reference in 
the universal and Romanian repertoire, as well as from the perspective of her 
outstanding career as an elite pedagogue, who facilitated the training and affirmation 
of young talents on a national and international level. Moreover, her name is 
associated with the intense organizational activity which she supported in her capacity 
as founder of the local higher education professional singing school. On the basis of 
the bibliography provided in dictionaries, encyclopedias, historiographical syntheses, 
memoirs, chronicles and interviews, this study aims to rebuild a personality from the 
musical scence of Iași of days gone by, who, in her prestigious artistic life, was 
uniquely concerned with carving out a lyrical career, in the service of her teaching 
activity. 

Keywords: history, style, genre, musical language, message 

1. Introduction
The interest for the revalorization of a series of musicians of value 

belonging to the local artistic sphere materialized in 2009 by the involvement 
in the Iaşi: People and Music project – a series of 12 weekly radio shows 
broadcast by Radio România Muzical and produced by Prof. PhD. Laura 
Vasiliu. The shows were aimed at providing listeners with a full picture of the 
past and present musical culture, by introducing significant institutions, 
personalities and musical creations. The project comprised interviews with 
musicians who have lived and worked in Iaşi City, conversations about the 
music of a prestigious past, which determined me to analyze more thoroughly 
some of the emblematic post-war personalities. One of them was the 
distinguished professor and singer Ella Urmă, who, through her impressive 
carrier, has influenced artists belonging to different generations. Also, her high 
standing artistic and teaching activity has earned her numerous awards and 
honors countrywide: Order of Cultural Merit, 5th class, 1968; Mihail Jora 
Music Criticism Award for her entire artistic career (1997); Honorary Member 

∗  iatesenloredana@yahoo.com 
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of the Romanian Opera House in Cluj-Napoca, 2004; Diploma of Excellence, 
University of Arts “George Enescu”, Iaşi, 2004. 

 
2. Research stage  
2.1. Present-day reception of the musician Ella Urmă  

As I was fascinated by the phenomenon of the present-day perception of 
the artist and starting from the general cultural background of that time, from 
the relations with former musicians, from the reassessment of documents and 
testimonials about the lives and work of different personalities, I then read 
many monographs, articles, memoirs, interviews, reviews, which materialized 
in several studies: Mansi Barberis – personalitate a culturii muzicale ieşene. 
De la succesul de ieri la ignorarea contemporană [Mansi Barberis – 
Personality of the musical culture in Iaşi city. From yesterday’s success to 
today’s oblivion] (Iațeșen, 2012) and Femei compozitoare la Iaşi: Mansi 
Barberis şi Elise Popovici Goia [Women composers in Iaşi city: Mansi 
Barberis and Elise Popovici Goia] (Iațeșen, 2014).   

Our current research is nothing but a natural continuation of our previous 
preoccupations. Moreover, it has a personal touch since, in addition to having 
read numerous references about the role model soprano and teacher Ella Urmă, 
I also had the opportunity to know the person of value behind the artist. 

 
2.2. A particular perspective on the distinguished singer and teacher 
       Ella Urmă  

Although it has been seven years already since I made the interview, the 
memory of our meeting is still very fresh in my mind. I remember having noted 
the aristocratically elegant silhouette of the distinguished lady and her faint 
smile at the beginning of the interview, which ended up by overwhelming me 
as my host became more and more animated by the various topics of our 
conversation. She told her story with boundless energy, generously sharing 
much information about the time she lived and worked in, about the sensitive 
events that left a mark on her daily or professional life. With every revelation I 
had during our conversation I was impressed by her extraordinary 
communication skills in her personal relations with different musicians, lovers 
of music, personalities of the general cultural sphere and especially by her 
noble soul when faced with both personal and professional challenges. These 
are only some of the traits of character that in time created the aura of an 
exquisite artist of high moral and intellectual standard. 

 
2.3. Image of the artist in different monographs and dictionaries 

I thus understood the portrait that the musicologists George Pascu and 
Melania Boţocan so admiringly sketched of this excellent singer in the 
Hronicul muzicii ieşene [Musical chronicle of Iaşi], the numerous reviews 
appearing in mane specialized publications or in cultural periodicals, signed by 
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different authors, the documented articles about the role that professor Ella 
Urmă played in the fine arts education in Iaşi, in the works entitled: Pagini din 
istoria învăţământului artistic modern din Iaşi la 150 de ani, Existenţe şi 
împliniri – Dicţionar  biobibliografic, Ediţia a II-a [Pages in the 150-year 
history of modern fine arts education in Iaşi, Existences and Achievements – 
Bibliographic Dictionary, 2nd edition], written by the historian Mihail Cozmei.  

 
2.4. An artist who raises journalistic interest for interviews and  
       even a documentary 

I have also noticed that the personality of the musician Ella Urmă, who 
has now reached the beautiful age of 96 years, has been most often revealed in 
interviews, the producers of which considered themselves privileged to have 
such an enchanting interlocutor. We refer here in particular to the interviews by 
the well-known journalists, editors and radio and television producers Alex 
Vasiliu (1996, 2006) and Luminiţa Constantinescu (2010, 2015), who managed 
to point out in their conversations different aspects of the singer’s professional 
career, in relation with relevant moments in her biography. In our opinion, the 
peak in the reception of the artist and human Ella Urmă was the documentary 
entitled N-am fost o divă [I was not a diva], a combination of genres, the 
portrait-interview Ella Urmă în dialog cu Laura Guţanu [Ella Urmă in 
dialogue with Laura Guţanu], posted on line in 2012 and especially the cinema 
film the Povestea unei vieţi [Story of a life], produced by Dragoş Zămoşteanu 
in cooperation with the EuroEd Foundation and shown for the first time at the 
Tătăraşi Atheneum Theater in Iaşi, in 2014. 

 
3. Ella Urmă – a possible path of human spirituality from the  
    lyric-emotional resonances of her Bessarabian birth place  
    to the elite challenges of the cultural and artistic life in Iaşi 

 After having read the extensive documentation available and especially 
after having made personal contact with the singer and professor Ella Urmă, I 
reached the conclusion that her special mixture of human qualities and artistic 
endowment is one of the reasons of the unanimous recognition that she enjoyed 
both in her days and among present-day critics. We refer her more precisely to 
her Bessarabian birth place, the warmth, affectivity and spirituality of which 
coalesced with the cultural musical background in Iaşi, a city where the 
soprano was education, worked and enjoyed the great achievements of her 
singing and teaching career. Moreover, we believe that her Bessarabian origins 
are the source of her physical and psychological endurance, as Ella Urmă has 
always known how to keep a balance between her professional duties and 
human commitments, and how to preserve her quick wit which enabled her to 
captivate musicians, music lovers and cultural and other personalities, as well 
as her elegance and refinement. She put these qualities to good use both on 
stage and in her personal everyday life. We should add to this list her noble 
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soul and generosity proven by the numerous testimonials of her colleagues, 
close friends and especially students, whom she inspired with love for singing 
and confidence in themselves, a set of traits that are vital for the self-assertion 
and development of any singer. Thus, we are not surprised by the soprano’s 
open answer to the question asked by Luminiţa Constantinescu, the well-
known musical show producer, which was also asked on frequent occasions 
during other interviews: “Mrs. Ella Urmă, what is the secret of your 
longevity?“ “There is no secret. I inherited the gene of a family in which both 
my grandfather (who was a priest in Ungheni Village, in Bessarabia, where I 
was born) and my father had very long lives.” (Constantinescu, 2015)  

 
3.1. Special family atmosphere 

Indeed, the memories of the artist born on 26 august 1920 about the 
special family atmosphere in which she grew, about the moral values that she 
was taught since her early childhood, are fresh in her mind and allow us to 
retrace a noble period in the cultural history of the beginning of the 20th 
century, when thorough education, sharing of the forefathers’ patriotism 
exhibited in the true meaning of the word and shaping of the intellect against 
the background of a truly genuine national specificity were vital for the growth 
of a future intellectual, musician, etc. With the excitement and joy of her 
exuberant nature, the musician told the journalist Laura Guţanu, in one of her 
interviews: “...My grandfather…Vichentie was a priest... an intellectual, 
although he was a country priest. He had attended the Theological Seminary in 
Leningrad. He had good articulation. He would speak equally good Romanian 
and Russian... My grandmother... Evghenia... was from a noble family. Her 
father had a title of nobility... She spoke incredibly good Russian, but little and 
rather poor Romanian... My mother... her name was Vera Guma. A beautiful 
and sociable woman, an extraordinary mother... My sister, Marcela, was born 
in 1923... and went to the Faculty of Philology, specialty French-Italian. My 
father, the officer Petru Manole... was wounded in the forced retreat in 1916, 
when he lost his left hand... He was extremely gentle, well-mannered,... 
understanding... When I turned two, my father moved to Iaşi...” (Guţanu, 
2012). 

 
3.2. Period of artistic and musical training 

Trained in an elite musical environment between 1927 and 1931, she was 
initiated into the secrets of piano playing at the Notre Dame Institute in Iaşi. 
Being an officer’s daughter, she has the chance of being admitted to the Oltea 
Doamna High School (1931-1939), where she distinguished herself and was 
offered the chance to sing as a soloist on several occasions, as a member of the 
choir directed by Elena Botez. Moreover, while she attended the Regina Maria 
Institute, she received a select artistic education due to Florica Niţulescu’s 
piano classes and Gina Sandri’s acting classes. She completed her specialized 
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education (1938-1942) at George Enescu Academy of Music and Drama (Iaşi) 
under the guidance of several renowned artists and professors: Rodica 
Nestorescu, Mansi Barberis – singing, Radu Constantinescu – piano, Antonin 
Ciolan – choir and choir conducting (Cozmei, 2010, p. 462). 

 
3.3. Meanings of a cultural and musical Iaşi  

If we ask ourselves today what the City of Iaşi meant for the soprano and 
professor Ella Urmă, the cultural-artistic environment which adopted, 
promoted and cherished the wonderful musician in her professional and human 
becoming, which offered her so many joyful moments, so many successes and 
achievements, from the first applauses during her school years to the delicious 
moments when flower petals covered the stage, offered by her loyal audience, 
who reacted enthusiastically during her recitals, concerts or shows along the 
years, we should consider ourselves happy as she can answer this question 
herself by relying on the memories of a lifetime of singing, on her personal 
convictions about the people and actions that contributed to the writing of a 
page in the history of a prestigious center, of a blessed epoch. “The fact that I 
chose music is due first and foremost to the City of Iaşi, to its elevated 
atmosphere, to the personalities who grew in this city and with whom I 
interacted, to the intellectuals of Iaşi who were music lovers and to the charm 
of this city that has, had and will always have a poetic soul” (Vasiliu, 1996), 
confessed the artist in an interview given to TVR Iaşi’s journalist and musical 
show producer, Alex Vasiliu, in 1996. 

 
3.4. Emotional and cognitive landmarks in the evolution of the personality  
       of the artist Ella Urmă 

It is our firm belief today that her belonging to a generation of cultivated 
intellectuals1 and of musicians of value (the conductor Antonin Ciolan, the 
piano player Florica Niţulescu, the singing teachers Vasile Rabega, Mansi 
Barberis, the composer Constantin Georgescu, the historian and encyclopedic 
critic George Pascu, etc.), as well as the special family equilibrium (created by 
her marrying the dentist Ioan Urmă and her maternal involvement in the 
education and professional development of her daughter Irina, who is currently 
teaching American literature at the Faculty of Freiburg), constituted deep 

                                                 
1 The artist names in the interview by Luminiţa Constantinescu – Soprana şi profesoara Ella 
Urmă: o adevărată suverană a oraşului Iaşi [The soprano and teacher Ella Urmă: a true 
sovereign of Iaşi] – some of the personalities who contributed to the outlining of the cultural 
environment of old Iaşi: “Mihail Sadoveanu who used to come down to the city, on Copou 
Hill, with the dogcart, the poets Mihai Codreanu, Otilia Cazimir and George Topârceanu, who 
was a small man with high heels and bright and restless look”. We should add a few names of 
renowned professors, artists: Vladimir Buţureanu, Gheorghe Chipail, surgeons; the painter 
Emanoil Bardassare, etc. 
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emotional and cognitive landmarks in the evolution of the personality of the 
professor and singer Ella Urmă.  

 
3.5. A career founded on the respect of her artistic mentors and teachers 

A career based on feelings of gratitude, expressed on numerous 
occasions, using the most exquisite compliments addressed to her artistic 
mentors and teachers who were involved in her training. The portraits she 
made of the conductor Antonin Ciolan, professor of harmony Constantin 
Georgescu, piano player Florica Niţulescu, etc. are still memorable. The artist’s 
exquisite nature also caused reactions from musicians who contributed to her 
becoming. Here are some of the wonderful testimonials of her singing 
professor, Mansi Barberis, which we found in the memoirs included in the 
book entitled Din zori până în amurg [From dawn to dusk]: “Ella Urmă, a 
cultivated and refined musician […] is one of my most eminent students. I keep 
listening to and watching her with the same inner joy...” (Barberis, 1988, p. 90) 

 
4. Role of the soprano Ella Urmă in the evolution of  
    the lyric theatre of Iaşi 

As a performer, Ella Urmă belongs to the generation of lyric artists who, 
in the early 1940s, were present at the official opening of the Romanian Opera 
House of Moldova. She has also been a founding member of this institution 
since October 1956, where she carried out a rich soloist activity until 1968. She 
chose many comic, lyric or dramatic parts, which included varied characters – 
from Rosina in Gioachino Rossini’s Barber of Seville and Giulietta in Jacques 
Offenbach’s The Tales of Hoffmann, to Margareta in Charles Gounod’s Faust 
and Violeta Valery in Giuseppe Verdi’s La Traviata. 

In an interview which she was good enough to give to me in 2009, I 
dared her, among other things, to describe in a few words the effervescent 
atmosphere during the staging of an opera to which she was the most attached 
(I was referring to staging, stage design and musical preparation) and to 
comment upon the character she interpreted in that show. “Like most sopranos 
I was very fond of Violeta Valery in La Traviata, because it required three 
voices. One has to be lyric coloratura soprano at the end of act II, then become 
dramatic coloratura soprano and at the end, because she is so sick and dying, 
one’s voice has to be hardly audible. Why did I like this part? It is very 
interesting... one can transpose oneself, one can understand a situation... I 
strived to find a very wide and expressive range of variations in my voice, able 
to emphasize all of Violeta Valery’s states of mind. No, it was not easy. First of 
all, because one had to abandon oneself. Nobody should see not even for a 
moment that one is Ella Urmă or some other performer. One had to manage to 
become Violeta Valery…” (Iaţeşen, 2009). The artist was of course referring to 
her graduation show where she interpreted this part in 1942, and especially to 
its restaging after the creation of the Opera House in Iaşi, during the first 
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season of 1956, a version offered by the young musicians Grigore Iosub, 
conductor; Dumitru Tăbăcaru, director, Emil Chivu, choir master and 
Hristofenia Cazacu, stage designer. The echoes of this staging were not long to 
be heard, so that in January 1957, one of the renowned reviewers of that time, 
the music history professor George Pascu, argued that: “By forcing the 
intensity, she acquired some high-pitched accents that we noticed during the 
first act. Once her beginner’s stage fright is over and as soon as she gets used 
to the stage by frequently appearing on it, Ella Urmă will be able to master 
these excesses, all the more so as her voice may be heard perfectly in low 
intensity lyrical bits. In the part of Violeta, Ella Urmă sang beautifully, as she 
understood it and had a very clean performance. Her clear diction and musical 
phrasing are qualities that prove that Ella Urmă is a conscientious singer who 
studies her part thoroughly.” (Pascu, 1957, pp. 104-105) What do these 
remarks tell us? Although the author noticed, in 1956, the small voice 
imperfections which are actually inherent at the beginning of any singer’s 
career, she managed to create a balance in her acting and to have an 
unprecedented conception of the part she played, as the artist was known for 
her meticulousness and thorough study designed to understand her part and 
especially to create a genuine relation between stage and music dramaturgy. 
The importance given to the character and to its whole evolution, and the 
problematization around its literary, psychological and musical approach are a 
few aspects that the musician ale applied in her teaching activity. We also feel 
the need to point out the fact that the musicologist, historian and critic George 
Pascu followed her singing career not only in her opera shows, but also in the 
concerts held by the philharmonic orchestra, in her lied recitals, etc.2  

 
5. Lied music performance conception 

During the troubled years of preparation of the reinstatement of the 
Conservatory, when the setup of a lyric theater in the artistic Moldavian space 
was eagerly awaited, Ella Urmă distinguished herself in the musical life of our 
city and in other locations by voice miniature recitals covering a diverse 
stylistic range – from romantic (Franz Schubert) and postromantic sonorities 

                                                 
2 George Pascu, Premiera operei Bărbierul din Sevilla [Premiere of the Barber of Seville], in 
Iaşul literar, 3 March 1957; Premiera operei Boema [Premiere of la Boheme], in Iaşul literar, 
3 March 1958; Boema în premieră la Opera de Stat din Iaşi [La Bohema – the first 
performance at the State Opera House in Iaşi], in Flacăra Iaşului, 8 April 1958; Artiştii Operei 
ieşene pe estrada de concert [The artists of the Opera House in Iaşi on the bandstand], in 
Flacăra Iaşului, 21 May 1958, Cronica concertelor [Concert review], in Iaşul literar, 9-10 
Sept.-Oct. 1958; Tinereţea veşnică a operetei [The eternal youth of comic opera], in Flacăra 
Iaşului, 17 December 1967; Recitalurile Conservatorului [Conservatory recitals], in Flacăra 
Iaşului, 28 January 1968; Conservatorul George Enescu 125. Prezenţe în contemporaneitate 
[George Enescu Conservatory 125. Presences in contemporaneity], in Cronica, Iaşi, 25 
October 1985. 
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(Hugo Wolf), to impressionist (Claude Debussy) or Romanian (Eduard 
Caudella, Mansi Barberis) ones. When I wanted to know if over time she felt 
closer to the style of a particular epoch or composer, the artist answered in 
2009: “I would say I like the lied very much, because I felt I was in a more 
intimate position. The connection with the audience was set more easily 
because the auditorium was smaller, and the twinning between the text and the 
music was so beautiful and so well-rounded that it helped my expressiveness a 
lot. One had to be oneself, to open one’s soul to the audience, relying on one’s 
own energy, on the expressiveness of one’s voice, with fine and subtle 
nuances... this is the lied.” (Iaţeşen, 2009) The soprano’s answer reveals the 
different voice miniature performance conception, which points out the 
singer’s preoccupation with the use of the text-sonority associations, by paying 
attention to the whole style and language specificity, in an effort to internalize 
the artistic moment, by observing the psychology of the creative act.  

The performance of any part, regardless of whether it belongs to the 
chamber, stage performance, oratorical and vocal-symphonic genres, requires 
the singer to learn an adequate technique and to put it to good use, depending 
on the complexity of the sound and extra-musical parameters. Starting from the 
contradictory opinions of singers related to the proper breathing method, to 
sound impostation and to voice homogeneity in all the singing ranges, I asked 
Ella Urmă to reveal some of her secret techniques, the use of which ensured 
her success over time. The answer was rather surprising: “There is no secret, 
dear. Everything is in plain sight. We breathe to live... Yet, there is a particular 
way of breathing when singing. This is maybe the secret. And breathing is any 
singer’s business card. When a singer knows how to breathe, he/she knows 
how to sing.” (Iaţeşen, 2009) 

 
6. Teaching activity 

In addition to her remarkable performance evolution in opera and comic 
opera shows, in concerts or recitals, we should also underline the passion 
shown in the rehabilitation and recognition of the singing school in Iaşi, as 
teacher Ella Urmă trained numerous series of opera singers in over four 
decades (1946-1985). Mariana Cioromilla, Adriana Severin, Mihaela Agache 
and Nelly Miricioiu are only some of the singers of value who became well-
known both in Romania and abroad.  

When asked whether she crossed paths with her students later in her 
singing or teaching career, Ella Urmă argued that: “I’ve always followed their 
evolution and I’m sorry I don’t have any letters from them at hand now to 
show you that we kept in touch and consulted me. They used to ask me: I 
wonder if I should accept this part, madam. Isn’t it too early, isn’t it too late? 
They took into account my advice. And I think that it was good advice, because 
they managed beautifully.” (Iaţeşen, 2009)  
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We need to stress the fact that the role that the teacher Ella Urmă played 
in the city was and still is extremely important, especially given the tense social 
and political background, when the Conservatory reopened after having been 
transferred to Făget in 1945-1946. Classes resumed in Iaşi in extremely 
difficult conditions, in the complicated era of the beginning of the post-war 
period, and Ella Urmă, along with Florica Niţulescu, Jean Iţicovici, Octav 
Gheorghiu, Mircea Mancaş and Ion Horceag, carried out increasingly 
persistent music popularization and audience education actions. To this effect, 
namely for general culturalization purposes, this team of teachers held “free 
music education classes, which could be attended by anyone who wanted to 
study music, regardless of age, profession and education level” (Pascu, 1964, p. 
113). 

 
6.1. Ella Urmă – a professor of conception in the promotion of  
       a specific vocal arts teaching style 

As the musicologist Mihail Cozmei noted, being preoccupied with 
teaching, professor Ella Urmă carefully and generously counseled singers at 
the beginning of their careers and inaugurated in the artistic education in our 
city, for the students in her singing classes “a particular teaching style, a 
conception of the art of singing and of the skill training mechanisms, basically 
of the science of using this delicate and extremely powerful tool which is the 
human voice.” (Cozmei, 2010, p. 207) Being perfectly aware of the technical 
and performance difficulties encountered by young singers at the beginning of 
their stage career, professor Ella Urmă compiled in 1976 a Culegere de piese 
vocale [Collection of pieces of music], which included 53 lieds, ancient airs 
and Romanian songs. The chosen opuses progressively contribute to vocal 
technique improvement, as the author also approached stylistically 
representative pieces of music. The comments in the introductory course on the 
conception of the technical and interpretative study of each opus are extremely 
valuable in connection with the style- and language-related aspects specific for 
each era: “In Johann Sebastian Bach, the element that creates that note of 
preclassical simplicity is the chorale, that simple, orderly, yet extremely 
expressive song. Bach also tends to instrumentalize the vocal line. These two 
aspects may be found in Vrei tu inima [My heart ever faithful] air, the structure 
of which is obviously related to that of the chorale, but which also includes 
short melodic moments specific to oratorio airs. The bits with grave and calm 
chorale tempo require the singing not to be vibrant and to reach an inner 
expressiveness through color.” (Urmă, 1976, p. 5) We need to add that the 
theoretical ideas and the original clearly expressed conceptions of the art of 
singing also had a practical counterpart, as Ella Urmă proved to be an excellent 
organizer of student shows, from the Căsătoria secretă [Secret Marriage] 
(Domenico Cimarosa) to the Vocea umană [Human voice] (Francis Poulenc).  
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The effort she put into the work with her singing students (1946-1951; 
1960-1985) and the results achieved during her numerous stage productions 
and recitals also had an impact on the esteem she earned among her fellow 
singers, as Ella Urmă was elected head of the singing course and wrote, thanks 
to her teaching and managerial activity, “a new page in the history of the 
singing school in the Conservatory of Iaşi” (Cozmei, 2010, p. 207). 
 
7. Conclusions 

We need to emphasize the fact that it is rare that a soloist singer develops 
a career with the purpose of becoming a teacher, since such a decision entails 
giving up personal evolution and placing the emphasis on another’s artistic 
achievement, in other words, the development of a particular teaching 
psychology, which channels one’s efforts towards solving technical issues and 
towards enhancing the students’ vocal skills. Also in this respect, Ella Urmă 
diverted from the traditional conception of any artist who reverts to teaching 
towards the end of their singer career, as the musician prove to be first and 
foremost a professor of great value, who devoted herself entirely, with passion 
and professionalism, to training young singers: “I didn’t want to become an 
opera soloist singer. I just wanted to practice in order to understand what I 
needed to teach our students... I was passionate about teaching. A singing 
professor who has to guide students need to be experienced in this field. He/she 
needs to step on a stage and see what that feels like... to see what happens on 
stage...” (Guţanu, 2012).  

These are the convictions of the role model Ella Urmă who, although 
belonging to the post-war generation, still fascinates nowadays by her ideas 
about the relevance of an autochthonous singing and teaching career, about her 
meaningful meetings with cultural or music personalities important in her 
career and life, about her successes or small setbacks in a life lived on the 
stage. Whoever has the curiosity to know her is struck by the nobleness of her 
face and by the freshness of her thoughts, which flow abundantly awaiting for 
possible receptors – reviewers, critics, music lovers or spiritual beauty lovers – 
able to appreciate, to cultivate and to transmit the values of art of singing in the 
manner in which the distinguished singer and professor Ella Urmă proved it 
herself in every moment of her life devoted to singing in the City of Iaşi. 
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Abstract: Artistic figure of the composer Gheorghe Neaga is an elaborate and 
indispensable phenomenon for the autochthonous musical art. Among those who 
offered to the posteriority important musicological researches is found Vladimir 
Axionov. His investigations – whose object of study is the symphony and symphonic 
music genres, the evolution or periodization of the autochthonous symphonic music, 
folklorism and the influence of folklore on the  composing techniques, the problem of 
style, etc. – remain fundamental for the national musicology, and the frequent analysis 
of the opuses of the composer Gheorghe Neaga in virtually all his studies – separately 
or together with the research of the compositions of other authors – shows the 
important role that Neaga’s compositional repertoire plays in  the creative processes 
performed in the local music and in its many trends. However, in almost all 
investigations signed by Vladimir Axionov – it addresses repeatedly different 
problems of the history and theory of music – musicologist found masterly examples 
from the work of Gheorghe Neaga, proposing them up as a model for subsequent 
musicological researches. Therefore, this article contains some findings of 
musicologist on various lines of research based on Neaga’s opuses, as three 
symphonies, vocal symphony Perpetuum Mobile, suite for orchestra, symphonic poem 
Danco, violin concerts, Quartet No. 1 – all considered samples both for each gender 
separately and for all autochthonous musical art. 

Keywords: componistic repertoire, scientific research, articles, publications, 
musicology.  

1. Introduction
Gheorghe Neaga is among exponents of proving the historicity of the 

autochthonous music school, being a composer which demonstrates through his 
whole musical work, the possibility of creating representative works under a 
constant attachment to the idea of the national art. His artistic figure is a special 
phenomenon, so his works indicates a representative creator profile, marked 
primarily by a free use of the musical language, varied techniques of 
composition and diversifying resources of musical expression, used not as an 
end in itself but as a prerequisite to formulate original artistic conceptions. 
Each opus signed by Gheorghe Neaga can be perceived individually as a work 
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with distinctive features, whether the author continued compositional 
traditions, whether it tended to implement techniques to renew the music. 

Symphonic, vocal-symphonic, instrumental or vocal chamber music, his 
works represent a cell of the national cultural heritage, a fact reported and 
demonstrated through the researches of the musicology from Moldova, signed 
by authors like A. Abramovici, I. Miliutina, E. Cletinici, Z. Stolear, E. Tkaci, 
V. Axionov, S. Țîrcunova, T. Berezovicova, P. Rotaru, V. Mircos, O. Vlaicu, 
N. Kozlova, etc. Fundamental, comprehensive, scientific or popular science, 
generalizing or chronological, they have as objects of study either violinist, 
composer and teacher Gheorghe Neaga’s activity, either one or more of his 
works investigated separately or together with other composers’s works. 

This article can be considered a synthesis study of some visions on the 
Neaga’s repertoire behaved by musicologist, researcher and scientist Vladimir 
Axionov. Fundamental pillar of the autochthonous musicology, he signed more 
than one hundred scientific works published in the country and abroad (in 
Great Britain, Belarus, Romania, Russia, etc.), took part into many national and 
international conferences, seminars, symposiums, and his research was 
awarded many times by the Union of Composers and Musicologists of 
Moldova.  

Clearly concerned with certain periods in the history of music, with 
composition and performing repertoires, but also with other categories of 
primary importance in the art study, the musicologist dedicated a large part of 
his writings to the activity of the local authors of instrumental music. Among 
them there is Gheorghe Neaga, whose creations are examined either together 
with those of other composers in extensive scientific works1 and in articles 
included in specialised publications2, either separately in a few studies3 
exclusively dedicated to the author, deemed, from a musicological point of 
view, landmarks. Somehow or another, the fact is that the frequent analysis of 

                                                 
1 Such as Tendințe stilistice în creația componistică din Republica Moldova (muzica 
instrumentală)[Stylistic trends in the composing creation in Moldova (instrumental music)], 
Simfonia din Moldova: evoluția istorică, varietățile de gen [Symphony in Moldova: Historical 
evolution, genre varieties], Arta muzicală din Republica Moldova: istorie  și modernitate 
[Musical art in Moldova: history and modernity], etc. 
2 Such as Cercetări de muzicologie [Musicology Research], Arta [Art], Anuar ștințific 
[Scientific Year-Book], Știința [Science], Artes, Învățământul artistic – dimensiuni culturale 
[Artistic education – Cultural dimensions], Viața muzicală a Basarabiei în secolul XX 
[Basarabia’s musical life in the 20th Century], Folclorul muzical din Moldova și creația 
componistică [Musical Folklore in Moldova and composing creation], Pagini de muzicologie 
[Musicology Pages], etc. 
3 Among these there is the biographic publication Gheorghe Neaga: 70 de ani de la nașterea 
compozitorului [Gheorghe Neaga: 70 Years from the composer’s birth] and the fundamental 
analytical study Третья симфония Г. Няги: композиционно-драматургические 
особенности, трактовка жанра [Third Symphony by G. Neaga: compositional and 
dramatic features, interpretation of the genre]. 
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Neaga’s works in virtually all the musicologist’s writings show the importance 
of the repertoire signed by Gheorghe Neaga in the continuity of the creative 
process and in outlining certain trends in the local compositions. 
 
2. Some stylistic points of view 

The history and theory of musical styles occupy  a vast space in the 
researcher Vladimir Axionov’s writings, and the fundamental study in this 
respect is the monograph Tendințe stilistice în creația componistică din 
Moldova (muzica instrumentală) [Stylistic trends in the composing creation in 
Moldova (instrumental music)]. Among the examples proposed by the author 
there are compositions signed by Gheorghe Neaga, whose creation “proves the 
use of poly-stylistic phenomena”4 (Axionov, 2006, p. 109). The author of the 
the investigation supports that “the axiological evaluation of the style depends 
on the artistic predilections of the composers, performers and audience” 
(Axionov, 2006, p. 170), because “in the music of the 20th century, together 
with the mono-stylistic and monovalent orientations in terms of genre that we 
can appreciate as rare cases, the fusion, interpenetration, synthesis of the 
various stylistic trends and species are predominant.” (Axionov, 2006, p. 174). 

In another study of stylistics – Exponentul folcloric în spectrul stilistic al 
muzicii instrumentale a compozitorilor din Moldova [The folkloric exponent in 
the stylistic spectrum of instrumental music of the composers from Moldova] – 
the musicologist indicates, from the perspective of the historical periodization, 
the changes occurred with the modifications caused by certain socio-cultural 
events in the  functionality of the popular music taken over by composers 
through various compositional processes. Vladimir Axionov points out that in 
the late 1950s the “identification of the popular character of the musical work 
with its purely external similitude with certain folklore phenomena was 
rejected. This does not mean that the quotation and processing of popular songs 
was generally abandoned, but the methods in question no longer remain 
prevalent. Symphony No. 2 by Gheorghe Neaga (...) and the symphonic poem 
Danco by the same author” (Axionov, 1998, p. 81) can serve as proof of the 
above-mentioned processes.  

Other creations mentioned in the same article are Neaga’s instrumental 
concerts – where we can notice “new interpretations of the genre, of the 
compositional structure and of the timbral palette” (Axionov, 1998, p. 82) – and 
Symphony No. 3, for which the  researcher indicates Post-Romantic and Post-
Impressionist composing principles, thus “using some speeds, cells and 
processes coming from the folk music, Gheorghe Neaga developed then within 
the complex sound structures, whose essence is far from the ethnic context” 
(Axionov, 1998, p. 82).  

                                                 
4 All quotations from this text are translated from Romanian, except one from page 6, which is 
translated from Russian. 
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Whereas the musical folklore implies the function of a bridge between 
popular archetypes and compositional ones. In the case of Symphony No. 2 and 
of the symphonic poem Danco, “the popular element reproduces the ethno-
folkloric context of and becomes, at the same time, an essential component of 
the artistic content, subordinated to the symphonic conception” (Axionov, 
Evoluția..., 1993, p. 59). In relation to the vocal symphony Perpetuum Mobile, 
Vladimir Axionov underlines that “the function of carrier of the national 
stylistic elements is fulfilled not only by the music (of folk origin), but also by 
the poetry” (Axionov, 2006, p. 66), more specifically by G. Dumitriu’s lyrics.  

Moreover, Vladimir Axionov refutes the impossibility of including the 
monodic structure of the vocal popular song into the symphonic instrumental 
music, explaining that “the degree of organic inclusion of the popular motif into 
the fabric of the composer’s symphonic depends on the composer’s skill to 
detect “the hidden harmony” and “the hidden counterpoint” in an absolutely 
monodic song, to use the effect of the “polyphonic monody” in the structure of 
the symphonic creation, which allows for achieving the “monodic polyphony” as 
a result of duplicating the melodic voice based on thickened timbre mixes” 
(Axionov, Realizarea..., 2013, p. 63). In order to exemplify the principle of 
plurivocal monody, the author proposes the first part of Symphony No. 2, which 
shows a thickening mixture of the melodic core of the outlawry song Bate-i, 
Doamne, pe ciocoi. 

Another idea say that the instrumental creation and the fiddle traditions 
have multiple influences on professional music. “The processes of the popular 
violin interpretative art (...) mainly contributed to the development of the genre 
of concert for violin” (Axionov, Utilizarea..., 2013, p. 61), in this case, among 
the names of several local composers listed by Vladimir Axionov as authors of 
opuses for violin in the concert genre, we can also find Gheorghe Neaga. “It is 
necessary to distinguish the influence of the fiddle traditions at different levels 
of the symphonic composition works, taking into account their proportions. (...) 
The effect of variability depends on the general context, on which they exert 
their influence. The intensity of the nuanced contrast of the elements of 
instrumental folk music becomes all the more vigorous that fewer elements are 
employed throughout the entire composition” (Axionov, Utilizarea..., 2013, p. 
62). Thus, in the third part of Symphony No. 3 sound allusions to songs 
interpreted by a folk music band are outlined based on a fhilisophical nature. 

Also Symphony No. 3, as well as No. 2, highlight another facet of the 
stylistic mixture: putting face to face, in a manifestly grotesque way, indigenous 
musical elements and Western ones. “Obtaining a certain special artistic effect, 
composers sometimes emphasize in particular the process of confronting folk 
and non-folk elements in the same musical work” (Axionov, 2006, p. 81). It is 
also important to underline that “combining elements of folk origin with 
neoclassical ones is widespread in Bessarabia composers’ creation from the 
second half of the 20th century” (Axionov, 2006, p. 126), this process undergoes 
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an amplification especially after George Enescu’s death, which is the historical 
period in which there are “certain attempts to restore and modernize the West 
European model of pre-classical suite” (Axionov, 2006, p. 133). And that trend 
is noticed, as emphasized by the researcher, in Neaga’s works as, including Suită 
pentru orchestră  de cameră [Suite for Chamber Orchestra], Arie [Aria], Bolero 
and  Allegro.  

As we know, the general trends of the musical phenomena in the second 
half of the 20th century are directed towards losing the traditional gravity and 
support centres. Thus, a process of interaction of the canonical means of 
creating musical opuses with the innovating ones takes place, resulting in a 
capitalization and a revaluation not only of the musical language, but also of 
the whole arsenal used to create an “artistic” product. However, “the 
symphony as musical-philosophical genre could not be isolated and from the 
social life and from the whole cultural and artistic climate of that epoch” 
(Axionov, 2012, p. 70).  

The musicologist Vladimir Axionov said that “the phenomenon specific 
to the musical neoclassicism became elements composing the multi-aspectual 
stylistic palette of Symphony No. 2 by Gheorghe Neaga. The gradually 
ascending melodic figures at the beginning of the development compartment in 
the first part of the Gheorghe Neaga’s  symphony resemble those previously 
used on an extensive manner by composers of the Baroque era (allegri 
concertanti form the instrumental works signed by Vivaldi, Bach, Händel); 
nevertheless, the researchers of Neaga’s music are absolutely right to notice 
that Neaga never resorted directly to such sources, but took into account this 
manner of transposing them, proposed by Shostakovich (Symphony No. 11)” 
(Axionov, 2006, p. 141).  

Thus, Symphony No. 2 of the composer from Chisinau comes to be 
viewed as a model of dramatic, monumental symphony. “The dramaturgical 
peak of Neaga’s symphony (the second part) recalls associations not only with 
the pre-classical sarabands and passacaglias, but also, and especially with the 
symphonic passacaglias signed by Shostakovici (Symphonies No. 8 and No. 9) 
and Honegger (Symphony No. 2). We should mention especially the influence 
of architectonic principles used by Shostakovici (previously introduced by 
Mahler) on the first part of Neaga’s Symphony. Symphonies No. 5 and No. 7 by 
Shostakovici are proof of a certain review of the dramaturgical functions 
fulfilled by the compartments of the sonata form. The dramaturgical opposition 
created is situated between the exhibition and the development of the form of 
sonata, replacing the canonical contrast between the primary and secondary 
theme within the exhibition. This trend can be noticed in the dramaturgical 
outlines of the first part of Symphony No. 2 by Gheorghe Neaga” (Axionov, 
2006, p. 142). 

Another stylistic phenomenon started by Berlioz and continued by 
Mahler, Berg, Shostakovich and other western and eastern composers, “consist 
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of the propensity to create grotesque images, exposing the evil by a 
hypertrophied emphasis of the trivial, monstrous, ugly matters. (...) Various 
versions of the bivalent scherzo, used to express, on the one hand, the effect of 
the “artistic game”, and on the other hand – the actual unmasking of the evil 
bearers” (Axionov, 2006, p. 143) can be found in Quartet No. 1 and Symphony 
No. 3 signed by Gheorghe Neaga. 

A further facet of the revaluation of arts in the second half of the 20th 
century is the avant-garde, followed by neo- and post avant-garde. In this epoch 
the art of the Western European countries and of the U.S.A. was placed with all 
gratitude at the disposal of the representatives who laid the foundations of rules 
that contravened the traditional multi-century old ones. In a local context, in the 
epoch immediately following the lifting of the Iron Curtain “among the 
representatives of the elderly generation of composers, the propensity for the 
graphic music proves” (Axionov, 2006, p. 165) and Gheorghe Neaga, in whose 
works “the linear exposure, the inventive contraposition of sound lines and 
layers are predominant” (Axionov, 2006, p. 165). 
 
3. Some exposures on symphonic opuses 

Vladimir Axionov’s preferences for the research of the symphonic music 
genres are evident in almost all his studies, “because the symphonic creation 
shows more distinctively the temporal and spatial principles of the existence of 
large-scale musical phenomena. This area of the composing creation 
synthesizes the most important features of the musical language and 
architectonics, which become apparent in polyphonic, multi-timbral, 
voluminous, sound condition” (Axionov, Privire generală..., 1993, p. 41). 
However, evidence of this fact is the repeated recording of the three 
symphonies written by Gheorghe Neaga, the vocal symphony Perpetuum 
Mobile, the suite for orchestra, and the symphonic poem Danco. The above 
mentioned scientific article is also dedicated to Symphony No. 3, and in the 
conclusion of this article, after a detailed analysis of architectural structure, of 
all elements of the musical language and of the themes of the work, the author 
concludes: “Gheorghe Neaga’s Third Symphony represents a remarkable 
phenomenon of the Moldovan contemporary symphonic music. This indicates 
not only the composer’s compositional evolution, but also a continuation of the 
fruitful development of the genre of symphony in Moldova”5 (Аксенов, 1988, 
p. 41). Moreover, in the same study, Vladimir Axionov also makes reference to 
the second symphony composed by Neaga (a creation awarded the State Prize 
of Moldova in 1967), highlighting by means of the comparative methods the 
course of the evolution of Gheorghe Neaga’s compositional thinking between 
the years when the two symphonic opuses were written. 

                                                 
5 Translation from Russian. 
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In another scientific publication – Contribuții la studierea simfoniei din a 
doua jumătate a secolului XX [Contributions to the study of the symphony in 
the second half of the 20th century] – Vladimir Axionov highlightes the trends 
that influence the character of the links of the symphony to other musical 
genres or to outsides of art. However, “the key to the recognition of the 
specificity of the genres of symphonic music remains the analyis of their 
internal structure. (...) Depending on the type of the content we are 
highlighting, in general, two groups of symphonies by composers from 
Moldova. The first group is dominated by objective artistic images: nature, 
people’s life in its various manifestations. (...) Sometimes, folk songs are 
landmarks for the identification of heroic popular movements” (Axionov, 
1992, p. 58), through the examples being found the song Bate-i, Doamne, pe 
ciocoi, from Symphony No. 2 by Gheorghe Neaga. At the same time, on the 
other hand the researcher highlights another facet of symphonies, since “the 
second group of works emphasizes psychological processes” (Axionov, 1992, 
p. 59), one of the creations involving an intense subjective character being 
Neaga’s Third symphony, which reflects strongly individualized trends. 

In an attempt to systematize somewhat symphonic opuses, musicologist 
says that “an important means of musical embodiment of the ideas, artistic 
images is the process of generalization through genre. Sometimes, the 
semantics of the musical genres dominating the themes of the symphony 
determines the actual semantics of the symphony” (Axionov, 1992, p. 59). In 
this context, Vladimir Axionov indicates two categories of creations in which 
the key-position would be occupied either by de signs of dance, movement 
music genres, or of the cantabile music. As an example the latter, the author of 
the study also mentions the third part of Symphony No. 2 by Gheorghe Neaga - 
Lento maestoso - which is the dramatic centre of the work.  

Another dimension of systematization above protrudes “analyzing the 
relationships of the individual forms in relation to the typical compositional 
structures” (Axionov, 1992, p. 60). The list of the examples related to the 
category of individual architectonic structures also includes Neaga’s vocal 
symphony Perpetuum Mobile – a work consisting of thirteen miniature parts, 
which are grouped with each other, indicating a second grade level of musical 
form, and also Symphony No. 3, within which the structure of the sonata 
interacts with complex tripartite form, or, “the group of the single-part 
symphonies clearly highlights the interaction of different constructive 
principles, the tendency to combine forms, including free structures” (Axionov, 
1992, p. 61).  

Two other compositions proposed by the musicologist are Symphony No.1 
in the case of the cyclic quadripartite structure with slow music in the second, 
and Symphony No. 2, in which lyricism is concentrated in the third part. 
Moreover, “the quadripartite structure of the cycle, announced by the author, is 
often combined with other structures characteristic of the second level” 
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(Axionov, 1992, p. 61), as the first part of the Second and Third Symphonies by 
Gheorghe Neaga could be perceived as sections of a possible tripartite for 
composed, and their ends could conventionally be considered an epilogue. 

Another important sentence says that “the coexistence of the canonical 
and non-canonical phenomena is obvious. At one end we can find works that 
reveal a rigid understanding by the authors of the fact that the symphony is a 
sonata cycle for a large symphony orchestra. (...) At the other end we can find 
operas, called symphonies, which is characterized by a free treatment of the 
interpretative formation and of the musical structure” (Axionov, 1994, p. 16). 
Opposition of these phenomena confirms composers’ tendency to deny to some 
extent the traditional musical structures and to follow altered paths with the 
purpose of an extension typical for the evolution strategies. “A special place is 
occupied by the symphonies with vocal elements situate located in the 
transitional space between the the vocal music and instrumental-symphonic 
music genres, demonstrating various forms of relationship between poetry and 
music” (Axionov, 1992, p. 62). In this context, Vladimir Axionov indicates two 
varieties of the symphony with vocal elements: the monumental one, with 
oratorio and cantata elements, and the one that is closer to the chamber music, 
mentioned by one of the “chronic symphonies” (according to Vladimir 
Axionov ) – the vocal symphony Perpetuum Mobile by Gheorghe Neaga. 
 
4. Conclusions 

Thanks to autochthonous musicology, the repeated approach of the 
various matters present in the history and theory of music – some of which are 
described hereinabove – and the exemplification of the works signed by 
Gheorghe Neaga does not end here. Although the studies initiated by the 
musicologist Vladimir Axionov – along with those of other autochthonous 
researchers – remain fundamental, their value being one undeniable, there is 
also the problem of the insufficiency of the scientific resolution of a number of 
concerns in the musical art. And whereas Gheorghe Neaga’s compositional 
repertoire represents one of the matters with an interrogational nature in the 
local culture perimeter – fact consented by musicologist, researcher and 
scientist Vladimir Axionov too – an exegetic study in this respect would lead to 
the culmination of the recovery of an important part of a truly essential domain 
in the autochthonous cultural and artistic existence and perpetuation.  
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Abstract: Culture and traditional music form an integral part of the exploration 
and penetration of the essence of the national genotype of any nation or nationality. 
They represent the specific nature of each ethnic group as encrypted in sound, tone 
and song genres. The formation of folk traditions and customs among young people is 
important as a way of forging national consciousness and patriotism. Bukovina is a 
land where different peoples lived and worked together, treating each other with 
respect, developing their own culture, which became a presentation of every nation. 
Over time, due to historical circumstances, mutual influence between peoples had 
developed and strengthened. They became so strong that it affected the creation and 
borrowing in the traditional musical culture of the peoples of Bukovina – their 
melodic intonational phrases, rhythmic constructions, modal, metric-rhythmic, 
thematic, musical and poetic orientations of the folk songs. This is especially seen in 
joint Ukrainian and Romanian rural communities, where one can still feel the musical 
flavour of folk songs, dancing, and where instrumental music is united by common 
traditions and forms of expression. Residents of these areas are not only well-educated 
in the language, musical culture, customs and traditions of each other, they are also 
connected by much stronger bonds – bonds of the family, church and community. As 
for our study, it is important to examine such settlements in Romania, to collect folk 
songs by Ukrainians living in the South of Bukovina, to make a comparative analysis 
of samples of folk music, to create a musical encyclopedia of Ukrainian folk songs of 
the Bukovina, North and South. 

Keywords: Bukovina folk music, Romanian folk music, doina, Ukrainian folk music, 
youth and cultural traditions 

1. Introduction
The combination and coordination of the ways of co-existence of many 

national cultures that create the diverse artistic flavor of the whole region 
Bukovina is a source of sustainable scientific interest for many researchers. 
The uniqueness of the land that is now represented and continues to maintain 
traditions of good neighborhood was created by different peoples, who lived 
and developed the ethnic traditions of the region.  

The most accessible and organic method of communication between 
people of different nationalities was, of course, language and folk music 
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culture, which represented value and reflected the character, temperament, 
customs and traditions of every ethnicity. In ancient times it was promoted 
through fairs, weddings, entertainment, popular gatherings in taverns and other 
social and cultural events. Through active cultural exchanges and borrowing 
there occurred many musical elements of national culture, which created the 
colorful folkloric canvas of Bukovina. Each nation chose the elements which 
complemented and enriched its folkloric musical traditions.  
 
2. Studying scientific publications by Romanian and Ukrainian scientists  

The processes of cultural exchanges can be observed in those areas of the 
Bukovina region, which were densely inhabited by representatives of different 
nationalities: Romanians, Poles, Ukrainians, Hungarians, Russians, Jews and 
others. This is indicated in the study entitled “music in Bukovina” by 
Romanian musicologist and folklorist Liviu Rusu, where, in particular, it was 
emphasized that “Bukovina is a land that cannot be seen in isolation, apart 
from a large Romanian group that forms a common land…” The influence and 
active development of Romanian musical culture “had a great range of issues 
that can be grouped into four divisions: a) Romanian folk music and the music 
culture of other ethnic groups who came to this land; b) church music; c) the 
impact of Western art on worship music; d) the development of Romanian 
music as a result of the positioning of Romanian culture in the world” (Rusu, 
1960, p. 3). 

These historical chapters observed by Liviu Rusu will cover the 
evolutionary periods. “The first period covers the genesis of Romanian folk 
song and its development in the most ancient time, from the era of Christianity 
to the present day. The second was influenced by Byzantine church culture and 
its distribution from Mount Athos to the North Slavic lands. The third period 
covers Western cult art that started in 1775 and lasted in Bukovina through the 
Austrian era till 1918. The fourth period begins in the second half of the 
nineteenth century, when a Romanian school of composition appeared. It 
awoke the national consciousness of Romanians” (Rusu, 1960, p. 3). 
Bukovinan music researchers indicate that “the foundation that holds the 
musical life in Bukovina can be found in folk songs” (Rusu, 1960, p. 4). The 
statement of German researcher of musical culture in Bukovina in the period of 
1775-1862 proves the words above. Mikulich Adalbert states that “Bukovina 
folk music is the starting point in the development of the music art of the land” 
(Muzychne krayeznavstvo Bukovyny, 2004, p. 4; Melnychuk, 2009, p. 23).  

By the mid-nineteenth century, there appeared the first attempts to study 
folk music, organise and collect folk songs. It appeared to be a valuable source 
of national cultural identification. The first who awoke the interest in the 
research  were: Iraclie Porumbescu (1847) and Vasile Alecsandri, who studied 
song and poetic folk art, Carol Miculi, who wrote down and harmonised 48 
arias of Romanian national songs (1848). However, there were no actions 
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towards systematic research of folk music, notes L. Rusu. Not even in the first 
decade of the twentieth century (Rusu 1960, p. 4).  

A similar situation was also among the Ukrainian public and cultural 
figures of Bukovina in the second half of the nineteenth century: Vorobkevych 
Isidore, Gregory Kupchanko, Eugenia Yaroshinsky, Osip Makovey, etc. They 
showed the power of personal example and initiated the gathering and 
dissemination of people’s masterpieces among intellectuals. 

The first Ukrainian who truly joined this effort, was poet and writer Yuri 
Fedkovich (1834-1888). Not only did he write, but also composed songs. 
Unfortunately, not all of them were heard by the world. Bukovina folk songs 
with voices were essays on folk art with lyrics and notes (magazine “Niva” – 
Lviv, 1864-1865). Fedkovych’s most valuable song recordings were mainly of 
a manuscript collection called Folk-song records in Bukovina by Yuriy 
Fedkovych. It was published in 1968 by the publishing house “Musical 
Ukraine” (compiled by O. Romanets – In the series Ukrainian folk songs 
recorded by the writer). The poet was elected a member of the Russian 
Geographical Society in 1873 for his discoveries in the field of folklore and the 
ethnography of Bukovina. 

A composer, playwright, poet, writer, social and cultural figure of 
Bukovina, Vorobkevych Isidore (1836-1903) respected folk music. He 
called a folk song “a talisman that reveals the secrets of the past” and 
insisted to carefully study it, because it is the history of the people 
(Kushnirenko, 2011, p. 5).  

As a result of collecting and studying folk songs of Bukovina, I. 
Vorobkevych wrote the treatise Our national song in 1865. It then became a 
major contribution to the development of the scientific field of folkloristics in 
Western lands. Vorobkevych divided collected songs into diverse groups like: 
mourning songs, love songs, ritual and household songs, songs to dance to, etc. 
Each group had folk songs that served as musical examples of them. But I. 
Vorobkevych not only collected and studied folk songs, but cultivated them, 
creating a kind of choral bundles (so-called “kvodlibety”) from Ukrainian folk 
songs, including Ukrainian quadrille, Wreath woven from 36 different flowers, 
etc. He united songs from the different regions of Ukraine (for example The 
girl who lay in the hay and Bodaysya rooster znudyv). Thus, Andrey Melikov 
points out, he tried to popularise them as much as possible among the local 
population, who often forgot their native song and mother tongue. It was 
especially observed among the urban intelligentsia, and thus the idea of uniting 
all Ukrainians was important. This also had the considerable importance of 
national consciousness for Bukovina (Kushnirenko, 1997, p. 18). 

Under the influence of the humanistic ideas of the nineteenth century and 
of Romanticism in Europe, many fields of art and literature become 
significantly enhanced, hence the appeal to study popular culture. The 
movement towards the social studies of history and ethnography starts. Art 
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expeditions are organized and they record oral folk art and folk music of 
different regions. Literature also appeals to the national language and poetic 
traditions. Bukovina, as an integral part of the Austrian Empire, was also 
involved in the process of development of folk studies. At the beginning of the 
twentieth century, the Ministry of Education and Religious Affairs of Austro-
Hungary started to collect and record music and spoken poetry of peoples, who 
inhabited the lands of the empire, as it was to be prepared to print the 
monumental work Folk Songs in Austria. The Provincial Department of 
Bukovina initiated an extensive advocacy and advertising campaign, which 
contributed the participation of well-known artists and intellectuals in the 
project (Melnychuk, 2009, p. 41).  

The committee which had been created to collect folk songs, called 
Arbeitsausschuss für die Sammlung und Herausgabe des Rumänischen 
Volksliedes der Bukowina, included: Temistocle Bocancea, Leonida 
Bodnărescu, Dimitrie Dan, Tudor Flondor, Neculai Flondor, George 
Mandicevschi, Simeon Fl. Marian and Dionisie Simionovici (Rusu, 1960, p. 7). 
As a result, a publication of brochures with practical guidance was created on 
June 6, 1906. It was called Anleitung zur Sammlung und Aufzeichnung. 
Fragebogen, which provided guidance and instructions for the collection and 
recording of folk songs (Rusu, 1960, p. 5). A similar association was organized 
in 1907 by the Ukrainian community in Bukovina. The members were Levitsky 
Alexander Monastic and Stepan Smal-Stocki, who gathered together with Ivan 
Franko, Volodymyr Shukhevych and Vasil Shchurat to contribute to the 
preservation of Ukrainian folk music during Austro-Hungarian times (Narodni 
pisni v Avstriyi, p. 3). Thus, a publication of folk songs was organised (Das 
Volkslied in Österreich, 2004).  

Noteworthy is the evidence provided by Liviu Rusu’s study of Muzica în 
Bucovina [Music in Bukovina], in which the author of the chronological 
sequence gives evidence of the emergence and first attempts to systematise and 
study the folk-song culture of the Romanians in Bukovina. He stressed that it 
raised interest in the multinational environment of cultural and educational 
figures and believes that the greatest harm to the advancement of this issue “are 
the consequences of policy cosmopolitanism” (Rusu, 1960, p. 5). We got 
interested in the article Despre cîntecul poporal romîn [About the Romanian 
folk song], which was published in the journal Foaea Soţietăţii pentru 
literatura şi cultura romînă în Bucovina [The paper of the society for 
Romanian literature and culture in Bukovina], May 1st 1865, whose author is 
unknown (Rusu, 1960, p. 5). However, the presentation style offered by the 
author divided folk songs into groups, opinions, comments, analyses of the 
metric-rhythmic structures of modal relationships in songs, prompting the 
possible development of cadences and characteristics of the folk music of 
Romanians; this gives Liviu Rusu the reason to make an assumption that the 
author may be Isidore Vorobkevych, who “had identified reasons not to appear 
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by name in the Romanian publication, especially before his departure to study 
in Vienna in 1868” (Rusu, 1960, p. 6). We can fully agree to the assumption 
expressed by Liviu Rusu. It is proven that I. Vorobkevych wrote popular-
science exploration “Our national song” in Ukrainian and that it is identical to 
a specific division in five positions: a) Cântecul istorico-epic [Historical epic 
song]; b) Doinele sau cântecele de dor [Doinas or longing songs]; c) Cântecele 
de dragoste [Love songs]; d) Cântecele ocazionale [Songs for various 
occasions, domestic and ritual]; e) Cântecele de joc [Songs to dance to] (Rusu, 
1960, p. 6). 

Isidore Vorobkevych also added his own message to the events. He sent 
it to the regional administration on December, 9th 1902 and mentioned that he 
could not accept the official invitation to participate in the project of collecting 
folk songs of Bukovina because of health issues (Melnychuk, 2009, p. 42). 
Thus, the project was joined by Romanians (Melnychuk, 2009, p. 42), Poles 
and Jews, who also completed the creative research of democratically minded 
intellectuals with the edition of their folk songs (Zhydivski narodni pisni, 1907, 
p. 3). The department of rare and valuable books in the scientific library of the 
“Yuriy Fedkovych” Chernivtsi National University remains an instructive 
adviser for the collection and recording of Romanian folk songs issued as part 
of the activity mentioned above – Das Volkslied in Österreich (Rumänisches 
Volkslied in der Bukowina (1918) (Melnychuk, 2009, p. 42).  

Aimed at updating the problem of maintaining national song treasures, 
the efforts of progressive intellectuals in the region have been fruitful. In 
collaboration with Alexandru Voevidca (a teacher, headmaster, inspector, 
advocate of spreading folk music and composer), Matias Friyedvahner 
(professor of Romanian language and later rector of the “Yuriy Fedkovych” 
Chernivtsi National University) started the troublesome job of recording, 
classifying and accurately reproducing the ringtones and text of Romanian folk 
songs. This cooperation continued throughout 1907-1924, during which time 
Alexander Voevidca recorded 3,000,000 folk songs and divided them into 10 
volumes. Most of them were collected between 1907 and 1914 (Rusu, 1960, p. 
8). This collection of folk songs and poems became the largest post-war 
Romanian folklore collection, which was partly published in the book called 
Rumänische Volklieder aus der Bukovina. Liebeslieder [Romanian folk songs 
from Bukovina. Love songs] (Friedwagner, 1940). But only a small portion 
(380 songs) were included in the above-mentioned work by M. Fridvahnera; 
the rest remained in manuscript and were stored in Bucharest in the National 
Library. After lying on a shelf, for over 60 years, these materials were only 
published in 1990 in the book called Cântecele populare din Bucovina [Folk 
songs from Bukovina] (Shkiopu & Mojsej, 2011). 

After the war studies of folk songs were carried out in the mountain 
villages of Bukovina together with the “Institute for Social Research”, but, as 
L. Rusu stated, they did not have a persistent character. The next step took 
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place in 1929, namely the recordings of folk songs in the village of Fundul 
Moldovei, made by George Breazul together with government agencies: 
“Phonogram Archives” of the Ministry of Arts, “Social Institution” and the 
Sociological Seminary University of Bucharest. Then, in 1931, Liviu Rusu 
made recordings of folk songs in Ukrainian villages beyond the river Prut for 
the same “Phonogram Archive” of the Ministry of Arts (Rusu, 1960, p. 9); 
Romanian folklore recordings made by Béla Bartók are also important. They 
were published as separate editions Cântece populare româneşti din Comitatul 
Bihor [Romanian folk songs fom the county of Bihor] and Volksmusik der 
Rumänen von Maramureş [Romanian folk songs from Maramureş], containing 
Romanian folk songs systematised by an empirical method of scientific 
knowledge (Rusu, 1960, p. 11). It was high time, points out L. Rusu, to carry 
out systematic research of the folk music of Bukovina, which ended in 1939 
due to the unfavorable international political situation. But information 
obtained from many research expeditions, from ordering music and song 
material, forming a collection of recordings of folk music, allows the 
researcher to state that despite the diversity and the features of melodies in 
many areas of Bukovina, “the folk music of Romanians in the region has 
common characteristics and traits” (Rusu, 1960, p. 9). In virtue of the many 
nationalities residing in Bukovina, local folk songs combined various 
influences of musical creativity from the Latins (Romanians, Moldavians) and 
Hungarians, whose music is marked by the coloring rhythmic structures of 
syncopated rhythm, upbeat accents, emphasised weak beats, alternating 
rhythms (fast/slow, gradual movement from a restrained to a fast pace). With 
respect to the pitch system, the advantage of the Lydian, Dorian, Phrygian 
modes of folk music and the double harmonic minor are observed. Rich 
melodic vocal ornamentation is also present: melismata, ascending turns, the 
movement of sliding tunes, the variation of similar musical sentences, 
recitatives that increase the emotional impact on the audience, singing using 
voice bleating and others. As for music and folk song, Bukovina is known for 
kolomyykas, hutsulkas, hahivkas, calling songs and the impact of Hungarian 
national-dance motives, including Chardash. The latter is more related to the 
folk music of the Carpathian region.  With its rich musical culture, the 
indigenous population of the region – Ukrainian and Romanian – developed 
and cultivated their national musical genres, which fully reflected their way of 
life, culture, ethnic character, musical temperament and character. Describing 
the national characteristics of Romanian and Ukrainian music, German 
researcher Adalbert Mikulich appropriately notes that the musical culture of 
both ethnic groups was mostly affected by the territorial nature of their 
residence, by national temperament, which is expressed in a special structure of 
the songs and dances; by rhythm, musical genres and national instruments, 
which were formed in the musical traditions of the people and had deep roots 
that reached the foundations of national cultural formations, by the migration 
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of the two ethnic groups, their belonging to different language groups and, 
most importantly, by the opposite musical traditions prevailing in the countries 
of the East and in Ukraine – all of these formed national characteristics of the 
music of the contemporary Romanians and Ukrainians living in Bukovina 
(Melnychuk, 2009, pp. 23-24).  
 
2.1. The folk music and songs of the Ukrainians and  
        Romanians of Bukovina 

Common to both cultures is the presence of ethnic rituals and of family 
and household songs, carols, vesnyankas, harvest songs; lullabies, wedding 
songs, humorous songs and songs to dance to, lyrical poems about love, funeral 
laments and sobs, historical songs, ballads. Distinctive in the Romanian culture 
is the creation of unique works of musical and poetic thought – doina, which 
included the musical genetic code of the nation, filled with the breadth and 
fluidity of the sliding melody unique to Romanian folk music, built on a small 
range, but which, due to the overtone of the melody through the timbral color, 
short trills, mordents, usage of frets of folk music, outline the unsustainable 
levels combined with repetitive melody. These increase emotional impact, 
using a kind of rhythm, which, in most cases, has free character and is based on 
the archetype of the genre. This song of mourning/sorrow was created by a folk 
genius: “grief and melancholy – a fundamental type and main character of the 
Romanian folk songs” (Rusu, 1960, p. 5).  

“In the pure soul of the Romanian people, emphasises Paul Delion, is 
enough patience to alleviate their suffering and longing, the desire to entrust 
them onto somebody: songs. Doina reveals the immensity of feelings that fill 
its unique color through the medium of artistic expression: epithets, similes, 
personification, exclamations, rhetorical questions, repetition and so on” 
(Delion, 1989, p. 3). The form of doina has so many options and modal species 
that the genre completely transmits and reflects the historical conditions of 
people’s lives both internally and socially. There are vocal and instrumental 
doinas, there are modern versions where singing is supported by orchestral 
accompaniment. Doina personifies the creative laboratory of Romanian 
musical culture in which natural poetry is so powerful that it deeply and 
perfectly expresses the feelings of sadness, grief, exclusion, internal resistance, 
sorrow, colorful feelings of love and affection, hatred of people’s oppressors, 
compassion and other emotions, which have evolved over many centuries. The 
melodic style of the doina is wonderful, beautiful, special and lyrical. The 
melody is formed in an Anti-Greek manner. It seems impossible but a 
seemingly monotonous vocal line has a strong emotional impact on listeners, 
which lies, in our view, in the manner of execution, the timbre saturation of the 
singer's voice that easily creates a melodic sound picture of melancholy songs. 
Combined with a recitative and with colloquial variants of singing, this gives 
away a downward motion, bringing it to its lowest sound, emphasizing the 
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basic content of the text. This form is open to improvisation; it has a lot of 
variants of composition. The vocal performance of doina is characterized by 
vibration of the voice. The singer provides different variants of melody in order 
to show his own understanding and creativity. Singers can improvise freely, 
which is shown via expression and contours, which help them to develop a 
melodic line by reflecting the poetic text. Doina has a specific melody, 
characterized mainly by improvisation and recitative. It does not usually go 
beyond pentatonic or octave, with ninth as the maximum. Individual frets of 
folk music, which form the melodic nature of the doina genre in the Bukovina 
region, are: Dorian mode with mobile IVth degree; a combination between the 
Dorian mode and the parallel major mode; the usage of the Phrygian system 
(Delion, 1989, pp. 62-67), the double harmonic minor mode (Delion, 1994, pp. 
81-84). The volatile floating grayscale composition of melodies, the melodic 
voice modulations reflect the content of poetic texts, characteristic of 
Romanian folk song lyrics. The subject-matter of doina varies but the music 
reflects tangible peculiarities of each area of the country: Bukovina, Moldavia, 
where doina is not so lingering, Transylvania and other regions. 

These shades are present both in Romanian folk music and Ukrainian 
musical culture, with the latter most noticeable in the Carpathian area. Similar 
to Doina ciobănaşului [The shepherd’s doina] is the Ukrainian Bukovina song 
of Honoured Artist of Ukraine Dmytro Hnatuyk (Sheep, my sheep), in which 
the melancholy melody of the harmonic minor, with a slight rise, always 
returns to the tonic, but wide passages in sixths can be noticed in moments of 
expression, which reinforces the parallel major, and the seventh that outlines 
the dominant seventh chord to address the main minor tonality. Chord 
harmonies make the song ideal. It is performed by the choir of Bukovina of the 
Honoured Song and Dance Ensemble. Having been engaged in folkloric 
activities for most of his life, the Artistic Director of the group, Honoured 
Artist of Ukraine, Professor Andrey Kushnirenko has recorded hundreds of 
versions of Ukrainian folk songs in Bukovina, Galicia, Volyn and Podilia 
(Kushnirenko, 2011, p. 6). Invaluable are his arrangements of folk songs and 
instrumental music recordings of Bukovina folk dances from different districts 
of the Chernivtsi region. Very picturesque are the Romanian and Moldavian 
folk dances in the repertoire of the ensemble: “Ciobănaş”, “Sîrba” “Hora”; 
instrumental pieces for folk musical instruments – flute, Pan pipe, violin, etc., 
which combine motifs and melodies of many national musical cultures in 
Bukovina. Noteworthy are his thoughts about the artistic value of folk songs, 
which are not only practical, but also have informative value. In his work he 
was guided by the principle “choose those that are richer and more interesting 
through their content, color, modal characteristics, metric-rhythmic structures, 
melodic beauty and runs, which can be used for stage performance”. But for 
this you have to provide the song with a necessary musical form, develop it and 
the musical drama, and to create an artistic image with various means of 



 

52 

musical expression. Each song has inherent harmony, rhythm and character. In 
the words of Nikolai Leontovich, “folk song is not only a melody, it is a source 
of harmony and counterpoint” (Kushnirenko, 2011, p. 7). 

Folk songs in which melody and text are common for the Ukrainians, 
Romanians and Polish people are popular in Bukovina. This includes popular 
folk song Bukovina ty zelena lyano, which is known in the province in 
Romanian, Polish and Ukrainian versions; carols such as Heaven and earth 
rejoice now, Get up, get up, host!; national household wedding song Burned 
pine, raging and its prototype in Polish music Horela lipka, horela and others. 
These examples confirm mutual musical cultures, for which there are no limits, 
restrictions or taboos. 
 
2.2. Cultural cooperation between the Ukrainian and Romanian peoples 

European in scale, unique folk festival “Bukovina meetings” nowadays 
helps to represent Bukovina with its multifaceted musical culture to the world. The 
festival was organized and headed by Zbigniew Kowalski – an anthropologist, 
scholar, public figure, representative of the Polish House of Culture, a promoter of 
Bukovina traditions, of the musical culture of the many peoples living in this 
small, fertile region of Central Europe. He is a co-founder and permanent director 
of the International Festival “Bukovina meetings”, which has had a life span of 26 
years. There are no festivals of this kind in Europe. 

Romania, Poland, Hungary, Slovakia, Moldova and the Ukraine are 
traditionally among the countries that host this festival annually. The unity of 
cultures, traditions, live communication, the ability to find lost family ties 
contribute to the energy of Bukovynian tolerance; listening to the singing of 
authentic folk groups, enjoying the colorful folk dances of Bukovina, participants’ 
costumes, feeling the folk customs creates an unforgettable experience of the 
family atmosphere that actually surrounds you everywhere. Festival organizers 
managed to find and implement the most powerful ideological concept for this 
creative project – the most valuable thing is human communication, cooperation, 
open borders, the desire to give and thus enrich their own culture, to be special and 
unique in diversity. This idea is worth following, especially for today’s youth, who 
should be involved and educated with the principles of respect and love for their 
culture and traditions as a people, of national pride and identity. This, we believe, 
is a feature of the Bukovina region, whose place in the world is filled with 
incomparable charm, a spirit of unity and respect for those around you, the ability 
to find compromise and respect each national culture, which develops and 
improves alongside yours. 
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Fig. 1 The map of Bukovina (1910) 
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Abstract: In Romanian musical culture, Felicia Donceanu remains a reference name 
for having composed songs in which she realised an original synthesis between 
Romanian folkloric elements and modern intonational systems. The present paper is 
focused on the compared analysis of two songs composed by F. Donceanu – Cu 
penetul ca sideful [With plumage as nacre] and La mijloc de codru des [Midst the 
dense old forest stout], included in the cycle entitled Imagini [Images] based on Mihai 
Eminescu’s poetry. The detailed analysis of musical language elements represents the 
basis of the musicological investigation, while the hermeneutic commentary, focused 
on the symbiotic aspects between sonorous parameters and M. Eminescu’s lyrics is 
formulated in order to grasp as deeply and widely as possible the semantic substrate of 
the musical-poetic discourse. 

 
Keywords: Felicia Donceanu, Romanian music, songs, comparative analysis.  
 
 
1. Introduction 

Musical hermeneutics represents one of the oldest forms of analysis and 
interpretation of musical discourse, leading to modern commentaries about 
musical works in which analysis of musical parameters is combined with 
stylistic, aesthetic observations and also with semiotic or psychological 
aspects. Therefore, in contemporary musicology, one can notice a particular 
tendency towards investigating a work from many analytical angles, combining 
different methods, in order to obtain a complex discourse about music, in a 
multidimensional perspective and holistic vision. 

Our purpose is to realise a hermeneutical analysis of two songs composed 
by Felicia Donceanu, who combined in a fascinating way the musical tradition 
from the first half of the 20th century with modern elements that were gradually 
and selectively assimilated so as to keep a well-balanced proportion in her 
musical works. From the stylistic point of view, F. Donceanu gained particular 
features in the context of Romanian composers in the previous century: 
melodies with archaic sonorities (folkloric and byzantine), used in a modern 
perspective, modal harmony with highly chromatic density, based on the 
foundation inherited from her predecessors.  
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2. General perspective on the cycle Imagini on poems by Mihai Eminescu 
The two songs, entitled La mijloc de codru des [Midst the dense old 

forest stout] and Cu penetul ca sideful [With plumage as nacre] are included in 
the cycle Imagini [Images] based on M. Eminescu’s poetry, which was 
composed between 1963 and 1965. These pieces represent two examples of 
revaluating in different ways the modal sources of the Romanian musical 
tradition. If the first song – La mijloc de codru des – is a vocal miniature with 
Romanian folkloric sonorities, the second song Cu penetul is written in the 
impressionistic manner of French melodies at the end of 19th century.  

The cycle Imagini is composed in a close stylistic area to Nicolae Coman 
and Pascal Bentoiu, whose songs can be included in the direction of continuing 
George Enescu’s final creative stage, using polimodalism and rhythmic 
asymmetry in a particular perspective. The music composed by the two 
mentioned musicians is focused on melody, expressivity, also having great 
qualities on harmonic level by using modal-chromatic structures. Doru 
Popovici wrote that F. Donceanu’s songs are “closer to post-impressionistic 
way of pianistic writing, without missing that specific ‘Romanian touch’ which 
her former teacher Mihail Jora used to mentione with such great fervency” 
(Popovici, 2000, p. 5). 

 
2.1. Analysis of the song Cu penetul 

The first song of the cycle is composed on M. Eminescu’s poem Cu 
penetul ca sideful, having an obvious impressionistic colour suggested from the 
very beginning by the accompanying arpeggios in piano, evoking the sounds of 
a harp. The poetic content of the poem is emphasized by the descriptive music, 
which has a great imagistic potential, suggesting the nocturnal landscape, the 
brightness of the stars, the subtle song of the birds, the silence of the forest, the 
sound of water flowing over the pebble stones. The idyllic scenery described in 
M. Eminescu’s poem appears very simple, generating the impression of 
describing a relaxing moment in the middle of nature, which was later 
transposed in musical version. The great challenge for any reader is to discover 
the substrate of the poetic description by connecting its meaning with other 
poems written by M. Eminescu on nature theme, while for a composer, the 
challenge is to find the most efficient ways to integrate the poetic meanings in 
a musical piece which should be as simple and delicate as the initial content. 
The art of vocal miniatures consists in creating sonorous images as powerful as 
those generated by words, adding even more beauty inside the poetic universe 
and amplifying its metaphors. 

One can assist to a process of merging two means of artistic expression, 
which makes the initial moment, surprised by the poet, to be perceived as a 
stopping point of time, a suspension of physical laws. It is a state of complete 
inertia and ecstatic contemplation. In only two quatrains, M. Eminescu 
depicted telluric and celestial images, inserting a tiny element, apparently 
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insignificant – a sleeping dove with its head under the wing, as a symbol of 
connection between the two poetic levels – in a monumental, infinite picture, 
which lies under the blue sky (where the air and stars were illuminating). 
Similarly, F. Donceanu divided the musical discourse in two parts, separating 
the terrestrial world from the cosmic universe by using melodic, harmonic 
elements or particular figures in the accompanying piano line. These aspects 
will be presented in detail during the analysis, but it is important to emphasize 
from this point the integration of microuniverse in the macrocosmic space at 
both artistic levels, poetical and musical. 

The melody of the two songs is modal, having a pentatonic substrate and 
unstable sonorous centres. The harmonic structure configured on the 
accompaniment level does not play a functional part, because it rather has a 
colourful effect. From this reason, one may observe the absence of cadential 
formulas which might suggest polarizing tendencies around new centres. The 
melodic line has a fragmentary aspect given by asymmetrical phrases, irregular 
structure of musical units and also by the frequent harmonic mutations which 
are modifying the foundation-chord. Nevertheless, there is a rigorously 
organized structure inside the discourse, as one can see in the following 
example, where the initial motive is consequently developed and led towards 
the climax of the phrase, followed by descendent movement in the second 
phrase. These elements outline an autonomous musical idea, despite the inner 
discontinuity.  

 

 
 

 
Fig. 1 F. Donceanu, Cu penetul, mm. 8-15 

 
The harmony is generated by pentatonic structures, appearing as a 

sequence of chords without tonal-functional connection, also containing 
structures of overlapped fourths and fifths, parallel chords in the bass register 
of the piano and inside the middle level of accompaniment. The harmonic 
instability is emphasized by the changing key signatures, because the 
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beginning of the piece indicates F# and C# , suggesting a major scale on D, but 
in bar no. 11, the signature is completely removed. 

 

 

 
Fig. 2 F. Donceanu, Cu penetul, mm. 8-15 

 
The rhythmic aspect combines simple structures, normally divided, with 

exceptional formulas that give an apparent independence of movement. 
Moreover, rhythm has an important function in realising musical ornaments 
(arpeggiato, appoggiatura, mordent).  

 
Fig. 3 F. Donceanu, Cu penetul, mm. 1-4 

 
Another aspect is the strictness of the composer on realising the effect of 

rubato, which is not indicated in the score, but can be felt intuitively during the 
performance of the song, as a consequence of different rhythmic formulas, 
agglomeration or rarefaction of durations, alternating time signatures. F. 
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Donceanu creates the emergence of a free evolution by generating the implied 
idea of rubato of the rhythmic-metric level, which leads to the fluency of 
poetic verses in music. Therefore, the tempo, indicated at the beginning as 
Andante tranquillo, is influenced by the evolution of other musical elements 
and by the expressivity of poetic content. 

 

 

 

 
Fig. 4 F. Donceanu, Cu penetul, mm. 8-15 

 
The form of the song is bistrophic, according to the structure of M. 

Eminescu’s poem, in two quatrains. In addition to that, there are three other 
sections with dramaturgical function: introduction, interlude and a short ending 
(conclusion). The difference of musical conception between the two strophes is 
realised by using prolonged resonance of harmonic structures in the bass register 
of piano (in the first part) and by leading the accompaniment towards the medium 
and high register of piano, without any other elements of harmonic grounding (in 
the second part). In this way, one can observe the two poetic levels (terrestrial and 
celestial) depicted in the poem, separated by distinct musical features. 

 
Segments of 

form Introduction Strophe I  (A) Interlude Strophe II 
(B) Conclusion 

Interior 
delimitation i  +   i ' a + a1 i1  +  iv b   +  bv  

Number of 
measures 3  +  5 3 + 4 3  +  5 4 (+1) + 4 2 

Elements of 
musical 
language and 
writing 

Arpeggios on 
pentatonic 
structures, 
starting on D, 
with 
permutations 

Accompani-
ment in 
chords, with 
modal 
relations 

Fourths and 
fifths 
structures, 
return of 
arpeggios 
from the 
beginning 

Long or 
divided 
durations, in 
the middle 
register 

Structures of 
parallel 
chords, 
ending with 
harmonic 
suspension 

Sonorous 
centres  D. . . .F# C# . . . Eb . . . . . . B   

 
Table 1 Synthetic table of the first song, Cu penetul 
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The post-impressionistic style, specific to this song, is determined by 
pentatonic modalism, by structures of parallel chords, modal harmonic chains, 
colourful effects of accompaniment (arpeggiato, resonance of pedal), 
ornamental elements (mordent, appoggiatura), the duplication technique, the 
descriptive aspect and the suggestive potential of musical images. Duplication 
– a well-known technique used by impressionists – can be found in the song Cu 
penetul from the very beginning, by repeating the first segment (mm. 1-3) in a 
varied and expanded hypostasis (between mm. 4-8, as one may see in the 
previous examples and also in the following ones):  

 

 
Fig. 5 F. Donceanu, Cu penetul, mm. 16-17 

 

 
Fig. 6 F. Donceanu, Cu penetul, mm. 19-20 

 
The relation between music and poetry is accomplished by permanent 

connection of the poetic content with the evolution of the musical discourse. 
Therefore, one may relate the mystery, the magic of the nocturnal scenery to 
the ineffable feeling given by pentatonic structures, which can be compared to 
musical works composed by Claude Debussy and Maurice Ravel. The musical 
Impressionism created an “antecedent” that has been kept in the memory of 
posterity, generating reflex gestures of some composers or listeners when using 
or recognizing specific intonation. In the case of poetic images (like those 
encountered in this song), the pentatonic and hexatonic scales can be associated 
with ambiguity, indefinite, mystery. At the same time, the brilliant plumage of 
the dove and the magnificence of the stars on the night sky have as musical 
correspondent the technical effects, the subtleties of pianistic touch, the gentle 
glide of the soloist on different sounds of the modal scales. 
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The next example is focused on the particular manner of reproducing the 
silence by harmonic stagnation, followed by a fast rising movement towards 
the high register, accomplished by the pianist, corresponding to the poetic line 
“Are shining air and stars!” The absence of the bass register is essential in the 
second section and the figuration in chords (first, by using inverted chords, 
then chords of fourths) generates, at the same, the poetic and sonorous image 
of the starry sky, of the ascension, suspension and contemplation. 

 

 
Fig. 7 F. Donceanu, Cu penetul, mm. 24-27 (the marked words mean “silence” – in  red,  

“are shining”, “stars” – in green). 
 

Another aspect of the symbiosis between poetry and music is the ending 
manner of this song. The last three measures represent a musical suggestion of 
the river which “bustles in the pebble stones”. This image is created by using 
triplets with the indication egale (= equal), followed by the imitation of piano 
which brings a new rhythmic version. The finale is open, leaving the effect of 
resonation generated by the strong dissonance of the augmented chord with 
major seventh, in piano. The harmonic suspension has a plastic effect, 
prolonging the musical image of aquatic flowing. 

 

 
Fig. 8 F. Donceanu, Cu penetul, mm. 32-34 
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2.2. Analysis of the song La mijloc de codru des 
In the second song of the cycle Images on Mihai Eminescu's poetry, the 

general atmosphere has the same impressionistic aspect, but much closer to 
Romanian traditional space, by revaluating folkloric modal scales in a chromatic 
approach. It is an example of vocal miniature, composed in traditional manner, 
similar to so-called Romanian Impressionism specific to the musical culture 
from the beginning of the 20th century, as Romanian musicologist Clemansa 
Liliana Firca stated in her research (Firca, 1974, pp. 58-68) 

Unlike the previous song, in which the pentatonic substrate and the 
impressionistic sonority specific to the French culture from the end of the 
XIXth century prevail, the second song – La mijloc de codru des – proves a 
different technique by adjoining folkloric modalism – with archaic origin – to 
chromatic neo-modalism – developed in the 20th century. The musical 
discourse in this song is more fluent, because of the cursive, flowing melody 
(which is interrupted only between the two sections) and the ternary rhythm, 
which generates the impression of temporal wave.  

Musical language is differently conceived than the previous song, Cu 
penetul, but it has a similar logic of composition, meaning that both songs are 
composed in a strong relation to traditional principles of melodic, rhythmic, 
structural configuration, having a deep connection between music and poetic 
content. 

Melody is expressive, always unpredictable, conceived as a succession of 
sonorous “waves” that are permanently bustling inside the river flow. The 
melodic instability is caused by chromatic slides, from the first measures, 
where the vocal line is obviously pentatonic, until more complex moments, 
where it reaches a fascinating ambiguity. 

 

 

 

 
 

Fig. 9 F. Donceanu, La mijloc de codru des, mm. 6-12 
 
At the microstructural level, one can observe the presence of rhythmic-

melodic cell which is essential for setting the configuration of the musical 
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material during the entire song. It is based on a descending second and a 
trochaic rhythmic formula, which lead to a continuous evolution with the same 
rhythmic pulsation, with different intervallic variations (inversion of the 
melodic direction, division and subdivision of the two rhythmic durations, 
intervallic augmentation). 

 

 

 
 

Fig. 10 F. Donceanu, La mijloc de codru des, mm. 13-17 
  
The melodic line is accompanied by unexpected harmonic structures, 

which lead the musical discourse towards highly chromatic areas and remote 
relations compared to the initial harmonic context. This piece begins by 
exposing and repeating the rhythmic-melodic cell, starting with the first sound 
– central C – in a very ambiguous context, which becomes distinct by adding 
the other degrees of the modal scale in the next measures. Thus, the 
configuration of the scale indicates the Aeolian mode on F, beginning with the 
Vth degree and a few chords that might also be perceived as tonal structures 
(because the VIIth degree of the scale is avoided in m. 3, leading to an intuitive 
expectation of the leading tone for F as centre). In measure 5, it comes an Eb, 
completing the previous modal scale. 
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Fig. 11 F. Donceanu, La mijloc de codru des, mm. 1-5 

 
As concerns the harmonic level, there are many modal chains of chords, 

elyptic chords, unconventional inversions of chords, vertical structures which 
generate parallel fourths, fifths and octaves. Moreover, there are interesting 
modulations and modal relations. In measures 8-10, for example, after stopping 
on the third degree of Aeolian of F (generating a possible evolution towards a 
major mode on Ab), one can observe a chromatic “slide” through A natural, F# 
and other accidentals, which lead to an unexpected culmination on a chord 
composed on F#. The delay of the third by using the trochee cell generates the 
oscillation between B# and A# and leads to the emergence of the augmented 
fourth in measure 12. At this point, we can assume it is a modulation towards 
Acoustic mode no. 1 on F#.  

 

 
Fig. 12 F. Donceanu, La mijloc de codru des, mm. 8-12 
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The return on the modal centre F is accomplished through an enharmonic 
modulation (which can be observed at the right hand level of the pianistic 
accompaniment) and a descending chromatic slide (at the left hand level). 
Moreover, there is a certain ambiguity of the modal context caused by the 
absence of the third and the sixth of the chord structure in measure 13. The 
solution appears in the next measure, by bringing new elements: D (in the 
vocal line) and Ab (at the left hand, piano), which generate another minor 
mode, Dorian on F (the initial centre of the piece). In the same context, one 
may also notice the parallel fifths and chords of fourths. 

 
Fig. 13 F. Donceanu, La mijloc de codru des, mm. 13-14 

 
The final measures bring an unexpected solving of the harmonic 

evolution, because the general instability leads the musical discourse towards 
a new modulation, focused on F#. In the penultimate measure, where the 
vocal melody stops on F#, whereas the pianistic accompaniment brings again 
elements from the introduction in a modal harmonic context which can be 
approached in two ways: 1. In the first situation, there are some notes that 
could be integrated in minor mode on F# (in this case, IInd and VIth degrees 
are missing, but they are present in the previous measures); 2. The other 
situation refers to a pentatonic scale without semitones (F#-A-B-C#-E), due 
the omission of the previously mentioned degrees. The final cadence cancels 
suddenly any previous expectation of solving the last dissonance on F#; 
instead, it slides on chromatic elements towards a major chord on F natural. 
The explanation for this fact consists in keeping the key signature (Bb) during 
the entire piece, which has no direct connection with any of the modes that 
appear in the harmonic evolution of the musical discourse. F. Donceanu 
deceives the auditory expectations of the listeners, but keeps the initial 
direction from the modal scale on F towards the chromatic oscillation on F#. 
Therefore, the end of the piece does not offer the previously expected 
stability, even though the last chord is major, built on the same centre as the 
beginning had suggested. On the psychological level, this fact leaves the 
impression of a harmonical suspension, because of the final unexpected 
cadenza.  
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Fig. 14 F. Donceanu, La mijloc de codru des, mm. 13-14 

 
The rhythm is giusto, with ternary pulsation, based on the rhythmic 

formula of trochee. No matter the other aspects of the trochee (with divided 
elements), the musical cell which can be observed from the very beginning 
mentains its pulsation, providing fluency and unity to the entire discourse. On a 
secondary level, one may find another rhythmic formula, the iambus, exposed 
in bar no. 2 at the right hand in the accompaniment, at the same time with the 
trochee from the left hand. This aspect has two functions: in order to obtain 
complementarity between the two levels and to generate tension inside the 
musical discourse. Furthermore, rhythm has a strong potential on the poetical 
level, suggesting the swinging movement of nature under the blowing wind. 
This musical effect is also emphasized by the changing measures, which appear 
from the very beginning in the pianistic accompaniment.  

 

 
Fig. 15 F. Donceanu, La mijloc de codru des, mm. 1-5 
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The tempo of the song is marked as Allegretto, indicating a stable 
movement, but during the piece many fluctuations appear, according to the 
agogic indications in the score (poco rit., meno mosso, poco accel. e cresc., 
rit. subito, molto rall.) or following the dynamic, melodic, rhythmic 
evolution and the meaning of the poetry. The freedom of performance is 
limited, because the score contains strict indications imposed by the 
composer herself. Another issue is the traditional style of composition in 
which this song can be included, leading to a necessary manner of 
performance, adjusted to the context, where tempo is an essential guide 
mark in following the stylistic norm. 

From the structural point of view, the song La mijloc de codru des is 
organized similarly to the previous piece – a bistrophic form, with pianistic 
introduction, a short interlude and a final cadenza as conclusion. The two 
strophes of the musical form can be identified according to the grammatical 
organization of the text, because M. Eminescu’s poem is not written in 
stanzas, quatrains or other poetic structures. There are thirteen verses, which 
have two main ideas, two grammatical sentences. On the musical level, the 
two strophes correspond to these sentences, having a disproportionate 
structure – four and nine verses. F. Donceanu tried to bring the musical form 
to a structural balance by creating two musical strophes with a close number 
of measures – the first strophe has seven bars, while the second has ten bars. 
Therefore, the composer extended the musical ideas in the first strophe and 
chose a denser writing manner in the second one, where each verse 
corresponds to a measure. The last two measures have a bivalent function: to 
end the second strophe and to lead to the final cadenza.  
 

Segments of 
form Introduction Strophe I (A) Interlude Strophe II 

(B) Conclusion 

Interior 
delimitation i a + av  b     b1   b2 (b2 + 1ms) 

Number of 
measures 5 3 + 4 1 4  +  4  +  2 (2+) 1 

Elements of 
musical 

language and 
writing 

Regular rhythm 
at the left hand, 
based on cell x 

Melodical 
line extended 
compared to 

the lyrics 

Mantaining the 
pulsation of 
the trochee 
(cell x) 

Crowded 
texture 

compared to 
strophe I, 

with a high 
chromatic 

density 

From m. 23, 
the final 

cadenza is 
prepaired 

Sonorous 
centres 

Aeolian mode 
on F 

Aeolian on F 
~ chromatic 
modulation  
 Acoustic 1 

on F# 

Enharmonic 
modulation 

Dorian mode 
on F with 

mobile 
degrees  
chromatic 

slides 

Unexpected 
ending  

major chord 
on F 

 
Table 2 Synthetic table of the song La mijloc de codru des 
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Connection between music and poetry is accomplished with a deep 
intuition of poetical meanings, by synchronizing the evolution of the song with 
the musicality of the words. The modal chromatic melody is an expression of 
the beauty of nature, of the colourful richness and great variety of feelings. The 
combination of rhythms is a subtly materialized form of the cosmic vision 
suggested by M. Eminescu’s poem, because the moment he described is 
located in an unprecise place, situated “midst the dense old forest stout”, 
referring to a moment of ecstasy, in which many poetical meanings are 
intertwined: the feeling of nature, the perception of the cosmic movement and 
the nostalgia of a solitary love. 

The natural elements from the original poem are brought in a suggestive 
order in order to create two dimensions of the existential space – telluric and 
celest, earthly and heavenly. Transition between these two leves is gradually 
accomplished, by rising the eyes from the terrestrial elements (forest, hazel 
wood, lake, reed) towards the cosmic universe (represented by moon, sun, 
stars). There is a connecting element between the two levels: migratory birds, 
swallows, which are mentioned both in the two special zones of the poem 
(verses no. 2, 10 and 12). In a literary perspective, every element is considered 
symbol of philosophical concepts (for example, the world is the space of 
solitude of the poet, the forest has the meaning of eternity, the sky symbolizes 
the infinit, the moon appears as a witness of the human fate and its phases are 
connected to the existential cycle of life-death-rebirth); from the musical point 
of view, there are specific sonorous units, but without the same symbolic force. 
This is a vocal miniature in which composer F. Donceanu chose another type 
of sonorous suggestion of the poetical “objects”, by leading the musical 
discourse in certain registers and by using certain chromatic slides which create 
the signification she aimed to. Therefore, in the following example, one may 
observe: 

- the forest depicted musically by alternating sounds C and Bb in a 
swinging rhythm given by the trochee formula: 
 

 
Fig. 16 F. Donceanu, La mijloc de codru des, m. 6 

 
- the hazel wood, which refers to a small group of small bushes in the 

forest deepness, is suggested by the chromatic descendent movement of the 
vocal part, in a modulating harmonic context: 



69 

 
 

Fig. 17 F. Donceanu, La mijloc de codru des, mm. 9-10 

 
- the lake (or rather the marsh) appears as a descendent melody which 

goes towards the thickest sound used in the piece (C from octave no. 1), 
followed by the movement in the opposite direction, including the chromatic 
fluctuation between Eb (octave no. 1) and E natural (octave no. 2). This 
oscillation corresponds to another natural element, “the tall reed”: 

 
 

Fig. 18 F. Donceanu, La mijloc de codru des, mm. 14-15 
 

- the birds are musically represented by the ascending melodic line which 
goes towards the high register of the soloist, suggesting the flight, the take-off 
and the oscillation between the terrestrial and celestial levels (mm. 7-8 – verse 
no. 2, m. 20 – verse no. 10, m. 22 – verse no. 12): 

 
Fig. 19a F. Donceanu, La mijloc de codru des, mm. 7-8 

 

 
Fig. 19b F. Donceanu, La mijloc de codru des, m. 20 

 
Fig. 19c F. Donceanu, La mijloc de codru des, m. 22 

 
- the cosmic elements are mentioned by alternating the moon, the sun, the 

stars, the birds, having specific musical features such as: embowed melody, 
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different registers, suggesting, maybe, the reflection of the moon in the water, 
the regular rhythmic movement on the trochee pulsation, emphasizing the 
eternal existence of the stars and all celestial objects: 

 

 
 

Fig. 20 F. Donceanu, La mijloc de codru des, mm. 18 and 20 
 

The musical dramaturgy of the song is gradually built, in a calm 
movement, beginning with long rhythmic values (in the introduction and the 
first strophe), continuing with a progressive increase of the tension, at the same 
time with the verses “Round the pool grown high with sedge/ Fiy about the 
water’s edge/ Where, by little waves deflected,/ On its shining face reflected, 
(…)”1. The culmination of the piece is reached in the second part, which is 
based on the enumeration of the cosmic elements and the migratory birds. The 
last five verses represent the utmost intensity of feeling, because they express 
an elevating enthusiasm, a strong impulse to enjoy life, nature, love, as the 
poem continues until the end. The succession of nouns, exposed by using the 
repeating conjunction “and”, suggests the impetuous mood of the poet: “Image 
of the moon is lying,/ And of birds of passage flying,/ And of stars and heavens 
blue,/ And of swallows not a few,/ And my darling's image too.”  From the 
musical point of view, this segment of the song has the indication meno mosso, 
followed by two measures in poco accel. e cresc., anticipating the culmination 
in measure 23 which corresponds to the last poetic line “And my darling’s 
image too”. The entire tension that has been stored during the song is released 
at the end by using a modal harmony, in subito piano. 

 

                                                 
1 Version in English by Corneliu M. Popescu (1958-1977), retrieved from 
http://www.gabrielditu.com/eminescu/midst_dense_old_forest.asp, accessed on 20.11.2015) 



71 

 

 
 

Fig. 21 F. Donceanu, La mijloc de codru des, mm. 20-25 (culmination and final cadenza) 
 
The vocal part contains large phrases, with extended breathing, despite 

the interior delimitation into many musical ideas. The singer should aim to a 
unitary construction of his/her performance, in order to transform the 
punctuation marks of the poetic sentences into signs of musical construction, as 
it happens in the case of the lines based on the repetition of the conjunction 
“and” associated with comma (grammatical sign used for enumeration). 

 
3. Comparative analysis between songs Cu penetul and  
    La mijloc de codru des from the cycle Images on M. Eminescu’s poems 

After having analysed the two songs – Cu penetul and La mijloc de codru 
des – I discovered in each piece particular features at the level of musical 
language, structure, semantics, style, connection between text and music. In 
this section of the paper, I will present the common elements between them, in 
order to identify the aspects of musical homogeneity in F. Donceanu's 
compositional perspective:  

1) From the melodic point of view, the vocal discourse is unfolding in 
both songs in a medium ambitus (not very largely extended in terms of 
sonorous register), where the highest sound is (in both pieces) F# in the second 
octave, while the lowest note is D (in Cu penetul) and C (in La mijloc de 
codru) in the first octave. Moreover, the melodic lines, althouth have an 
obvious tendency to be fragmented and discontinuous, they evolve gradually, 
generating an embowed dramaturgy at the level of the entire pieces. The 
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musical phrases are conceived as a tensional arch which has to be attentively 
emphasized during the performance of each song. 

2) At the harmonic level, both songs are composed in a modal musical 
language, with differet origins: Romanian folkloric modes, with chromatic 
elements (in the first piece) and modal sonorous systems used particularly 
during the musical Impressionism (in the second one). Pentatonic scales are a 
very important element, with the dfference that in the case of the song Cu 
penetul they appear mostly with semitones, while in the other song La mijloc 
de codru des, pentatonic scales are less frequent, without semitones and 
combined with the heptatonic structure of the scale. 

3) Rhythm is characterized in each work by maintaining the basic 
pulsation, no matter the changing or alternative measures. Even though the first 
song is based on a binary beat, while the second has a ternary rhythmic cell, 
both pieces keep their temporal evolution, combining rhythmic stability with 
metric diversity.  

4) As concerns their form, both songs are conceived as bi-strophic 
structures with introduction, interlude and pianistic conclusion. Certainly, their 
dimensions are different, because the introduction is larger in the song Cu 
penetul, the strophes have different number of verses, the interludes are short in 
both cases and the conclusions are not clearly delimitated, but rather formed of 
many chords which generate the final cadenza. 

5) In terms of poetic content, both songs have the same theme and 
ambience – nature, which has specific features and meaning in M. Eminescu's 
poetry, given by the permanent connection between the environmental 
elements and poetical feelings. One may feel that the musical discourse is 
conceived in a close relation to the verbal-poetical text, in order to balance 
what the listener perceives directly by words, objects or beings and what he 
discovers in each poem by reaching the artistic substrate and by decoding the 
poetical techniques. The musical versions of the two poems suggest what 
words can not express, having other ways of communicating the artistic 
message. 

6) At the expressive level, both songs are characterized by a delicate 
lyricism, which may be felt by following the music in close relation to the 
poetical lines. Beyond the message conveyed through words, one may feel the 
artistic presence of the composer herself in the particular manner of conceiving 
the musical phrases, in the harmonic evolution of the discourse, in the choice 
of the most relevant rhythmic and metric structures in order to create the 
adequate atmosphere, in the details of pianistic type of writing in order to 
sustain the vocal line and to emphasize certain poetical meanings. 

7) The endings have an interrogative meaning and a semantic function in 
both songs, due to the harmonic suspensions, the open final cadenzas which 
have a particular psychological impact. Whereas in the song Cu penetul, the 
harmonic suspension is prepared by anticipating the last notes through 
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chromatic oscillations in the previous measures, the other song contains an 
unexpected moment generated by the major chord which emerges after a long 
modal sequence that seemed to have another centre. Therefore, in La mijloc de 
codru des, the harmonic expectation which was induced previously remains 
unsolved in a virtual perspective, but receives a different solution in the 
listeners’ conscience. 

8) The pianistic accompaniment is simple and expressive, with certain 
subtleties which provide musical support for the poetical message. The 
“colourful” effects, the delicate or deep touch, the use of pedal, the resonance 
of the modal harmonies and the highlight of the chromatic elements contribute 
to the general stylistic aspect of the two songs that are similar to those 
composed in the first half of the 20th century. Piano plays an important role in 
F. Donceanu's songs, without passing beyond the sustaining function of the 
vocal melody in a proper, well-balanced manner. 
 
4. Conclusions 

In Mihai Eminescu’s poetry, the theme of nature is impregnated with a 
form of “naïve” love, referring to that desire of embracing all surrounding 
elements, as a result of a deep, pure, unfeigned connection. Similarly, F. 
Donceanu demonstrates a great impetus of creation, a genuine innocence of 
emotion, succeeding to transpose Eminescu’s poems in a musical form of 
expressing the same artistic feelings. When he admires nature, M. Eminescu 
transmits a particular liveliness generated by moments when other spectators 
would not be impressed by remarkable feelings in the middle of nature. But, 
for gifted, artistically sensitive people, all environmental objects – the 
mysterious sky, the ephemeral clouds, the pale moon, the shining stars, the 
sleeping birds – are sufficient reasons to perceive nature as a magnificent 
scene, just like sounds, rhythms, chords, dynamics, timbres and tone colours 
represent simple and “magic” means in the musical composition process. Each 
word and each sound become tools of the artist, the creator, leading to a 
recreation of the real world in a new dimension, by internalizing and 
transfiguring it on the artistic level. The idea suggested here is that the universe 
may be found inside each being, as microcosmic space.  

If we approach M. Eminescu’s poems and F. Donceanu's songs from a 
philosophical perspective, nature means to the poet what music means to the 
composer – a prolongation of the immediate reality, a transgression of the 
creative mind beyond the limits of perception, in the search of the eternal 
present. At this point of this research, we might conclude that nature has a 
bivalent value, at both musical and poetical levels, becoming at the same time 
means and purpose, pretext and finality of the artistic demarche, symbol of 
existential universe and expression of the infinite nostalgia. 

If Mihai Eminescu remains a classical poet of the Romanian 
Romanticism, Felicia Donceanu proves to be a conservative composer, well-
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intended in her will to preserve Romanian musical tradition, keeping the 
fundamental values of the national culture and trying to resize them on another 
level of creation. 
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Abstract: This study is an introduction to the works of Liviu Dănceanu, a renowned 
theoretician and practitioner of Romanian music during the last three decades. Liviu 
Dănceanu was born in 1954 in Roman, he graduated the National University of Music 
from Bucharest (1980) in the composition class of Ștefan Niculescu. His work 
includes more than 150 musical works, 20 volumes of musical philosophy and 
hermeneutics, numerous articles. As manager and conductor of the Archaeus 
ensemble, founded in 1985, he has held a rich concert life abroad. He won numerous 
awards in composition, among which: “Studium de Toulouse Prize”, 1986, The Award 
of the Romanian Academy, 1989, awards of UCMR, 1988, 1990, 1994, 2001, 2004, 
2006, ACIN award (for film music, 1988). His compositions have been ordered by 
festivals, musical associations or orchestras worldwide. If at first superficial glance, 
his work is centered mostly on the creation, interpretation and reflection of 
musicology, its more attentive reception presents the unity of his artistic 
manifestations, a permanent contemplation of the world, human condition, the 
philosophy of art and the fate of music. 
 
Keywords: musical epistemology, avant-garde, texture, aleatoricism, musical 
aesthetics, Archaeus 
 
 
1. Introduction  

Liviu Dănceanu1’s reception by the Romanian musical world lies under 
the sign of contradiction and paradox. Even though he is a musician with an 
impressive body of work – composer of over 150 opera, organiser and 
conductor of over 600 concerts of the Archaeus ensemble, author of 20 
volumes, numerous articles, studies – even if his opera often appear on posters 
of modern music concerts in the country and abroad, reviews of his music are 
rarely published. Undoubtedly, the composer, musicologist and conductor 

                                                 
∗ otiliastrug@yahoo.com  
1 Liviu Dănceanu specialised at the International Seminar of Composition in  Kasimiersz-Dolni 
(1984) where he studied with Xenakis, Kotonski and Paul Patterson. In addition, he made study 
trips to Paris, London, Prague, Tallin, Warsaw, Moscow. He had been the director of important 
festivals of new music (“Modern Music Days – Bacău” since 1986, “International Week of 
Modern Music” in Bucharest, 1992-1996; 2001-2002; “Archaeus festival” in Bucharest, since 
1998). Liviu Dănceanu holds a PhD in Musicology and is a Professor at the National 
University of Music in Bucharest. 
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Liviu Dănceanu has not been promoted by critics but has asserted himself 
through sensitivity and the originality of his “musical” voices.  

Valentina Sandu Dediu (2002, pp. 195-200) provides a clear image of 
composer Liviu Dănceanu’s position in the recent history of Romanian music. 
The author integrates Dănceanu into the group of composers that developed 
their technique by means of partially random heterophonic textures (alongside 
Costin Cazaban, Liana Alexandru, Călin Ioachimescu, Adrian Iorgulescu, 
Doina Rotaru, Violeta Dinescu, etc. – born from 1946 to 1958) while also 
making use of earlier generations’ techniques: spectral music with an ethos of 
incantation, being interested in defining some archetypes with different ways 
of integrating indeterminacy, minimalism or electroacoustic music (Nicolae 
Brânduş, Lucian Meţianu, Mihai Moldovan, Octavian Nemescu, Costin 
Miereanu, composers born from 1935 to 1945). 

Starting from the image of a person gifted for music, literature and 
philosophy, we may see his abnegation, patience, sacrifice in pursuing his path 
by means of a polyphonic reflection upon each moment of his becoming. We 
witness the composer rushing to conquer the new music by assimilating 
creatively all avant-garde in fashion in the 80s. As a conductor, he interpreted 
his own scores and the scores of several modern and other composers as a way 
of developing his knowledge of music. In counterpoint, the aesthetician looks 
for meanings by varied and comprehensive reading and by building his style as 
a learned essayist and poet of musicology.  
 
2. 1978-1985. Composition versus Musicology  

From the beginning, his work had been marked by the synchronisation of 
ways of expression and articulation. In composition, in the class of Professor 
Ştefan Niculescu and immediately afterwards, Dănceanu reveals a special 
propensity for assimilating contemporary vocabulary, from textural writing to 
different forms of indeterminacy, later from using natural resonance to an 
openness towards instrumental theatre. It is important for the style that 
developed itself in the 90s that the critics of the time saw the author’s 
inclination towards compositional formulas drawn from tradition as doubled by 
his “interest for musical ontology” and only partially by his interest in 
experimenting with new sounds. (Creţu, 1985, p. 16). 

 From the early compositions, we will discuss poem for orchestra 
Angulus ridet, op. 7 (1981) and the first composition from the quasi series: 
Quasisimfonia, op. 13 (1984).  

Angulus ridet. The title is explained by the text being sung (voice) by the 
instrumentalists of the ensemble – a fragment from an ode by Horace. “Ille 
terrarum mihi omnes angulus ridet” [This spot smiles at me more than any 
other on earth]. The poem “may be viewed as ars componistica – says the 
author. The opus belongs to a period when I was contemplating on the act of 
creation from an ontological perspective and during which I imagined and 
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investigated the formal-generative principle: the passage of works from the 
subsistence of some structures to having an essential existence starting from an 
accidental one” (Crețu, 1985, p. 20). The compositional strategy is revealed in 
the first section – A. According to directions in the scores, the 7 fragments may 
be played in any order. We may though notice great differences among them in 
terms of temporal extension, orchestration, writing: A1 – attack - diatonic 
orchestral cluster; A2 – glissando airy texture; A3 – rhythmic insertion of 
untunable persussion; A4 – medium density; texture A5 – rhythmic attacks; A6 
– pointilism; A7 – textural accumulation, pedals. Looking at the composer’s 
work as a whole, we may notice the expressiveness testing of several 
structures, types of writing, timbral components, effects – a compendium of 
contemporary music whose analytical, specific and synthetic aspects are found 
in drama.  

 
Fig. 1 Liviu Dănceanu, Angulus Ridet, op. 7 – poem for orchestra 

 
Quasisimfonia, op. 13 (1984) has been perceived as a succession of 

pedal structures connected in a disjunct, conjunct and nested manner, also 
positioned as to build a sinuous and arched drama. It starts from a rhythmic 



 

78 

impulse and returns to it. A sequence of colors, degrees of density, 
fundamental sound alternation are the actors of the narration, euphony taken to 
the border of sterile beauty that seems to be the author’s direction, his creative 
goal. The author uses with aesthetic awareness the spectral, repetitive and 
textural heterophonic virtues of writers. The audition is supported by the 
diversity of sonic impulses and also by a coherent pattern marked by 
comebacks to symmetrical points. 

His musicological debut that took place at the same time (1982) with an 
analytical study of Ștefan Niculescu’s 2nd Symphony (cited since then in all 
studies about the great author) reveals a true scholar having solid knowledge of 
musical technique and a rigorous, systematic and synthetic style – musicological 
qualities confirmed in his later studies that showed a preference for articles 
featuring portraits of artists. It is a genre promoted by Dănceanu, to which he 
added the literary-reflexive style. The sharpness of observation and virtues of his 
new narrative style were revealed with articulated eloquence in describing Doina 
Rotaru’s compositional attitude through freedom of expression and a flexible 
non-formalized technique (Dănceanu, 1983, pp. 13-16). 

 
COMPOSITION MUSICOLOGY 

• structuralism and music formalization 
– Rocada lui Ianus, op. 2, 1978 

• Instrumental theatre – Allegory, Septet 
for brass instruments, op. 3, 1979 

• extension of sound sources – Archeus 
for violin and tape, op. 5 , 1981 

• heterophony textures, elements of 
indeterminacy – In memoriam Lucian 
Blaga for a capella choir, op. 6, 1981 

• in order of fragments, the principle of  
archetype, using the voice of 
instrumentalists – Angulus ridet, op. 7, 
1981  

 

• exploring the world of higher 
harmonics – To peace, op. 10, poem for 
deep voice and piano (Nichita Stănescu), 
1982 

• sharp indeterminancy, suggestion of 
music under structuring – Ossie, trio for 
oboe, clarinet and bassoon, op. 9, 1982 

• 2nd Symphony by Ştefan Niculescu, 
1982 

• Medallion – Doru Popovici, 1982 
 

• new sonorities/traditional forms in 
reconsidered patterns – Quasifuga, op. 
11, 1983 

instrumental theatre – Quasiconcerto 
for clarinet and ensemble, op. 12 

• Myriam Marbe – Portrait, 1983 
• Liana Alexandra, 1983 
• Şerban Nichifor, 1983 
• Doina Nemţeanu-Rotaru, 1983 

 • Adrian Raţiu, 1984 
• Oratio II by Călin Ioachimescu, 1984 

 

Table 1 Liviu Dănceanu – period 1978-1984. Music composition vs Musicology2 
                                                 

2 Retreived from http://www.liviudanceanu-archaeus.ro/scores.html 
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3. 1985 – 1989. Archaeus experience 
Setting up the ensemble Archaeus (1985) proved to be the focal point of 

Liviu Dănceanu’s creative destiny. The name is symbolic, reflecting the 
author’s earlier thoughts on the origin of the artistic and musical act. 
Understood as the essence of all things, the prototype of all things and beings, 
as a vital force, the archetype receives basic virtues of creation from the 
abstract world and brings them into concrete existence under the pressure of 
the impulse of creation and interpretation. “The archetype principle” is that of 
gradual configuration of the form from the fundamental sound and the flashing 
appearances. It dominated Dănceanu’s aesthetics, who owed this idea to 
Constantin Noica (present in the commentary to the posthumous novel of the 
same title by Mihai Eminescu). By getting involved into the professional 
interpretation of modern music (for 4 years and a half up to 1990, he had 56 
concerts in Romania), Liviu Dănceanu embarked on the adventure of 
understanding new composition that had an impact on his personal style, which 
underwent several successive experiments inspired by the scores of the time 
and by the instrumental practice of his ensemble.  
 

FLORILEGIUM, op. 17– 18 instrumental voices (1985) 
 
PROTOCANTUS, op. 18 – 5 performers (1985) 
 
QUASIPOSTLUDIU (ADDENDA), op. 19 – guitar (1985) 
 
GLASS-MUSIK, op. 20 – 5 performers (1985) 
 
QUASITOCCATA, op. 21 – string(s) and tape (1985) 
 
RHYMES FOR ARCHAEUS, op. 22 – 2-8 performers (1986) 
 
ENTRATA, op. 23 – clarinet (1986) 
 
DUETTO, op. 24 – violin and cello (1986) 
 
ARIA 1, op. 25 – percussion (1986) 
 
ARIA 2, op. 26 – bassoon and tape (1986) 
 
TERZETTO, op. 27 – bassoon, violin and cello (1986) 
 
ARIA 3, op. 28 – piano (1986) 
 
QUARTETTO, op. 29 – no. 1 – clarinet, bassoon, violin and cello (1986) 
 
QUINTETTO, op. 29 – no. 2 – clarinet, bassoon, percussion, violin and cello (1986) 
 
ARIA 4, op. 30 – violin (1986) 
 
SESTETTO, op. 31 – clarinet, bassoon, percussion, piano, violin and cello (1986) 
 
ARIA 5, op. 32 – cello (1986) 
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SEPTETTO, op. 33  – clarinet, bassoon, percussion, piano, guitar, violin and cello  
ARIA 6, op. 34 – guitar (1986) 
 
ARIA 7, op. 35 – mandolin (1986) 
 
OCTETTO, op. 36 –  clarinet, bassoon, percussion, piano, guitar, mandolin, violin and cello  (1986) 
 
ARIA 8, op. 37 – clarinet (1986) 
 
QUASIOPERA, op. 38 musical action in two acts for 8 players (1986) 
 
THE FORREST SINGS, op. 39 – film music (1987) 
 
THE SONG OF WOOD, op. 40, no. 1 – film music (1987) 
 
THE SONG OF METAL, op. 40, no. 2 –  film music (1987)  
 
MUSIC TOYS, op. 41, no. 1 – film music (1988) 
 
THE ORGAN, op. 41, no. 2 – film music (1988) 
 
STAIRS, op. 42, no. 1 – film music (1988) 
 
MUSICAL PICNIC, op. 42, no. 2 – film music (1988) 
 
THE PIANO, op. 42, no. 3 – film music(1989) 
 
THE INCURSION, op. 43, no. 1 – film music (1989) 
 
PLANS OF ATTACK, op. 43, no. 2 – film music  (1989)  

 
Table 2 Liviu Dănceanu – Musical creation 1985-1989 

 
Quasiopera, op. 38 (fig. 2) opens a series of new experimental works; it 

was composed in 1986. It is a creation without words for 8 instrumentalists 
playing instrumental theatre and using their voices. A parable of human 
existence, Quasiopera was written on 24 numbers and 5 genre types: 
instrumental solos (arias, fig. 3); recitative for 3-7 singers, ensembles for 2-8 
instrumentalists, choirs for 6-8 voices, and introductory song for clarinet solo. 
It suggests unusual ways of sound production, original ways of sonic creation. 
Extra musical sources – stones clanging, gongs immersed in water, sirens made 
by the author – are combined with traditional sources – Romanian, Indian, 
African folklore (Stoenescu, 1988). 
 
4. Retrievals I (1988-1994). Byzantine music 

The change of regime in Romania found Dănceanu discovering 
Byzantine music. Starting with 1988, Archaeus launched a new stylistic line, 
interposing in concerts works by Dimitrie Suceveanu, Domeţian Vlahul, 
Nectarie Frimu, Macarie Ieromonahul, Anton Pann (the adapted instrumental 
version/subtly arranged by the conductor). New sound and spiritual ambience  
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inspired the composer’s creative style (Chinonic for chamber orchestra, 1994), 
saving the Byzantine paradigm in the personal archive of  sound and expressive 
symbols, with returns in various combinations of style in works such as 5’ of 
Millenium, op. 98 (2005), Hexaih, op. 147 (2012). 
 

 
 

Fig. 2 Liviu Dănceanu, Quasiopera, op. 38, Prologo 
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Fig. 3 Liviu Dănceanu, Quasiopera, op. 38, Aria 2 
 
5. Retrievals II (from 1995). Composition – interpretation – musicology 

A combination of creative and interpretative interests led to a new 
direction beginning with 1992, when the Archaeus ensemble was launched 
worldwide in contemporary music festivals. The composition orders received 
from organising institutions or musical ensembles such as Musica Nova 
(Alicante), Composers Concordance (New York), DePaul University 
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(Chicago), Cleveland Chamber Symphony, Concorde (Dublin) were proof of 
composer Liviu Dănceanu’s international recognition. During that period, the 
musician discovered a world of sound art existing alongside postmodernism, 
focused on the recovery and/or reintegration of tradition. The experience of the 
West was the impulse to imagine musical narrations illustrating a diachrony of 
styles. Therefore, cycle History (History 1, op. 71 – bassoon, cello and tape, 
1997; History 2, op. 77 – oboe, clarinet, bassoon, percussion, piano, violin, 
1999: History-Rhapsody, op. 75 – orchestra, 1999) continued with similar 
opera that dominated the composer’s latest 10 years. 

 
 

Fig. 4 Liviu Dănceanu, History 2, op. 75, Preludium 
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History 2, op. 75 (1998) was written for a chamber ensemble made of 
oboe, clarinet, bassoon, keyboards, violin, cello, and a wide range of 
percussion instruments (fig. 4). The work was created as a history of musical 
genre/styles, “rewritten” using modern perspective or vocabulary. The progress 
of its stages – Prelude; Organum;  Motetus; Canon; Choral; Menuetto; 
Impromtus; Textures; Musique repetitive; Postludium – shows us the 
reconsidered form, personal reflection and interpretation of historically 
acknowledged styles. 

At the end of the 90s, Liviu Dănceanu started a period of summarizing, 
achievements and innovation of his conception of music. Eseuri implozive 
(alpha) [Implosive essays (alpha)], 1998; Eseuri implozive (beta) [Implosive 
essays (beta)], 2001; Introducere în epistomologia muzicii [Introduction to the 
epistemology of music], 2003; Cartea cu dansuri [The book of dances], 2004; 
Eseuri implozive (gamma) [Implosive essays (gamma)], 2005; Anotimpurile 
muzicii. Primăvara [Seasons of music. Spring], 2006; Atelier 04-08 [Workshop 
04-08], 2008; Apocalipsa muzicii savante [The apocalypse of scholarly music], 
2009; Jurnal parțial sonor [Partially audible diary], 2009; Jurnal de citit 
ascultând muzică [Diary to read while listening to music], 2009; Seminarii în 
cheia Do [C-Key Seminars], 2009; De Musicae Natura, 2012 – are just a few 
titles.  

The paper Introducere în epistemologia muzicii [Introduction to the 
epistemology of music] (Dănceanu, 2003) is to be noted as the author suggests 
a new theory of musical knowledge, mainly structural-systemic, reflexive-
phenomenological and only implicitly stylistic. Along the special couples of 
notions structuring the organization of music, we may observe the way in 
which Liviu Dănceanu arranges the history of music. The author establishes 5 
stages: 1. Initial phase, pre-historic dominated by natural sonic expression;     
2. Synthetic phase, the co-existance of several worlds that regulated themselves 
based on a paradigmatic mythological model; Subordination phase dominant, 
from the poliphony of Renaisance to Romanticism; 4. Atomization phase, 
language overlap characterized by anarchy (20th century); 5. Maturity phase, 
the interplay and mixture of styles (modern period). 
 
6. Conclusions 

“Music is only one road among others” said Xenakis. For Dănceanu, it 
remained the road he chose. His great bet was development through 
knowledge, creation and expression. The emphasized features of his art and 
musical studies about specific cultural features enhance the bet while he sets 
himself apart from a world that sometimes brings him sorrow. “Willingly or 
not, we are all pensioners in a reservation of modern music. Composers (may 
be more numerous than ever), performers (histrionic or authentic), a public (as 
to fit at the last supper); a rare type of artist, bizarre or just exotic populating 
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what we optimistically call – a reservation, pessimistically – a ghetto or 
neutrally – a barrack.” (Dănceanu, 2003, p. 127) 

The creation and the musicology of Liviu Dănceanu are built in a highly 
elevated cultural space shaping a world in itself, a world of new designs and 
considerations of the practices and musical events recorded in history. Therefore, 
he develops a new theory of the art of sound (Introduction to musical 
epistemology) or rebuilds old genres through a series of quasi compositions. 
“Vector-based development of musical history” appears in compositions such as 
the History cycle or becomes a topic of intense debate in the study Scholarly 
music and the end of its history. By experiencing and assimilating the avant-
garde, Dănceanu goes beyond it at the same time keeping its vocabulary and 
ways of expression in order to fight by means of sound and word for the cultural, 
aesthetic and ethical values of modern musical art.  
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Grigore Constantinescu, Patru secole de operă. Istorie şi stiluri, 
personalităţi creatoare, capodopere, repertorii [Four centuries of opera. 
History and styles, creators, masterpieces, repertoires]. București: Editura 
ONB, 2014. 
 

There is no doubt that closeness to lyrical theatre felt from different 
angles by the receptor musician (critic, journalist, and musicologist) involves 
an extremely complex responsibility due to multiple issues that an author 
should consider in his work. Therefore, the distinguished researcher Grigore 
Constantinescu convinced us over the years by his numerous articles, 
chronicles, reviews, history of music and stylistics monographs, dictionaries  
that opera, the fascinating performance over the centuries is a vivid and 
challenging phenomenon under continuous change that needs to be captured, 
explained, commented, judged and interpreted from all perspectives. This time 
we are in front of a huge challenge and musicological accomplishment. The 
book Four centuries of opera. History and styles, creators, masterpieces, 
repertoires, published by the National Press of the Opera in Bucharest 2014. It 
is the culmination of work dedicated to a life-time passion of the master, the 
opera. Even though Romanian and international research has been published 
important books in this area, we believe that this work is unique, a unique 
encyclopedia in specialized literature, aimed to provide every detail of a genre. 

What argument support this statement that may appear exaggerated to 
some people? Well, if we look into a large part of varied European dictionaries, 
encyclopedias of opera (French, German, Italian, English), we may notice that 
articles focused on presenting the biographical and composition aspects of a 
creator belonging to any stylistic age are written by different authors. To add 
more, the articles are usually written by a team of authors as it is difficult for 
one author to cover all styles, creators, masterpieces and repertoires. 

The Romanian musicological research, the master Grigore 
Constantinescu proved that the impossible could become reality by publishing 
such a big book. It is divided into three parts opening with a Prologue to the 
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history of opera, followed by (Baroque and Classical opera; Musical theater in 
Romanticism, Romantic national schools; Modern and contemporary opera) 
and ended with the Epilogue – Lyrical theatres of the world. The book 
impresses by its ability to summarize multiple information, even though it is 
well-known, it is presented in a coherent and presented in a unique clear style. 
Secondly, the book stirs reader’s interest by the novelty of its ideas on different 
performances of creators viewed as minor until recently, whether out of 
ignorance or because some of the scores were not known or some of the 
performances have not been seen. Moreover, the desire of the writer to present 
the less known works reflects a novel concept of style and modernity. We refer 
to the summary of thematic, stylistic and language features deriving for the 
creations of composers neglected until now due to lack of documents that 
represent in Constantinescu’s view the foundation of affirmation of great 
composers of composers: Wolfgang Amadeus Mozart, Giuseppe Verdi, 
Richard Wagner, Giacomo Puccini, Alban Berg, Benjamin Britten, etc. It is not 
by accident that we mentioned these representative names, as 509 pages 
include the systematization of data, information about composers, stage works, 
topic content, the relation of librettos with characters and sound, in addition to 
analytical, stylistic, aesthetic comments of librettos. The author gives us true 
moments of grace by his comments full of hermeneutics of the work of Mozart 
(The Magic Flute), Wagner (Tristan und Isolde) and Verdi (Traviata). For 
instance, for the latter opera, Grigore Constantinescu provides a deep 
musicological commentary, starting from composer’s psychological and 
emotional motivations for the libretto, resulting in a text of great expressivity 
in describing the meanings of the time and over time of a controversial 
character Violeta. 

Mentioning just a few features of this study, it is obvious that the book 
goes beyond a mere history book or encyclopedia of the genre that summarizes 
information as its author undertakes multiple roles: a historian, an aesthetician, 
a critic, a psychologist, an opera philosopher. This is the case of pages that 
provide a criticism of emblematic composers for the 19th century, namely, their 
reception at the time, arguments presented in the sub-chapters: For and against 
Wagner – Friedrich Nietzsche, Charles Baudelaire. 

As we continue the reading of the book, the author never stops in 
amazing us by his force of presenting and empathy with the entire issue. So, we 
easily go beyond traditional systematizations of creators and their work and the 
view according to which the history of music in general and specifically of 
opera involves standardized classifications, many times simplistic of 
accomplishments and failures of artists. Well, Grigore Constantinescu, the 
musicologist of high culture, discusses in detail the psychology of experiences 
accumulated by artists gaining the understanding and relevance of their works. 

Another aspect that is worth mentioning is the activity of the authors as a 
musical critic, he gives special importance to interpreters, mentioning 



91 

important singers of the 19th century and discussing the characters for each 
type of voice or talking about the technical and expressive difficulty that 
interpreters face in the 20th and 21st centuries. Also, we also noticed the key 
role that any historian should undertake when the researcher talks about 
receptivity, recognition of specific scores of the 20th century that have been 
explained not only by the literary value of their librettos, but also  by their 
quality, by the power of suggestion of their sound. For this purpose, the author 
mentions the operas of Francis Poulenc, interpreted successfully contrary to 
scores of Darius Milhaud, which despite their complex libretto did not manage 
to pass through time easily. In a natural discourse, in his presentation of 
modern French opera, Grigore Constantinescu integrates the names of 
composers of Romanian origin who worked abroad (Marcel Mihalovici, 
Marius Constant, Vladimir Cosma), important names of international repertoire 
(Claude Debussy, Maurice Ravel, Gustav Charpentier or Olivier Messiaen). 

Written in a stylistic symbiosis of musicology with literature, in which 
ideas are so clearly presented so as the well-selected words full of gentility 
play the role of strengthening their meaning, the book shows us step by step 
that the vision of the musicologist, researcher and distinguished professor 
Grigore Constantinescu, Four centuries of opera, is more than a presentation of 
facts, events, personalities in a chronological order. We see more than that, 
accomplished artistic destinies or in search of an ideal stated in works with 
diverse colorful topics that are not accidental but rather the result of many 
factors (psychological, aesthetic, philosophical, political, cultural, musical) that 
intertwine giving to readers a feeling that past performances may be reshaped 
into modern ones giving us the freedom of meditating on the future of 
performances. 
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Carmen Chelaru (coord.), Studii de muzicologie de & despre Vasile 
Spătărelu [Studies of Musicology by & about Vasile Spătărelu], Iași: 
Editura Artes, 2015.                  

 
A bulk of literature has been written abroad and in Romania about music 

and musicians – bestsellers, artistic biographies and also many sophisticated 
studies aimed at experts. Nonetheless, the research and promotion of composer 
Vasile Spătărelu’s work initiated by musicologist Carmen Chelaru is an 
exceptional work, contrary to usual cultural products. An exceptional work in 
its consistence – put into practice by means of an edited volume, Studies of 
Musicology by & about Vasile Spătărelu, and in some of the master’s scores 
(Epitaph 1989. Meditations about Enescu III; The ridiculous precious – voice 
and piano; String Quartet no. 1; Sinfonieta); studies of outstanding quality 
bringing a new depth of understanding of the creator’s world, the founder of 
the modern school of composition in Iași. 

On the other hand, the discussion includes one of the favorite topics of 
Iași musicology, the history of composition in the old capital of Moldova. The 
field of research developed by means of doctoral and post-doctoral studies, 
some completed and  others ready to be published, and  also through team 
projects that have already become known (Achim Stoia 2010, edited by 
musicologist Paula Bălan; a series of scores, Restitutio, initiated by composer 
Viorel Munteanu and the list could be continued).  

More varied and complex, the volume Studies of Musicology by & about 
Vasile Spătărelu works as a mirror with two sides, one in which the creator is 
reflected and the other providing a true image of musicology in Iași – authors 
belonging to all generations, the ones who have just completed their doctoral 
studies (Mihaela Balan) and the authors already recognized through their 
volumes and articles, personal research methods, such as Gheorghe Duțică and 
Carmen Chelaru. In what follows, we will describe their contribution to 
knowledge development and underline specific features of each study, 
therefore recreating the image of Vasile Spătărelu’s style as it may be seen in 
the content of the volume.  
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Studies on a single work  
In her article Tradiție și inovație în Sonata pentru pian de Vasile 

Spătărelu [Tradition and Innovation in Piano Sonata by Vasile Spătărelu] 
Mihaela-Georgiana Balan discovers the defining stylistic features of his music 
as already present in this composition of his early youth (1962). Along with the 
rigour of coherence and proportionality, the author identifies two alternating 
styles in the technique of the work: abstract sonority obtained through modal 
intonation cutouts from the chromatic total and modal sonority of folk origin 
with warm, colorful, central tonal harmonies. Comparisons made with similar 
works of composers such as Tiberiu Olah and Liviu Glodeanu show 
Spătărelu’s blending into the Romanian creative context of the 1950s and ’60s. 

The study Vasile Spătărelu. Trei lieduri pe versuri de Nichita Stănescu 
(1978) [Vasile Spătărelu. Three songs on poems by Nikita Stănescu (1978)] by 
Anca Simona Ciobanu underlines another distinctive feature of the composer: 
intuition, emotion, recomposing poetics and poetry. The author focuses on the 
means of musical composition: infinite melodic inspiration, richness and the 
variety of chromatic harmony, finally concluding: “Vasile Spătărelu penetrates 
into the depth of the text, amplifies its poetic meaning, shapes its atmosphere 
and enriches it with new expressive features” (p. 120).  The study also stresses 
the author’s preference for depressive expression defined by unrest, fear, 
nostalgia and pain. 

“Prețioasele ridicole” – sărbătoare a spiritului comic [“The Precious 
Ridiculous” – a feast of the comic spirit] by Consuela Radu-Țaga is a 
consistent study that takes advantage of the author’s experience as a performer 
and conductor and makes use of her skills in analyzing musicology. The article 
also presents another artistic direction of the composer, the neoclassical 
inclination with a postmodern contextualization – an ironic, satirical expression 
that identifies the musical and artistic vocabulary of comic effects.  

In “Epitaf 1989” (“Meditații la Enescu” III sau Variațiuni poematice pe 
o temă de Enescu) [“Epitaph 1989” (“Meditations on Enescu” III) or Poetic 
variations on a theme by Enescu] Anca Mihaela Sîrbu looks into the last 
symphonic work of Vasile Spătărelu (2002), which was also the topic of his 
doctoral dissertation. The study underlines the ideas from the composer’s 
dissertation and also incorporates the author’s own experience as a composer 
and conductor. The article underlines the two articulation modes of the two 
starting points of the composition – the events of 1989, inspiring a quasi-
programmatic music, “a musical script of emotions, declared and commented 
in a pseudo program” – and a personal note underlined by the use of Enescu’s 
resources – the two directions uniting by citing psalm song “Smooth Light”. 

The study Soluții de prelucrare în Liturghia psaltică în glasul al III-lea și 
prelucrare corală la trei voci de Preot Florin Bucescu și Vasile Spătărelu [On 
the Psaltic liturgy in the third mode by Priest Florin Bucescu and Vasile 
Spătărelu] is written by Irina Zamfira Dănilă who discusses the composer’s last 
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creation (2005) as having the meaning of a spiritual Christian revival and being 
the outcome of a great friendship resulted in an artistic cooperation. 
 
Overview studies 

Carmen Chelaru is the author of an extended study Cvartetul de coarde 
în creația lui Vasile Spătărelu [String Quartet in Vasile Spătărelu’s Work] – an 
original research in the bibliography of this topic. The intertwining of a 
historical analysis, revealing cultural contextualizing information, with the 
approach of a competent music critic expressing her personal views and the 
sober and clear architectural analyses defines the musicological style of the 
author. The analysis of the four string quartets composed by Vasile Spătărelu at 
intervals of more than ten years (1961, 1974, 1982) gave the author the chance 
to discover dominant areas of expression – depressive, expressionistically 
tense, ironic, sarcastic (obvious by integrating march Go forward, comrades – 
Quartet II in the quartet writing). The awareness of the value of the composer’s 
creations leads to firm conclusions: Vasile Spătărelu stands out by “mastering 
the craft, understanding the tradition and the masters of the genre, having a 
creative gift”.  

Gheorghe Duțică’s study – Ars Choralis sau despre Poeticile lui Vasile 
Spătărelu [Ars choralis or on the Poetics of Vasile Spătărelu] – stands out from 
the general tone of the book through its original, subtle and expressive 
musicological style. Vasile Spătărelu’s vocation for choral art – an 
accumulation of abilities for poetry, articulation and harmonic sound subtleties 
– has always been recognized and admired and is becoming a source of 
inspiration for poetic musicology, able to express the ineffable artistic 
syncretism. The relation among harmony, polyphony and symmetry of form is 
the poetics between space and time; the strategy of intonation density is 
expressed by the poetics of chromatic fullness, the reversed chromatic formula 
creates the poetics of ambiguity and evasion; the source of rebirth of Vasile 
Spătărelu’s choral writing is defined through nostalgia of nostalgia or poetics 
of amnesia. Gheorghe Duțică’s roles as a composer and poet claim their rights, 
penetrating into his musicology where a rigorous method of structural analysis, 
novel academic vocabulary – results in a sublimation of technique in poetry. 
By defining Vasile Spătărelu’s style outside the conventions of the 20th century 
as using “the attitude of the creative self”, we recognize the thought of another 
music author that views creation as an autonomous act.  

Armonie și polifonie în colindele pentru cor mixt de Vasile Spătărelu 
[Harmony and polyphony in carols for mixed choir by Vasile Spătărelu] is an 
extremely rigorous and terminologicaly accurate modern study written by 
Luminiţa Duţică. It includes a creative application of important concepts of 
musical theory coined by Gheorghe Duţică and Dan Voiculescu and the 
integration of the analysis with a larger research interest of the author: a series 
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of studies on the plurivocal techniques in coral carols of some composers in 
Transylvania: Sabin Drăgoi, Sigismund Toduţă, Adrian Pop and others.  

The chapter Vasile Spătărelu și Festivalul Muzicii Românești [Vasile 
Spătărelu and the Romanian Music Festival] is an extension of the 
monographic research conducted by Florin Luchian, published under the title 
Festivalul Muzicii Românești. Istorie, receptare critică și management 
[Romanian Music Festival. History, critical reception and management]    
(2014). It presents a typical case for Romanian musical life: beginning with 
1973, the festival became a stimulus for the creation of composers from Iași 
whose names started to appear frequently on concert posters. They supported 
the development of this event shaping the specific features of the Iași festival.  

The editor’s vision is reflected well in the title – Studies of Musicology by 
& about Vasile Spătărelu. Therefore, it begins with the composer’s scientific 
work and his recognition in the world of music – through the inclusion of his 
doctoral thesis (Meditations on Enescu. A creative project for the shaping of 
musical thought between tradition and modernity) defended at the “Gheorghe 
Dima” Academy of Music in Cluj-Napoca in 2002 and the reports of the 
doctoral review committee made up of the following professors: Valentin 
Timaru (Academic advisor), Octavian Lazăr Cosma, Hans Peter Türk, Mihail 
Cozmei, Bujor Dânşorean. After the nine original studies of musicological 
research, the edition ends with the image of the creator colored by several 
refined aesthetic studies (also included in the volume Our Vasile Spătărelu, 
2013 and/or other publications) by Anca Sîrbu, Florin Bucescu, Gheorghe 
Duţică and Viorel Munteanu. 

Supported by the Faculty of Performing, Composition and Theoretical 
Music Studies of the “George Enescu” University of Arts, the Spătărelu 
Project shows power and unity contradicting the modern tendency towards a 
dispersion of life and creation and the fragmentation of life into minor, 
redundant, insignificant activities. Musicologist Carmen Chelaru has managed 
to unite creative forces for which love, respect and admiration for Vasile 
Spătărelu has turned into an inspiring stimulus, has strengthened their 
professionalism and also contributed to the development of music science. The 
volume has definitely contributed to attaining a more nuanced and contextual 
understanding of the great master’s music. 
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Manfred F. Bukofzer, Music in the Baroque Era1, London, J. M. Dent & 
Sons Ltd., 1948. 

The author of this study, Manfred F. Bukofzer (1910-1955), is an 
acknowledged German origin American humanist. He graduated in Berlin at 
Stern Conservatory and at Hochschule für Musik, being the student of 
Schering, Sachs, Wolf, Blume (Musicology), and of Hindemith (Composition). 
He left his country in 1933 to study at Basel University, where he achieved the 
doctorate (1936). He settled in 1939 in the U.S.A. and was Professor at 
Berkeley-California University since 1941 till the end of his life. His musical 
career is based on early period researches, and especially, the baroque one. 
Music in the Baroque Era study is one of reference in the baroque field, 
criticized by some scholars because of the german preference for the XVIIth 
century musical style development, diminishing the importance of the opera 
(born in Italy).  His musical preocupation also included the specialization in 
XIV-XVIth centuries English music and music theory, and in the same time, he
was recognized as a gifted conductor (Sydney, 2001, p. 567).

From the beginning, we notice the German tradition’s revaluation for 
the Baroque historical assessment, and the book’s subtitle – “FROM 
Monteverdi TO Bach” – certifies this position. Somehow, surprises us that the 
author didn’t conceive the subtitle “From Camerata Fiorentina to Händel” 
supporting thereby the opera – the most spoiled, controversed, disputed, 
praised, but also the most expensive and the most criticized performance 
displayed just from his early stages at royal courts in order to praise the 
nobility and the clergy. Therefore, it surprises us that the author elected Bach 
for the book’s subtitle, although himself characterizes Händel “the last great 
master of baroque music and exact contemporary of Bach and Domenico 
Scarlatti” (Bukofzer, 1948, p. 314).  

The study comprises 492 pages, from which 411 are effective researches 
– organised in twelve chapters2 and subchapters, followed by Appendices. The

∗ carmenvalentinaferaru@yahoo.com 
1 Music in the Baroque Era was published for the first time in 1947 in the U.S.A., at Vail-
Ballou Press, and one year later, in Great Britain, at London, J. M. Dent & Sons Ltd. 
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last ones comprise 27 pages for Bibliography – with almost 950 books titles, 
and even so, incomplete, as the author recognizes: “Although it is the largest 
bibliography of baroque music ever printed it is far from being complete.” 
(Bukofzer, 1948, p. xiv) This list is preceded by another one, the Checklist of 
Baroque Books on Music – containing almost 500 titles, of extreme importance 
for those interested in the fascinating Baroque world. This is an overwhelming 
study, it comprises a huge content of facts, very hard to overfill into a limited 
time period, it could be understood and analyzed possessing further musical, 
historical and geographical information, quite profound. With this title, the 
author opens the way for some next researches, as we find out from Chapter IX 
of his study: “[…] the intricate interchange between his vocal and instrumental 
music have not yet been systematically investigated. They represent one of the 
main obligations of the future Händel research.” (Bukofzer, 1948, p. 345)  

The Preface, which belongs to the author, notifies us that this is the first 
English language Baroque music history that it is for the music student, but 
also for music lover. Yet, we think that this study, through the detailed way of 
analyzing the inner subjects, overpasses the knowledge of the music lover. 
Also, in the preface, the author recognizes that “My aim has been not the 
expatiation on the obvious but the explanation of the specific musical results of 
baroque style” (Bukofzer, 1948, p. xiv), avoiding or reducing to a minimum the 
biographical information found in dictionaries. 

The first chapter informs us, as it was naturally, about the meaning of 
baroque term: “The term barocco had originally a derogatory meaning that 
clearly reflects the light in which former generations have seen the seventeenth 
century. The baroque was taken to be a degenerate form of the Renaissance, 
another ‘dark age’ between the limpid cinquecento and the Classicism of the 
eighteen century.” (Bukofzer, 1948, p. 1) Another extremely important aspect 
consists in the setting in time of this age – which, broadly, covers (1600-1750) 
– divided into three stages. These make references to Italy – in the other 
countries we found a delay. For Italy we can talk about the early Baroque 
(1580-1630), the middle Baroque (1630-1680) and the late Baroque (1680-
1730). Of huge importance is considered by the author, the passing from 
Renaissance to Baroque, which differs from all other stylistic changes because 
the old style wasn’t cast away, but it was preserved deliberately as a secondary 
language. So, the composers became bilingual, the old style – stile antico 
preserved as a model the palestrinian counterpoint, and the monody was 

                                                                                                                                 
2 These are: Ch. I-Renaissance versus Baroque Music; Ch. II-Early Baroque in Italy; Ch. III-
Early and Middle Baroque in the Northern Countries; Ch. IV-Italian music of the Middle 
Baroque; Ch. V-French Music under the Absolutism; Ch. VI-English Music during the 
Commenwealthand Restoration; Ch. VII-Late Baroque: Luxuriant Counterpoint and Concerto 
Style; Ch. VIII-Fusion of National Styles: Bach; Ch. IX-Coordination of National Styles: 
Händel; Ch. X-Form in Baroque Music; Ch. XI-Musical Thought of the Baroque Era; Ch. XII-
Sociology of Baroque Music. 
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empowered for the new style – stile moderno. The monody – this laboratory 
creation of Camerata Fiorentina – was therefore, the opponent to the 
Renaissance writing. The author Manfred Bukofzer remarks the observation 
made by the composer and scholar Angelo Berardi (1636-1694) in his work, 
Miscellanea Musicale (1689): “The old masters [of the Renaisance] had only 
one style and one practice, the moderns have three styles, church, chamber and 
theatre style, and two practices, the first and the second.” (Bukofzer, 1948, p. 
4) The stile antico-stile moderno opposition, like the prima prattica-seconda 
prattica and stylus gravis-stylus luxurians opposition, is more thoroughly 
reflected through the opposition of Renaissance and Baroque musical language 
elements.  

In the first seven chapters the author invites us to find out the musical 
Baroque chronological evolution within some European countries – Italy, The 
Northern Country, England, Germany – what events took place, what musical 
styles have been heard, which composers have left their mark on the artistic life 
– all these information being followed by a plenty of musical examples. 
Chapters VIII and IX are dedicated to the two peaks of the Baroque music – 
Bach and, respectively Händel –, and the last three chapters refer to the form, 
musical thought and sociology of the baroque music. 

 So, the Italian early Baroque is labeled about 1600 by the emergence of 
recitative or stile rappresentativo, with a crucially contribution in the 
emergence of opera, the first work in this style being Dafne (1597?), composed 
by Jacopo Peri (1561-1633) and staged in Florence, followed in the same year 
in Rome, by the first oratory Rappresentazione di Anima e di Corpo, by Emilio 
de’ Cavalieri. After Florence, have followed Mantua, where, in 1607 took 
place the staging of the first masterpiece from this style history: Orfeo, by 
Claudio Monteverdi (1567-1643) – characterized through full of pathos – stile 
rappresentativo, closed musical forms: strophic air, madrigal, dance song, 
chamber duet, lavish orchestration considered revolutionary at that time.  

The opera continued its success rising in Rome – after 1620, and Venice 
– after 1640. Stylistically, every city contributed at the style progress, so that 
the early opera could be divided into Florentine recitative opera, choir Roman 
opera and solo Venetian opera. The beginning of the Venetian opera is 
overlapped with the opening in 1637 of the first commercial opera theatre, San 
Cassiano. While Italy is thought to be the first musical pole because of the 
emergence of the monody, the second pole was England with an abstract 
instrumental style influence, took over by Netherlands and followed by the 
other European countries. English music in this stage overlapped only 
chronologically, not stylistically with the Italian one, English composers’ 
works belonging to the Renaissance polyphonic style.  

In Germany, the early Baroque music was influenced by the Italian one, 
used by the south German composers, and in the middle Baroque was 
influenced by the French music.  
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The middle Baroque is the cradle of belcanto style, emerged almost 
simultaneously between 1630-1640 into cantata and Italian opera, being 
associated with two famous composers of the age – Francesco Cavalli 1602-
1676) in Venice and Luigi Rossi (1597-1653) in Rome. With the harmonic 
abridgement, stylistic evolution of the musical language made in middle 
Baroque the differentiation of monody in recitative, arioso and air. Like the 
belcanto, the tonality emerged from two cores: the Neapolitan opera and the 
Bolognese instrumental school. The emergence of tonality around 1680 opened 
a harmonic frame which enabled large forms development, contrapuntal 
writing, followed by the differentiation between opera seria and opera buffa – 
the last one considered “the most conspicuous innovation in the field of opera 
[...]” (Bukofzer, 1948, p. 239). With the baroque musical events, are mentioned 
during this study many composers. Even not all of them are walking today on 
“the celebrities’ avenue”, their contribution let a sign in the musical artistic life 
of their working country, though, not in few cases, these weren’t identical with 
their native country. The author acquaintances us with the intermediates 
between composers and audience – the performers – and in the same time with 
every period style, starting from early Baroque gorgia and ending with the 
astonishing virtuosity ornamental passages rendered by that age stars – the 
castrati (Farinelli, Cafarelli, Nicolini) – and also by the two primadonnas of 
Händel’s operas (Faustina Bordoni and Francesca Cuzzoni).  

In the instrumental field, the best acknowledged performers were the 
composers themselves: D. Scarlatti, J. Händel, J. S. Bach. As a crowning of the 
outstanding musical cumulations, the author reflects through the end of his 
study, the last two above mentioned composers, which he understands them 
like “two great individualities of fundamentally different psychological 
attitudes” (Bukofzer, 1948, p. 349). Concerning Händel, the author offers us 
the specification about his well-known borrowings existing in his works, 
noticing that the ones of his own works are more substantially than the ones 
from other composers, which is confirmed in the volume Händel’s Operas 
(Dean & Knapp, 2006). 

 Music in the Baroque Era study belonging to the teacher and 
musicologist Manfred F. Bukofzer, refers to the about 150 years of Baroque 
music which permeated the most developed economically, politically and 
culturally European countries – Italy, France, Germany, England, with short 
references to The Iberian Peninsula, New Spain, and Colonial America. We’ll 
find, also, an analysis for some musical species of length (opera, oratory, 
cantata, concert), but even the particularization for some, such as, the airs 
types in Händel’s operas. We’ll discover that the music life in the Baroque era 
recorded extraordinary beginnings for the language music evolution: the 
recitative or stile rappresentativo was seen as “the most important turning 
point in the entire music history” (Bukofzer, 1948, p. 25), contributing to the 
emergence of opera, oratory and cantata. At her turn, cantata represented “the 
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most valuable vocal music of the late Baroque” (Bukofzer, 1948, p. 245), the 
tonality – “the most momentous harmonic innovation of the baroque period” 
(Bukofzer, 1948, p. 385), and the belcanto style – “one of the most significant 
contributions to the stylistic development of the baroque era” (Bukofzer, 1948, 
p. 118). 

We can conclude that the musical Baroque is closely related with some 
characteristic elements – Camerata Fiorentina, recitative, monody, opera 
(Opera Seria, Opera Buffa), cantata, oratory, aria, ornament, affect, castrato, 
concert, entertainment, basso continuo (Riemann named the baroque period 
Generallbass-Zeitalter3 – Bukofzer, 1948, p. 11) – all of them representing 
essential compounds for the period perception. We think that Music in the 
Baroque Era study is very useful also for the ones professional preoccupied 
and involved in the present revival which are part of the Revival trend- 
renaissance of the Baroque music (including the Renaissance and Medieval 
one), the information representing the initium for the masterly craftsmanship. 
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