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Editorial 
 
Romanian music – stylistic identity and context 

 
 
How are Romanian music works situated in the European or worldwide 

context – this has been the fundamental topic of musicological research in 
Romania for twenty years, to which the contents of issue 16 of Artes. Journal 
of musicology are affiliated. By studying both historical and contemporary 
Romanian composition in relation to the world of music, the authors of the 
articles, also present in the similarly-themed symposion at the 19th edition of 
the FESTIVAL OF ROMANIAN MUSIC, Iaşi, October 2016, intend to 
overcome the paradoxical peak stage of 1970 to 1990. On the one hand, that 
period was characterised by an eruption of substantial information, by a 
scientific level and the originality manifested especially in the study of George 
Enescu's works. On another hand, however, a nationalistic ideology coupled 
with an increasingly abstract/conceptual analysis of musical language and the 
lack of translations into European languages determined the composition of a 
unilateral partial picture and deepened the low level of knowledge of our music 
available in the international artistic and scientific world. 

Varying in range, the studies featured in this issue offer novel topics in 
the announced thematic area: rediscussing old Romanian music from the 
perspective of  the relativity in contemporary historical researh, reassessing 
works or texts about music by connecting them to the European sources of the 
time, specific contributions to the knowledge about certain compositions, 
theoretical concepts belonging to Romanian composers from neighbouring 
territories, premiere analyses of recent works, etc. We continue to present 
volumes of musicology by reviewing a substantial and significant restitution to 
the research of Romanian folklore. Ph.D. candidates, developing musicologists 
or personalities of musical research from Iaşi, Bucharest, Chişinău, Braşov 
propose a dialogue of ideas about and images of the Romanian art of sound 
through the contemporary means and directions of the science of music. 

 
 

Editor-in-chief, 
Prof. Laura Vasiliu, Ph.D. 
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Required Dichotomies in the Romanian (Music) History 
– Regarding Antique and Medieval Eras 

 
CARMEN CHELARU 

“George Enescu” National University of Arts, Iași 
ROMANIA 

  
 

Abstract: History recounts subjective facts and thoughts that nevertheless must be 
approached impartially. Two important historians, Neagu Djuvara and Lucian Boia 
discuss this topic in a new perspective, far from sympathies and antipathies, as well as 
manipulations of any kind. So, they provide a valuable example that may also be 
applied to the history of arts, including the Romanian musical art. The study provides 
a synthetic view on the history of music in the Carpatho-Danubian territory over three 
periods – pre-Roman, Daco-Roman, and Middle Ages. Although there is little material 
evidence about Thracians, Getae and Dacians, a lot has been said and written on this 
issue. As long as we lack sufficient internal and plausible evidence, we may just make 
suppositions concerning the music of these ancestors.  

Folklore was the oldest musical branch that had preceded the formation of the 
Romanian language. It is difficult though to establish whether traditional artistic 
productions belonged to the Getae-Dacian layer or to the Latin one. Two branches 
may be identified in the early local medieval music: the traditional and the religious 
one. The first did not evolve differently compared to the previous period. The religious 
music developed according to the social organization and ethnic statements. The 
genuine Middle Ages brought with it the existence of three important musical 
branches: folklore, religious and court music.  

This writing does not seek to be original but rather aims to provide an objective 
image referring at information and documents found by famous historians and 
historians of music. 
 
Keywords: Dacians, Slavs, folklore, Byzantine, history 
 
1. Introduction 

I have often found high subjectivity expressed by an extremely positive 
attitude in the acknowledge of Romanian historical commentary. Lately, two 
personalities of Romanian historical research have kept my attention and 
motivated me to approach this subject: Professor Neagu Djuvara – one-
hundred-years old but always young at heart – and the non-aligned highly 
argumentative historian, Lucian Boia. Thus, I discovered in a new light both 
general Romanian history in its diversity and complexity and by extrapolation 
and by means of specific notions and proper reasoning, the history of 

                                                 
 carmen.chelaru@gmail.com; https://docs.com/carmen-chelaru 
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Carpathian and Danubian musical art. Among the main features of the history, 
Professor Neagu Djuvara underlines its subjective nature.  

“Yet historians primarily deal with people – individuals or groups, therefore 
subjects, not objects and in order to understand these subjects they too have to 
be subjective. They will be trying very hard to relate with various mentalities 
and opinions, one after the other, some of them contradictory (individual, 
national, religious, doctrinal etc.). Their impartiality can only stem from a 
succession of partialities, constructed as honestly as possible.” (Djuvara, 
2015, p. 6) 

Accordingly, Lucian Boia dismantles what he calls “the founding 
myths” of our history (2011, p. 143) from the armor of religiosity by 
conferring them their true image or describing an interpretable historic 
character and by eliminating as much as possible passionate excesses that so 
often produced deformed images and conclusions1. He compared the 
subjectivity of the history to René Magritte‟s painting The Treachery of 
Images (Magritte Pipe) – “Ceci n‟est pas une pipe” (This is not a pipe). A 
history book is a representation of the history, not the history itself (Boia, 
2016, p. 7). Following this idea, we should approach the facts more carefully, 
other than immutable, definitely, categorically. History has been and remains 
a useful tool of manipulation by adding subjective interpretations – whether 
too positive or negative – to the already existent and inevitable subjectivism 
of information transmission over time. History is always changing not only 
because new data appear but also due to their various interpretations. 

N. Djuvara notices two weaknesses that affected over time the 
impartiality of Romanian commentators: the first refers to the view that 
“national interest asked us to select data related to the past of our people.” 
The second view states that our history is not correlated with the European 
history, especially with the one of Central and Eastern Europe. “We held 
stubbornly to build a history closed among ourselves, to imagine an 
autogenesis of the Romanian people, a kind of „spontaneous generation‟ of 
the Romanian people, making nation‟s slow formation virtually 
incomprehensible.” (Djuvara, 2011, Thocomerius…, pp. 7-8) 

This study aims to summarize two important stages in the history of our 
culture (including references to significant musical aspects): the period 
preceding the building of medieval states Moldavia and Wallachia and late 
Middle Ages, 14th to 19th century. The writings describing the two periods 
contain, at least in terms of music, apparently definite conclusions, which 
(perhaps for this reason) are not so interesting for researchers or amateurs, 
such as writings belonging to Romanticism, Modernity and contemporary 
                                                 
1 I would compare his view of Romanian history with that of the director and scriptwriter Milos 
Forman in the way he shaped Mozart in the famous movie Amadeus. Both dismantled the 
myths of excessively idealized and ideologized figures traditionally seen as untouchable. 
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times, as if the truth has been established once and forever and any doubt is 
excluded. But, a more shaded understanding of ancient history may help in 
comprehension of the modern period. Besides, as Lucian Boia noted, “until 
the 14th century [...], except an important but limited in time Roman 
Dobrogea and Dacia and later Transylvania included into the Kingdom of 
Hungary, this region did not produce written information” (2015, pp. 61-65). 
Information, continues L. Boia, are provided from abroad with inevitable 
deformations, on the one hand, caused by the subjectivity of the intermediary 
sources and, on the other hand, due to commentator‟s subjectivity. Later, 
those who had taken over the information also acted based on their own 
subjectivity and even selected the most convenient information! We believe 
therefore that history has not said its last word on any of these periods and 
that any return to impartiality is useful. 

Therefore, the dichotomies we have in view are: general–specific 
feature, national–regional/European, impartial–subjective.  
 
2. Several considerations on the Thracian-Getae-Dacian period, also the 
Dacian-Roman Period  

The earliest era in the history of this territory has produced an entire 
literature that has caused lately very unusual reviews (to remain within an 
academic utterance!). It is enough to search the web for the terms the Dacian, 
the Dacians, Dacia to be carried out into an insistent, categoric land 
challenging rush that leaves no doubt for arguments stating that “it was not 
the Dacians who ended up speaking Lation but the Latins spoke Dacian! All 
Latin languages originated in Dacia” (Boia, 2012, p. 39). 

Further comments we grouped below in three main directions: first, the 
territory we are talking about and the periods sequence; secondly, roots, influences, 
ethnic and linguistic stratifications; finally, historical and musical considerations. 
 
2.1. What territory are we talking about?  

According to Strabo2, the Dacians and the Getae lived on the territory 
from Easter Carpathians, Pannonia Land and Danube river (Fig. 1). From the 
historical perspective, we definitely consider this territory as a border: at the 
Roman empire, then the Byzantine, Slavic, Ottoman, Austro-Hungarian, 
Soviet ones; and today it traces the South-Eastern border of the European 
Union (Boia, 2012, pp. 13-17). 

We found several versions of the Romanian history timeline 
(www.didactic.ro, www.ebacalaureat.ro, Manea-Pascu-Teodorescu, 1996, pp. 
7-10); since this is not our goal, we briefly mention as following: pre-history 
                                                 
2 Strabo, 64BC?-24AD? Greek geographer, philosopher, and historian who lived in Asia 
Minor during the transitional period of the Roman Republic into the Roman Empire 
(www.wikipedia.org). 
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or pre-Roman era (till 1st century AD), Ancient period or Dacia Romana 
province (cent. 1-3 AD), Early Middle Ages or migrations era (cent. 3-13 
AD), genuine Middle Ages or Romanian medieval states (cent. 14-18), 
transition to the Modern era or Phanariote times (17113-18214), Modern era 
(1821-1918), Contemporary era (after 1918). 
 

 

Fig. 1 South-Eastern Europe, before 218 BC, according to Strabo 

 
2.2. Were the Dacians and the Getae a Homogeneous Population with The 
Same Language and Culture?  

According to the definition provided by Dex, the term nation is defined 
as “a human community living on the same territory, having the historical 
identity conscience, also having the same language and religion” (DEX, 2009). 
Since this definition seemed not clear enough, we looked for the terms Nation 
and nationality in the prestigious Merriam-Webster Dictionary:  

“Nation – b: a community of people composed of one or more nationalities and 
possessing a more or less defined territory and government; c: a territorial 

                                                 
3 In 1711, the first Greek prince of Phanar quarter of Constantinople began to rule in Moldavia; 
in 1715, another Greek Phanar prince ruled in Wallachia. 
4 In 1821, Tudor Vladimirescu (1780-1821), the Romanian revolutionary, leaded the 
Wallachian uprising against Ottomans. It is considered the ending of Phanariot period in the 
Romanian countries Moldova and Wallachia.  
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division containing a body of people of one or more nationalities and usually 
characterized by relatively large size and independent status. 
Nationality – a: a people having a common origin, tradition, and language and 
capable of forming or actually constituting a nation-state; b: an ethnic group 
constituting one element of a larger unit (as a nation); c: a group of people who 
share the same history, traditions, and language, and who usually live together in 
a particular country.” (Merriam-Webster Dictionary) 

… more haziness. We therefore begin by a preliminary handicap: the terms‟ 
meaning far from clarity, explicitness. Professor Neagu Djuvara offers a 
simpler definition of the tern nation, more comprehensive and convincing by 
historical arguments5: 

“[...] large social human group. Who share a common past and a common future 
project.” (Djuvara, 2011, Răspuns criticilor mei... [Answer for my critics...], p. 57) 

It has been generally accepted that the Thracian, the Getae or the Dacian 
languages left very few traces. The controversies linked to an eventual Dacian 
writing are also not enough so big that these cannot be now taken into 
consideration6. Customs, faith, cultural vestiges are also insufficiently 
convincing to support the idea of cultural unity on the territory between the 
rivers Prut (Dniester), Tisa and Danube in the Neolithic age. In Fig. 1 an ethnic 
diversity in the mentioned territory, before the Roman conquest is obvious; 
Boia is numbering, among Getae and Dacians, also Celts, Scythians, Bastarnae, 
Sarmatians (Boia, 2011, p. 33). The most plausible conclusion, considering the 
times and the vestiges, is concerning the existence of inhabitants organized in 
tribes and geographic regions among which appear common and different 
features. The first leader who tried to unite this population was Burebista (1st 
century BC), it was a success but it did not last long. More stable was the 
kingdom ruled by Decebal (87-106 AD), but finally it also became a Roman 
province.  
 
2.3. What can we know about the music of the pre-Roman period? 

Unfortunately, we do not know more about the music of the Dacians than 
what was known 300 years ago, on the times of Prince Dimitrie Cantemir 
(1673-1723). The changes appeared since then refer mostly to growth and 
improvement or research methods and tools. Among authors who researched 
the oldest layers of our music were such famous people as Theodor T. Burada, 
George Breazul, Béla Bartók, Constantin Brăiloiu, Octavian Lazăr Cosma and 
Gheorghe Ciobanu. We will underline a few summarized conclusions: 

                                                 
5 Arguments included in the section 8 of the mentioned book. 
6 These controversies culminate in the discussion about the three tablets of Tărtăria (Alba 
County). The conditions where these were found and analyzed assessed raise big questions that 
motivate us to treat them with caution.  
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 Information about the pre-Roman music on this land may be found in 
folklore: children folklore, Winter and Spring traditions, agrarian and family 
life rites. The area does not include only the present-day territory of Romania 
but also the Balkans and the Central-European areas.  

 The oldest music „vestiges‟ of our folklore come from three main 
sources/layers: the pre-Roman source, the Latin and the Slavic ones. These 
sources are not separable mainly because of their oldness, of their rather 
complete merger and of further subsequent influences. 

 The Ethnomusicologists (not only Romanian) established that a sign of 
early ages in music is indicated by modal systems with low number of sounds. 
However, these modes are not referring at the precise ethnic layer, but they 
generally reveal the oldness. 

Making analogy with Noam Chomsky‟s Theory of Universal Grammar 
(see also Futrell-Mahowald-Gibson, 2015) and considering the conclusions 
reached by ethnomusicologists7, we may state that there are generative 
elements in the structure of music that are true for the entire humanity in the 
primordial stages of cultural and linguistic evolution. Among these generative 
elements maybe included, for example, the oligo-modes8.  

In his lecture about Musical Phonology9, Leonard Bernstein emphasized a 
relationship between the acoustic resonance – the order of the overtones 
perceived by the human hearing – and the history of the sound systems 
(Bernstein, 1976, pp. 25-39). The same subject has been revealed by the 
musicologist George Breazul (in 1940s), in his researches about the Romanian 
folklore (Breazul, 1981, p. 73). 

Therefore, the existence of the oligo- and pentatonic modes in the 
Romanian folklore does not necessarily indicate the Dacian, Getae or Thracian 
origin, but rather the generally pre-historic layer. The oligo-modes could be 
found in the folklore of almost the entire humanity, close or far from the 
territory we refer to, from Alaska to Land of Fire, from China to Hungary.  

If the oligo-modes are the pre-historic evidence, the melodic and the 
rhythmic structure confer different features for different cultural and 
geographic areas. Therefore, what may be the proof of ethnic specificity are the 
methods of song organization and the rhythmic systems, the specific choice of 
one sort or another among these modal and rhythmic systems (Breazul, 1981, 

                                                 
7 “[...] the primary music and certain vocal technics are «universal acoustic patterns» [C-tin. 
Brăiloiu], therefore they belong to the most, if not to the entire humanity” (Ciobanu, 1974, p. 
59). 
8 oligo-modes: the modes of two, three or four sounds – oligo (gr. oligos) = little, few, 
insufficiency (Merriam-Webster Dictionary). 
9 In 1973, Leonard Bernstein had a series of six lectures on the title The Unanswered Question. 
This series was a component of Bernstein‟s duties for the 1972-73 academic year at Harvard 
University. 
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pp. 110-113). These differences in structure, states Professor Ciobanu, “are due 
to language [...]. By means of its phonetic and grammatical possibilities, 
language [...] generates a system of versification that differs from one ethnic 
group to another” (Ciobanu, 1974, p. 11). 

So, what music has been left to us from Thracian, Getae and Dacians? 
We don‟t know for sure. Researching the primary layers of the Romanian 
traditional music, the ethnomusicologists mention, for instance, the dance of 
the goat (Jocul Caprei) as “the oldest and most spectacular in the Winter 
customs” (Vulcănescu, 1985, p. 433); also, Caloianul used in the rain ritual, 
could be “a sort of god in Dacia” (Burada, 1978, p. 155).  
 

   
Fig. 2 (left) The Goat Dance; (right) Caloian Ritual 

 
The musicologist Octavian Lazăr Cosma proves a cautious attitude: 
“The answer seems to be impossible to find or at least the most difficult in the 
entire Romanian history of music, since we have no music or other relic proving 
a certain stylistic feature.” (Cosma, 1973, p. 19) 

Unfortunately, the statement appears in the context of a large chapter, 
The Art of Thraco-Dacians (Cosma, 1973), where the author depicts a 
consistent image of the Ancient Greek culture (including lots of musical 
details), highlighting assumed Thracian ingredients. Or, on one hand, we do 
not have any proof towards an alleged similarity between the Dacians culture 
and the Thracians one; on the other hand, it‟ hard to admit Greek influences 
coming from the Black Sea colonies upon the inhabitants around the 
Carpathian Mountains. The historian and musicologist Ioana Ștefănescu 
approaches this subject much more prudently, in her remarkable book A 
History of the World Music (Ștefănescu, 1995, p. 6). In the 1st volume,   
chapter 2, the author implies two conclusions: 1) the lack of the „internal‟ 
information (Thracian's, Dacian's, Getae's genuine documents) and 2) the 
Greek and Roman documentary sources, even numerous, supposed to have too 
much subjectivity of those who produced them, plus the subjective opinions of 
those who transmitted this information. 
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For instance, the Romanian historiography took from Herodotus‟ 
Historia the positive quotation only: 

“Getae resisted stubbornly, and were enslaved at once, the bravest and most just 
Thracians of all.” (Herodotus, 1920, book 4, chapter 93) 

The Greek author added: 
“The Thracians are the biggest nation in the world, next to the Indians. If they 
were under one ruler, or united, they would, in my judgment, be invincible and 
the strongest nation on earth. Since, however, there is no way or means to bring 
this about, they are weak.” (Herodotus, 1920, book 5, chapter 3) 

“Among the rest of the Thracians, it is the custom to sell their children for export 
and to take no care of their maidens, allowing them to have intercourse with any 
man they wish.” (Herodotus, 1920, book 5, chapter 6) 

 
2.4. Where and under what conditions the Daco-Romans lived? 

We are not attend into the polemics regarding the continuity of Daco-
Roman population on the Carpathian-Danubian territory after the withdrawal 
of Roman administration (271-275 AD), since we consider that there is 
sufficient evidence to sustain it. Considering the consequences of Roman rule 
in Dacia, especially the linguistic ones, we will describe this stage, as follows:   

There seems to have been two main reasons for the Roman domination in 
the Carpathian-Danubian and Pontic territories: 1) aggressive inroads of the 
Dacians and the Getae to the south of the Danube river – the border of the 
Roman Empire (provinces Moesia Superior and Moesia Inferior until the 1st 
century AD) and 2) alluring information about gold deposits in Dacia. 
Certainly, after the conquest, many inhabitants of the Empire came here being 
driven by the dream of gold (Djuvara, 2015, pp. 14-22), like the Golden Rush 
in Alaska at the end of the 19th century. 

Once conquered, the province Dacia Romana got a great diversity of new 
comers: Roman legionaries and administration officials, veterans, traders, 
treasure hunters (especially gold seekers). Surely, all these did not belong to 
one ethnic group – may be just the officials and the members of the 
administration; others came from the great diversity of the Empire. Naturally, 
Latin was the official language. We will not discuss here the linguistic details 
regarding the method and specific features of Latin penetration into the 
structure of the future Romanian language (Djuvara, 2015, p. 21).  

What seems to be important is the assimilation of several elements of the 
Roman culture by the local population. In this case, the proves are more 
numerous and convincing than those of the previous period. The Roman 
Calendae10 generated the Romanian carols („colinde‟ – Cosma, 1973, p. 39); 
                                                 
10 calendae / kalendae - the first day of every month in the Roman calendar (Online Etymology 
Dictionary). 
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colisalli dedicated to the Roman god of War, Mars, are the origin of the 
Romanian Călușari (Burada, 1974, pp. 58-59; Vulcănescu, 1985, p. 289; 
Kernbach, 1989, pp. 102-103)11 and so on. 

So, how did Daco-Romans sing? It is as hard to establish as for the 
previous age. We may just suppose that the structure of Latin language could 
have had an influence on some part of our musical folklore. There could have 
existed: the music of locals and that of newcomers; religious chant and the 
music that accompanied every day existence of the inhabitants.  

 
3. Centuries 3-14. A Millennium in the shadow?! 

What were the main stages that marked the history of this territory for 
over a millennium, after the Roman retreat? How did Christianity penetrated 
our country? What do we know about the culture, the art, the music of this era?  
– these are the main topics we are going to refer in this chapter. But first of all 
we should remind here Lucian Boia‟s remark: “Almost everything concerning 
this millennium remains a hypothesis…” (Boia, 2012, p. 59). 

Roman rule in Dacia lasted 165 years (between 106-271 AD). After this 
period, the administration and the legions withdrew, without taking with them 
the rest of the population undergoing the full process of interference.  The 
period was followed by a long and mostly tumultuous age until the foundation 
of the medieval states Wallachia, Moldavia and Transylvania. There are few 
certain data about it, their main part come from abroad (see Annex). The 
migratory waves are the common denominator. Different questions arise from 
here that have been given contradictory and unconvincing answers. As Boia 
reveals, “after Romans abandoned Dacia, the territory remained open to the 
invasions and many rulers there have been, one by one, on a divided and 
politically confused land” (Boia, 2012, p. 59).  

We suggest the following historical timeline of the period, between the 
Aurelian retreat12 (end of 3rd century) till the foundation of the semi-
independent principality Transylvania (middle of 16th century)13. We had in 
view two main events with consequences upon the ethnic dynamics on the 
Carpathian-Danubic territory: the Slavic migration and the Eastern Christianity 
penetration: 1. Post-Roman period (centuries 3-6), 2. Slavic migration and 

                                                 
11 The generally accepted derivation of Căluș is from the old Latin double form collusium, 
collusii, meaning both a dance group and a secret society, however other derivations have been 
proposed (Eliade, 1973, pp. 115-122). 
12 Roman Emperor Lucius Domitius Aurelianus (270-275) evacuated his troops and civilian 
administration from Dacia (www.wikipedia.org). 
13 L. Boia is mentioning: “Around 1100, Transylvania has been already organized as a 
principality, under Hungarian suzerainty” (Boia, 2012, p. 60). However, it was only in 1541, 
when Transylvania – ruled by prince Ioan Sigismund – gain its semi-independence, under 
Ottoman protection (Larousse, 1998, p. 216; Popa-Matei, 1983, p. 322). 
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settlement (centuries 69), 3. Christianity penetration through Byzantines and 
Slavs (centuries 9-14). 
 
3.1. Social, historical and ethnical events 

More than ten migratory populations came through this territory, between 
the centuries 3rd and 13th. Among them we mention below the main groups 
who marked important traces in their relationship with the locals (apud 
Djuvara, 2015, pp. 37-47). 

The Slavs, disorganized at the beginning, came (in 6th cent.) from 
current Ukraine and Poland. Being numerous and having sedentary 
tendencies, they were settling along the rivers courses, while Daco-Romans 
were withdrawing to the mountains and forests. Subsequently led and military 
organized by the Pannonian Avars, the Slavs moved forward to the south of 
Balkans, populating the Roman provinces Macedonia, Moesia, Aurelian 
Dacia and Illyria. They had the most significant contribution to the early 
medieval ethnic stratification in the area.   

Bulgarians, late 8th cent. till early 10th cent. They were Turkish tribes 
(same as the Avars); in the 7th century they were fighting against the 
Byzantines and penetrated Dobrogea (Scythia Minor) and Southern Danube. 
Here, they were Slavicized and founded a strong state extending to the North. 
In 865, the tsar Boris adopted Christianity.  

The Hungarians came at the end of 9th century, from the Ural 
Mountains and the Eurasian steppe and settled in Pannonia, being stopped 
from their advancement towards the West by the German King Otto I (10 th 
cent.); they gradually penetrated to Transylvania during the same period. 
They adopted Western Christianity in the 11th century. They also colonize 
Transylvania with the Szeklers (Hungarianized people of unknown origin). 
Hungarians also colonize Transylvania with the Saxons at the middle of the 
12th century.  

The Cumans (Turkish tribe coming from Ukraine) were settled between 
the end of 11th century – middle of 13th century. They seemed to be more 
sedentary than many other migratory populations.  

The Mongols ends, in the 13th century, the main medieval migrations.  
Professor Gheorghe Ciobanu notes that Romanian musical folklore is 

closely linked to the Bulgarian and Serbian traditional music (Ciobanu, 1974, 
pp. 10-11). The remark regarding such resemblances is the more important as 
the folklorist himself proved it in his research. Yet, the deduction that these 
similarities would be the proof of the Thracian origin is doubtful. The 
researcher ignores in this case the contacts, the complex process of 
assimilation that had taken place for over a millennium after the Romans 
withdrawal until the foundation of the Romanian language and medieval 
states. We therefore consider the Professor‟s remark as the proof of Slavic 
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influence upon the culture of the local inhabitants, after the 6 th century, rather 
than a Thracian root. We mention as an example the custom of Paparuda – 
old pagan ritual of rain certified at several Southeast European populations, 
having Slavic origins (Vulcănescu, 1985, pp. 418-419); also, Dragobete14 
comes from the Serbian word drugobrat = brother-in-law; Drăgaica15 from 
the Bulgarian dragai (драгай) = to spread (Dicționarul Etimologic Român 
[Romanian Etymological Dictionary]). 

Romanian historiography has paid (and is still paying) tribute to various 
ideologies by minimizing or even ignoring the issue of the migratory 
populations in South-Eastern European Middle Ages. On the one hand, little 
information, on the other hand, the exaggeration of Thracian-Getae-Dacian 
culture contribution could have been the main reasons (see also Boia, 2011, p. 
33). That is why the theory of Cuman forefathers launched by Professor N. 
Djuvara and that of founding myths sustained by Lucian Boia have stirred 
indignation and virulent reactions among Romanian experts and history 
lovers. Whether we like it or not, impartiality needed in evaluating history 
forces us to confer to migrants, especially to the Slavs, an important role in 
the melting pot of Romanian language and culture foundation (Boia, 2012, 
pp. 42-45). As for the Romanian people setting up, we give credit to the 
historian Lucian Boia, when he states:  

“Can we really set a date for the formation of a nation, an event that is even 
more complex and harder to define than the formation of a language (as it 
involves also a specific cultural community and self-consciousness)? When did 
the French, the Italians, the Germans, the English form? The special insistence 
of Romanian historiography on this issue that was called ethno-genesis is a 
specific national feature. Any chronology of the kind responds to ideological 
requirements and the requirement of communism included the Slavs firstly into 
the formation of the Romanian people; afterwards, the Slavic contribution has 
been ignored.” (Boia, 2011, pp. 185-186) 

 A second issue we must follow is the Christianity penetration and the 
liturgical languages. 
 
3.2. Christianity. Influences, settlement, bedding, absorption  

The historians state that the penetration of Christianity to the North of 
the Danube river occurred in two historic stages (Djuvara, 2015, pp. 46-49). 
It seems that the first stage was attested before the withdrawal of Romans 
from Dacia and it was manifested around the Greek colonies in Scythia Minor 
(Dobrogea, on the Black Sea border), also in Dacia and Moesia. The 
existence of this stage is proven by the Christian lexical fund of Latin origin 

                                                 
14 Dragobete – the guardian of love – is a traditional Romanian celebration on February 24th, 
with origins in the pagan myth related to spring arrival and the end of the harsh winter.  
15 Drăgaica is an agrarian ritual taking place on the Summer solstice (www.wikipedia.org).  
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in the Romanian language. In this regard, Professor Gh. Ciobanu comes with 
two observations, adding some clarification, without substantially altering 
judgments already exposed: 

1. “Till the end of the 6 th century, the Byzantine and Latin liturgical rites 
did not show striking differences.” (Ciobanu, 1992, p. 54) 

2. “Till the end of the 4th century, when the Bible has been translated in 
Latin […], Greek was the liturgical language for all the Christians.” 
(Ciobanu 1992, p. 55) The fact is proving, among others, by the prayer 
Kyrie eleison, in Greek, from the Catholic mass.  

 
Besides, ever since the 6th century, the same in Eastern and Western 

Europe, more and more monasteries are founded. Under these 
circumstances, observes Professor Ciobanu, it is naturally that such 
monastic settlements should exist on the territory between Carpathian 
Mountains and Danube river as well; therefore, a liturgical practice in Greek 
seems to be a fact (Ciobanu, 1992, p. 58). 

We further are trying to find an answer for the following issue: In 
what way, the liturgical rite has been performed by the local Christians till 
the 9th century? 

In the 6th century, the Christians from the former province Dacia 
Romana are affiliated to the Byzantine Archdiocese Justiniana Prima16. 
Despite the lack of information, the historians consider that the inhabitants 
of this territory spoke Latin as well as the pre-Roman languages the same in 
the daily life and liturgical office.  

For the above reasons, they supposed to use the Greek too in the 
religious performance. Therefore, we can imagine for the monasteries the 
Byzantine rite in Greek mostly (maybe with Latin inserts). N. Djuvara 
exposes the hypothesis regarding a non-rigid religious practice adapted to 
the in the local community‟s life, using Latin, pre-Roman languages and 
Greek. 

At the beginning the resemblance between the Western and the 
Eastern Christianity was real and it did not completely disappear afterwards. 
For instance, the musicologists George Breazul and Octavian Lazăr Cosma 
make an interesting demonstration regarding the movement of certain ritual 
chants, from the Hebrew psalmody, to the Gregorian chant, Byzantine and 
Romanian Orthodox melody, till the Romanian secular music (Breazul, 
1977, pp. 344-345; Cosma, 1973, pp. 64-65). 
 
                                                 
16 Justiniana Prima = Byzantine city that existed from 535 to 615, and currently an 
archaeological site, near today's Lebane, Leskovac district in southern Serbia. It was founded 
by Emperor Justinian I and served as the seat of an Archbishopric that had jurisdiction of the 
Central Balkans (www.wikipedia.org). 
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Fig. 3 Hebrew melody (Breazul) 

 
Fig. 4 Gregorian chant (Breazul) 

 
Fig. 5 Byzantine Kathisma17 (Cosma) 

 
Fig. 6 Orthodox chant from Anton Pann‟s New Anastasimatar18 (Cosma) 

 
Fig. 7 Sabin Drăgoi, Carol (excerpt), 

from Musical collection of Belinț village (Cosma) 
                                                 
17 Kathisma = seat (Gr.) – division of the Psalter, used by Eastern Orthodox Christians 
and Eastern Catholics who follow the Byzantine Rite. The word may also describe a hymn 
sung at Matins, a seat used in monastic churches, or a type of monastic establishment 
(www.wikipedia.org). 
18 Anastasimatar = collection of Sunday Orthodox chants about Resurrection (DEX online). 
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Fig. 8 Anton Pann, Cântec de stea / Star Song19 (www.CrestinOrtodox.ro) 

 
* * * 

The second stage of the Christian penetration among the inhabitants 
between the Carpathian Mountains and the Danube river came through the 
Slavic missionary brothers Cyril and Methodius, in the 9th century (Djuvara 
2015, p. 46); they created the Slavic alphabet and translated the Christian texts 
into the Slavonic language20. In a time when the Slavs had already settled to 
the south and north of the Danube river and had dominated (providing the 
ruling class, the future boyards21), it is easy to understand why the Christian 
ritual was adopted in the Slavonic form.  

From these historic characteristics, two main musical categories result:  
traditional music (musical folklore) – under continuous exchange of influences 
between the locals and newcomers – and the religious music also being under 
(slower) process of adaptation; that music still shared common features with 
entire Christianity, but mostly with the Eastern influence coming from the 
adoption of religious languages (Greek and Slavonic) and the influence of 
cultural exchange with local communities.  

The inevitable conclusion is the existence, for more than a thousand 
years, of a continuous anxiety, insecurity, which forced the local population to 
find refuge in isolated regions (mountains, forests), having less contacts 
between them; among all these, the aliens were continuously moving. 
Therefore, it‟s difficult to imagine that the Daco-Roman inhabitants, in 
assimilation of the migratory population, had the time and the wish to build 
spectacular cathedrals or fortresses like they did in Western Europe. 

                                                 
19 Star Song or Epiphany Song – children and young people walk from house to house with a 
star on a rod and often wearing crowns and dressed in clothes to resemble the Three 
Magi (variously also known as Three Kings or Three Wise Man) (www.wikipedia.org). 
20 Beginning with 9th century, the territory between Danube and Carpathians became dependent 
by the first Bulgarian kingdom (Larousse…, 1998, p. 128). 
21 boyard (from the Slavic boljarinŭ) = landowner, nobleman, landlord (Webdex online); from 
(Slav.) boji = fight or bol = big (Online Etymology Dictionary). 
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4. Centuries 14-18. History and musical directions in the Romanian 
Medieval States 

Apart from the discussion on the ethnic features building, both historians 
N. Djuvara and L. Boia ask themselves the uncomfortable question that is 
usually avoided in this context: why the foundation of the Romanian medieval 
states was delayed for such a long time? (Djuvara, Thocomerius…, 2011, pp. 
9-18; Boia, 2012, pp. 61-64). Professor Djuvara underlines the early foundation 
of neighbor medieval states around the Carpatho-Danubian territory: the 
Bulgarian state (7th century), the Russian state (9th century), the Croatian state 
(beginning of the 10th century), the Hungarian state (around year 1000), and the 
Serbian state (12th century). He does not hesitate to give an apparently 
shocking and ironic answer: „as we were not lucky to have the good 
barbarian‟!!! (Djuvara, Thocomerius…, 2011, p. 12). Here appears not only 
the role of a co-participant in the ethnic coagulation, but also that of an alien 
organizer/leader who should unify and rule all the local communities. The 
intervention of new comers with enough organizing spirit and ruling tendency 
has been necessary to impose themselves for the foundation and ruling of a 
new medieval state. N. Djuvara believes that those who had these qualities 
were the Cumanians, the last migrants that appeared here at the end of the 11th 
century. Unfortunately, their intervention has been delayed for 100 years by the 
Mongol invasion, till the middle of the 13th century. 

Among the historians there is an almost consensus concerning the 
Romanian power of assimilating the influences of all kinds. According to this, 
Djuvara declared in an interview: 

“It is certain that our assimilating power is beyond doubt. It‟s the only Romanian 
genuine power. The same as the famous American melting pot, Romanians put 
their national print upon all pagans who were passing by this territory. This is 
certain. And I am convinced that they did the same upon the Cumanians. 
Thoctomer and Basarab were Cumanians becoming Romanians. I didn‟ say they 
were purely Cumanians – I said by Cumanian origin.” (Bolocan, 2007, p. 3)  

Concerning the context of the Romanian medieval states foundation, 
Wallachia and Moldavia, we agree with the ideas and arguments stated by N. 
Djuvara that seem to be convincing, impartial and commonsensical. At the end 
of the 13th century, there existed voivodates and principalities vassal to the 
Hungarian kingdom. In the extra-Carpathian regions, on the left-side of the 
river Olt towards the center of Moldavia, appeared several settlements on the 
territory of the former Cumanian state22 (Fig. 9). At the middle of the 13th 
century, being afraid of Mongol invasions, the Cumans ask the protection of 
the Hungarian king who colonizes them on the valley of the river Tisa. It is 
                                                 
22 Cumans were Polovets for Russians, kipchak for Orientals, falben for Germans; they 
preceded the Selgiucid and Ottoman Turks, who arrived in the 14th century to the Balkans 
(www.wikipedia.org). 
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though difficult to imagine that, similar to the issue of continuity of Daco-
Romans in the north of Danube rive, the entire Cuman population left the 
Carpatho-Danubian territory (Djuvara, 2015, p. 69). 

 
Fig. 9 Cumans State (first half of 13th cent.); 

its Western side included the territory between 
Carpathian Mountains and Danube river, also Moldavia. 

 
Fig. 10 Small medieval states 

on the Romanian territory, 9th -13th centuries 

At the beginning of the 14th century there were few state structures led by 
knyazes (knezes), voievods and counts (Fig. 10).    
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We may observe ethnical diversity of this period, with some dominant 
features, though far from the much debated Daco-Geatae or Daco-Roman 
purity. “The fictitious unity of Dacia – underlines Lucian Boia – blurs in favor 
of effective diversity.” (Boia 2011, p. 33) 

So, at the middle of the 14th century (1330), Basarab (of Cumanian 
origin) united the voivodates between the Carpathians and the Danube, 
defeated the king of Hungary, Carol Robert d‟Anjou and founded a more 
spread out and stronger medieval state.  

In Moldavia, the events that led to the foundation of the state did not 
differ much (Djuvara, 2015, pp. 84-86, 91). 

 
4.1. Romanian folklore. Layers, influences  

A difficult issue, more difficult than appears to be, is the time setting of 
musical layers in the Romanian folklore and the specific influences coming 
from the Balkan culture. The main reasons are, on one hand, the lack of 
information and on the other hand, the great power of assimilation we already 
mentioned above. Yet we shall offer some conclusions on the subject. 

Among the criteria we could use to establish the origin (time and space) 
of a certain music there are: mode structure (number of sounds, sort of 
intervals), rhythmic types, versions of the same melody (apud Ciobanu, 1992, 
p. 162). According to this, Professor Ciobanu notices the following layers in 
the Romanian musical folklore: 

1. The ancient layer, including artistic productions related to the cycle of 
nature and to the moments of human life, forms encountered in almost all 
Balkan peoples. 

2. Byzantine influences, coming from the period between 10th –18th 
centuries. Different influences – like modes structures and melodic patterns – 
took place between the religious music all along the Orthodox area, also 
between the religious and the secular music of the same area.  

3. Ottoman influences upon all the Balkan ethnic communities, dating 
from the period between 15th – 19th centuries. This layer includes common 
melodies in several versions, chromatic modes, similar melodic patterns and 
rhythmic types. The main performers of this specific repertoire are lăutarii – 
Gypsy fiddlers.  

4. The newest layer – music coming from direct contact between ethnic 
communities, between urban and rural cultures, between locals and aliens 
(refugees or migrants), between the academic classic repertoire and the musical 
folklore (apud Ciobanu, 1992, pp. 162-164). 
 
4.2. Romanian Church and the Orthodox chant 

In such a strong ethnic diversity, the Church played a unifying role 
despite the confessional oscillation of the ruler in the second half of 14th 
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century. Most population was linked for centuries to the Patriarchy of 
Constantinople. Soon after the foundation, the Patriarch named the 
Archbishops of Wallachia and Moldavia, so that the local ecclesiastical 
hierarchy has been submitted to the Constantinople Church. Monasteries 
became more numerous and wealthy.  

Regarding the church music during the 14th – 18th centuries, it is not only 
that numerous and detailed information was preserved but this era may be 
viewed as the richest and the most valuable period in the history of Romanian 
religious music. The monasteries became educational centers of specific 
singing and musical writing; among them was Putna Monastery (founded in 
1470)23 being known in the entire Eastern Europe, especially during the 16th 
century. We will not discuss in detail this issue as famous international 
Byzantinologists have already done that24. We will just summarize starting 
from the question: how people of the Carpatho-Danubian territory sung in 
church during the 14th–18th centuries? (Ciobanu, 1974, pp. 278-286). 

 
 Dominant was the Byzantine vocal singing monody based on the 

system of eight modes (echos) formulated by John of Damascus in the 8th 
century. 

 Clergy learned this style, including the neumes notation in the monastic 
schools. 

 Ison (singing pedal) was the only form of polyphony and the singing 
performing ways were responsorial and antiphonal.  

 Despite traditionalism specific to Orthodox Christianity, church singing 
enters into a natural exchange of influences with both local secular repertoire 
and the official music arrived through the Ottomans.  

 Until the 17th century, the Slavonic and the Greek were the ecclesiastic 
languages (Ciobanu, 1974, p. 282). 

 The process of Romanization started in the 18th century – liturgical texts 
were translated in Romanian and the religious melodies were adapted to the 
Romanian specific phonetics. 

Additionally, the exchanges between Romanian musical folklore and 
liturgical music continued. We cannot say who and to whom borrowings were 
made, but it is certain that both musical branches gained in richness and 
originality.  
 
4.3. Fiddlers 

The diversity and dynamics of non-religious music in the Romanian 
cultural space in the age we refer to was to be influenced by professional 
                                                 
23 Putna Monastery is situated in the North of Moldavia, nearby Suceava city. 
24 Among important authors are: Ioan D. Petrescu, Grigore Panțîru, Gheorghe Ciobanu, 
Sebastian Barbu-Bucur, Florin Bucescu and so on. 
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musicians – the fiddlers/lăutarii. Who were they, when did they appear and 
more importantly what was their social status in the medieval Romanian 
context?  

It should be noted once again from the beginning that our gypsy fiddlers 
of the Middle Ages were compared with the French jongleurs or ménestrels: 
wrong! Fundamental, also tragic difference lies in their status as slaves25. In 
Romanian medieval states, gypsy slaves were mentioned (as „inventory 
items‟!) starting with the 14th century or according to other authors, even 
earlier (Pons, p. 12)26. 

Fiddlers were mentioned for the first time in the 16th century (Ciobanu 
1969, p. 153, note 3). From all the occupations of these unfortunate people, 
fiddling was at the same time very popular and despised among the masters. 

“To play musical instruments was a degrading occupation, practiced by the 
lowest social classes, the gypsy slaves. Their selling price varied depending on 
their occupation, and fiddlers had no value. This conception about the musical 
talent lasted for a long time, even after the foundation of the Philharmonic 
Societies in Bucharest and Iași (in 19th cent.).” (Poslușnicu, 1928, pp. 317-318) 

Therefore, references to secular music in the Romanian space after the 
foundation of the medieval Romanian states include this category of musicians 
and their role in the evolution of main secular branches: musical folklore and 
court music. As it results from the writings of the time, fiddlers attended all 
events in the village, fairs and towns, at Prince‟s and boyard‟s courts. In spite 
of their so unfortunate social status, they were organized into clans and guilds; 
they improved and adapted constantly their repertoire to the people‟s 
preferences. Fiddlers represent the most dynamic channels for music 
circulation from one rural area to another, from the countryside to towns, from 
village to royal courts, from foreign to local songs and so on. Romanian 
fiddlers were the most efficient factors of change and diversity and the mutual 
influence of musical genres.  
 
4.4. The Ottomans and their influence  

Even though the first invasion of Turks to the north of the Danube river 
took place in 1369 (Alexandru, 1980, p. 254), the Ottoman advancement and 
their relations with the Romanian medieval states originated in the 15th 

                                                 
25 Apparently, Gypsies come from Northern India from the paria cast and their exodus to the 
Middle East and then to Europe started at the beginning of the second millennium (between 
1000-1050) (apud Kenrick, 2007). 
26 The slavery of gypsy people is a dark page in the Romanian history. The official abolition 
occurred in Transylvania, in 1786 (by the Decree of the Austro-Hungarian Emperor Joseph II), 
in Moldavia (1855) and Wallachia (1856).  
https://ro.wikipedia.org/wiki/Robia_%C3%AEn_%C8%9B%C4%83rile_rom%C3%A2ne#cite
_ref-1 
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century27. A set of Wallachian and Moldavian princes opposed through 
diplomacy or battles against the transformation of their countries into a 
pashalic28. We reject the commentaries about Romanians who became “shield 
of Christendom in the way of the pagans!”, which contain just victories and no 
defeats; in this respect, we agree once again with the view of Professor N. 
Djuvara: 

“Why Wallachia and Moldavia, and later Transylvania, were left to local 
governing and were not transformed into a pashalic ruled directly by Turkish 
administrators? [...] – there is no single and satisfactory explanation. Some say 
that was due to resistance of Romanian voivods [...]. Others believe that the 
Turks wanted to have a „buffer zone‟ [...] the third explanation: [...] Romanian 
countries left in semi-independence [...] became the granary for 
Constantinople. [...] All explanations probably have some truth [...].” (Djuvara, 
2015, pp. 210-211) 

Anyway, not all Turks were numerous and cowards, as not all the 
Romanians were just few and brave as the nationalist propaganda claimed for a 
long time! Meantime the influence of the Ottoman Empire grew in the two 
Romanian states. There was obvious an Oriental influence on religious and 
folklore music that appeared in towns and the musical band called 
mehterhane29 was present quite often during the 17th-18th centuries in the 
official court protocol of the Romanian princes. 

Several musical instruments of Turkish, Persian or Arab origin became 
familiar in the musical life of Wallachia and Moldavia, in this period, also 
specific modes, rhythms, musical genres, even melodies (apud Ciobanu, 1992, 
pp. 209-212). 

At the beginning of the 18th century, a long line of Greek rulers settled 
in Wallachia and Moldavia. They came from Phanar – a district of 
Constantinople –, so they are known in the history as Phanariot princes, who 
ruled both Romanian states for about one hundred years – from 1711 till 
1821. At that time, “numerous singers arrived at the Wallachian and 
Moldavian courts” (Ciobanu, 1974, p. 283). Liturgic chant in the papadic 
genre30, specific chromatic modes and melodies are evidences of the 
penetration of oriental borrowings in the Romanian religious repertoire 
(Barbu-Bucur, 1989, pp. 166-170). 
                                                 
27 Gh. Ciobanu and O.L. Cosma delay with another century the Romanian–Ottoman contacts – 
second half of the 16th century (Ciobanu, 1992, p. 209; Cosma, 1973, p. 140).  
28 pashalic = the jurisdiction of a pasha (Ottoman/Turkish administrator) or the territory 
governed by him (Merriam-Webster). 
29 Mehterhane = Ottoman military band. 
30 Papadic Genre = “long ornate melodies intended to accompany liturgical action. This genre 
includes the Alleluia sung before the Gospel, the Cherubic Hymn and the Communion Hymn, 
all chanted during the divine Liturgy, as well as the corresponding hymns in the Presanctified 
Liturgy.” (Psalom) 
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Fig. 11 Three psaltic melodies, in papadic genre (Western and Byzantine notation), by:  

Petru Lampadarie, Macarie and Anton Pann (Ciobanu, 1974, pp. 323-324) 

The Byzantinologist Gh. Ciobanu (Ciobanu, 1974, pp. 319-328) 
compared three songs in the papadic genre, with the oriental influence: 
version A – Petru Lampadarie31, Polieleu32; version B – Macarie 
Ieromonahul33, Antologhion34; version C – Anton Pann35, Privighier36 (Fig. 
11). 

Concerning the Romanian folklore, the ethnomusicologist Gh. 
Ciobanu mentions the Turkish-Persian-Arabic influence on what he calls the 
fiddler ballad characterized by: “the predominance of chromatic scales 
[including augmented seconds]; [...] melodic patterns that may be also 
found in oriental maqamats …; instrumental introductions called [...] taxims 
etc.” The same author mentions within dance genre melodies composed 
mainly by fiddlers using oriental melodic patterns and chromatic modes 
bearing in Moldavia the name „boyard chora‟ (hore boierești) or „ancient 
chora‟ (hore bătrânești) (Ciobanu, 1979, pp. 22-24). In an extensive 
                                                 
31 Petru Lampadarie – Petros Lampadarios/Peloponnesios, 1735-1778, singer, composer and 
professor at the the School of New Music of the Patriarchy of Constantinople. Lampadarios = 
the leader of singers on the left side in the Cathedral of Constantinople.  
(https://en.wikipedia.org/wiki/Petros_Peloponnesios, accessed on 24.08.2016) 
32 Polieleu = (gr.) merciful; singing on psalm texts 134, 135 (Dicționar de termeni muzicali 
[Dictionary of music terms], 2010, p. 433b). 
33 Macarie, 1770-1836, Romanian chanter, professor, composer (Ionescu, 1994, p. 212). 
34 Antologhion = a book of chants for all religious services (Dicționar de termeni muzicali 
[Dictionary of music terms], 2010, p. 41a). 
35 Anton Pann, 1796-1854, chanter, professor, composer, poet, folklorist who lived in 
Wallachia. 
36 Privighier = chants of wakefulness (the service that unites the evening and morning service 
during big religious celebrations) (Dicționar de termeni muzicali [Dictionary of music terms], 
2010, p. 448b). 
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monographic book dedicated to the Fiddlers of Clejani village (Giurgiu 
County), Gh. Ciobanu presents among numerous musical examples a 
wedding song (Fig. 12) – the son-in-law’s shaving (la bărbieritul ginerelui) 
– containing clear Oriental features: free rhythm, oscillating between binary 
and ternary, chromatic mode and specific oriental patterns. “[...] we believe 
that the song the son-in-law’s shaving includes Oriental influence, borrowed 
directly from the military Turkish music or popular Turkish musicians and 
not from the Serbs” (Ciobanu, 1969, pp. 19-20). 
 

 
Fig. 12 The son-in-law’s shaving (la bărbieritul ginerelui) 

(Ciobanu, 1969, p. 169)  

 
A special musical category that has not been studied a lot in our 

country is the ceremony music. It seems that the oldest manuscripts have 
been preserved from the 18th century and especially from the Phanariot 
Age, when princes were often replaced and every new coronation was 
accompanied by sumptuous ceremonies.  

On such occasions, the polychronion37, hymns, acclamations, 
encomium38 were often performed to praise the ruler, the officials and the 
main guests. They were sung “by psalts and protopsalts at Te Deum, at 
different services, masses, official, civil and canonic visits and on 
different other occasions” (Barbu-Bucur, 1989, pp. 164-165). The text was 
secular and the performing style had obvious Oriental influences. We 
include below a Polychronion (Fig. 13) for the Wallachian Archbishop 
(the name is not mentioned), transcribed by Rev. Professor Sebastian 
Barbu-Bucur (1989, p. 163). 
 

                                                 
37 Polychronion (Gr.) Πολυχρόνιον = acclamation, congratulation. 
38 Encomium (Gr.) = eulogy, praise (Dex online). 
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Fig. 13 Polychronion for the Hungaro-Wallachian Archbishop  

(transcription by Rev. Professor Sebastian Barbu-Bucur) 

In the 18th century, the age of the highest Ottoman influence on the 
Romanian culture, Wallachian and Moldavian rulers have at their court not 
only local musicians (most often fiddlers), but also a Turkish military band sent 
by the Sultan – mehterhane. Moldavian Prince Dimitrie Cantemir describes the 
mehterhane of his time: 9 drummers (with drums of different type), 9 players 
of zurna (double reed wind instruments), 7 trumpet players, 4 zilzeni (zil, a type 
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of cymbal). Various travelers to Romanian countries in the 17th-18th centuries 
mention also other types of Turkish military bands. The repertoire included 
marches, peșrevs (overtures, preludes) and manele39 (melancholic love songs). 
(Alexandru, 1980, pp. 251-257) 

In addition, at the Romanian princes‟ court could be heard the so-called 
„Turkish chamber music‟ – classical music of the Ottoman Empire, written by 
famous composers of the time. Among the most appreciated personalities of 
this genre (18th century), we may find Cantemir Bey (Prince Dimitrie 
Cantemir), an extremely gifted composer and a virtuoso of a string instrument 
called tambur. 
 
4.5. Transylvania, the link to the Western Europe  

To get a complete view of the multicultural context of the Carpatho-
Danubian music in the 14th-18th centuries, we cannot overlook the 
Transylvanian area. The history of this province, different from the two others 
(Wallachia and Moldavia), produced a different political, economic, social and 
cultural configuration. From the moment when Transylvania entered under the 
influence of Hungarian Kingdom (10th century AD), the province was 
connected to what was good and bad in the West! Therefore, we may observe 
here an extension of the West intertwined with the local specific. Lucian Boia, 
comparing the history of Transylvania with the one of Switzerland (both 
inhabited by distinct ethnic groups) observes the main differences:  

“social conditions had not been similar. [in Transylvania] The aristocracy was 
Hungarian, the bourgeoisie was German and the peasants were Romanian.  
Switzerland was built with juxtaposed ethnic groups (resulting in a 
combination of solidarity and indifference), while the unequal mixture in 
Transylvania generated frustrations (in what regards Romanians) and 
tensions.” (Boia, 2012, p. 24) 

We must add the turbulent history of the main Christian denominations 
adopted here over time. First, the Orthodox for Romanian population; the 
Hungarians were Roman Catholics, then the Reformation that attracted the 
Saxons and a part of Hungarians40; last, the Romanian Church United with 
Rome or the Greek-Catholic Church whose story I want to recount here as its 

                                                 
39 Not to be confused with today‟s manele. “In its current meaning, manea appeared in 
Romanian gypsy communities during 50s and 60s as a reaction to the sophisticated traditional 
music.” Speranța Rădulescu & Florin Iordan, Conferences from Șosea,  
https://ro.wikipedia.org/wiki/Manele#cite_note-sosea-6  
40 The Unitarian Church of Transylvania is a church of the Unitarian denomination, based in 
the city of Cluj, Transylvania. Founded in 1568, in the Principality of Transylvania, it has a 
majority-Hungarian following, and is one of the 18 religious confessions given official 
recognition by the Romanian state.  
(https://en.wikipedia.org/wiki/Unitarian_Church_of_Transylvania) 
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foundation had consequences on the cultural history of Transylvania that are 
hard to ignore. 

In 1683, Vienna was besieged by the Turks. The Austrian army together 
with the Polish and Venetian allies repelled gradually the enemy in battles that 
lasted almost seventeen years. In 1699, the Turks are defeated and peace was 
concluded at Karlowitz41, stipulating that Austria received more territories: 
Hungary, Slovenia, part of Croatia and Serbia and the whole Transylvania. The 
Emperor of Austria, Leopold I – a fervent Catholic – realized that the 
Protestants (Lutherans, Calvinists and Unitarians) were the main religion in the 
principality. To bring back Catholic dominance, he starts negotiations with the 
Orthodox Archbishop Atanasie, suggesting that Romanians went under the 
obedience of Pope. After almost three years, in 1701, the Romanian Church of 
Transylvania agreed upon the unification with Rome – as the Greek-Catholic 
denomination –, in exchange for equal privileges with the Catholics. At the 
beginning, most Orthodox followed the new confessional form, but after a 
decade, realizing that the promised rights had been ignored, a part of followers 
went back to the Orthodox Church. So, after the second decade of the 18th 
century until the communist persecution, two Romanian denominations had 
coexisted in Trasylvania, being almost equal: The Orthodox and the Greek-
Catholic (Djuvara, 2015, pp. 179-185). 

This entire ethnic, social and religious twill generated relatively distinct 
cultural areas with natural exchanges of influence between them. I chose 
mentioning here just the elements that differentiated the Transylvanian music 
from the one of Moldavia and Wallachia: The Western music performed at the 
Prince court, as well as in the Hungarian or German communities. Even if they 
were the majority, Romanian people did not have access to decision-making, 
except the two situations: the use of force – yet the uprising was in most cases 
unsuccessful –, or the change of religion (even name); the foundation of the 
Greek-Catholic Church came as a help, at least in terms of access to education. 
That being the context, the Romanian folklore did not remain completely 
isolated from other branches of the Transylvanian music. Scholars and 
clergymen from the Saxons, Hungarians or even Romanians (the later with 
changed names) compiled collections of melodies, dances, songs for public or 
school events that included, among others, traditional Romanian songs adapted 
to Western style. The most eloquent case is that of the Romanian Ion Căianu, 
born in Leghea (according to some authors) or in Căianu Mic (according to 
other authors), a Catholic monk of the Franciscan order. He became famous as 
a constructor and repairman of organs, composer, collector of folklore, 
theologian. His name appeared frequently on the Hungarian and German 
versions of Kájoni János or Johannes Caioni. His most well-known musical 

                                                 
41 City at the Military Frontier of Habsburg Empire, now Sremski Karlovci, Serbia. 
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collection, Codex Caioni (1632-1671), includes more than three hundred 
melodies: choir transcriptions, instrumental dances from the Western repertoire 
(religious and secular), popular remaking and his own compositions. I include 
here one of the most well-known songs of the anthology of Căianu, Princess 
Lupu Song. 
 

 
Fig. 14 Codex Caioni – Princess Lupu Song (Cosma, 1973, p. 299) 

 
Fig. 15 Codex Caioni – Princess Lupu Song. The genuine manuscript for organ  

(Cosma, 1973, p. 298) 
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Musical events with Western repertoire from Renaissance and Baroque 
took place at the courts of Hungarians noble people, in the ballrooms of 
prosperous Saxon towns Kronstadt (Brașov), Hermannstadt (Sibiu), 
Schäßburg/Schäsbrich (Sighișoara) and so on. Also, there were organs and 
organists in the Lutheran and Catholic Churches, some of them famous in 
Western Europe. History recorded German and Hungarian musicians born in 
Transylvania and educated in important universities in Italy and Germany, who 
worked in the service of Prince of Transylvania and in different courts of 
European nobility. This was the case of Valentin Greff Bakfark (1527-1576, of 
Saxon origin), born in Brașov, virtuoso of lute and composer, musician at the 
court of Polish and German kings and of Transylvanian Prince Ioan Zapolya; in 
his last years, he lived in Padova (Italy). 

Therefore, in Transylvania, several kinds of music could be heard: 
traditional Romanian music (doina, ballad, carols, different dances etc.); 
Saxon, Hungarian, Szekler folklore; music of the main religious 
denominations; the Western classic repertoire. 
 
5. Final remarks 

To make a final summary, we should note that the two periods primarily 
suggested have been in fact three: 
1. The Pre-Roman period, from the Neolithic age to the 3rd century AD  
2. Early Middle Ages, 3rd to 14th centuries  
3. Genuine Middle Ages, 14th to 18th centuries 

1. Regarding the Thracians, the Getae and the Dacians, as little certitude 
there is (direct material sources), the more discussion and papers we may find 
on this subject. “The non-critical interpretation of ancient sources has been 
here a real tradition” – sates Lucian Boia (2011, p. 32) and I believe he is right. 
As other historians, Boia found that the interpretation of history was often 
made in close connection and to justify the present (2011, pp. 142-144). 
Therefore, the impartiality should be reinstated regarding the existence and the 
culture of the Thracians, the Getae and the Dacians; many times, they were 
presented using concepts and arguments belonging to Greek and Roman 
musical art. If we want to have balance in historical judgment, we must 
recognize that we may just make little suppositions about the Thracian-Getae-
Dacian music.  

Regarding the 160 years of Roman authority upon Dacia, our 
historiography seems to depict a pathetic view of Romans and Dacians shaking 
hands friendly, aware of the important mission of founding the Romanian 
people! Seriously, beyond all exaggerations, we should observe the following:  

 It was not the refined society, the Latin artists, writers and philosophers 
who came to Dacia Romana, but soldiers, administrators, merchants, fortune 
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seekers and probably Christian missionaries who came here, all speakers of 
vulgar Latin and probably other ancient languages. In such a short and 
tormented time, such as the Daco-Roman period, we cannot have cultural 
sedimentations. 

 On the other hand, the contact with Latin language had existed before 
and after the de facto rule of Romans in Dacia. We must not forget that the 
Romans had conquered the Balkan Peninsula towards the south of the Danube 
in 2nd-1st centuries BC, and they had remained in the Southern-Danubian 
province Moesia until the 6th century, when the Slavs‟ arrived. There were 
therefore almost eight centuries of neighborhood and direct interaction 
(peaceful or not) of the Carpatho-Danubian inhabitants with the speakers of 
Latin language.  

 In what concerns the art (including music), layers, influences and 
changes occurred continuously over the entire period we refer to for over six 
centuries (from 5th cent. BC till 1st cent. AD). 

 The first, the oldest and encompassing musical branch that had 
preceded the formation of the Romanian language was the folklore. We find 
here both diversity – contextual, related to place, stage, destination etc. – and a 
relative consistency towards the time passing.  

 It is hard to establish the belonging of some artistic productions to the 
old Dacian or Latin roots. 

 It seems that octo and hexa-syllabic versifications are of Latin origin. 
This evidence may be useful for establishing the age and origin of music, but 
applicable only to music with text and even in this case with much precaution.  
 2. Starting with the 19th century, Middle Ages in the Romanian 
historiography is rather less known and researched. After Roman withdrawal, 
out of numerous populations that had been crossing this Carpatho-Danubian-
Balkan land for over a millennium, some left material traces, such as the 
famous Pietroasele Treasure (Buzău County) attributed to the Goths42. Other 
populations marked more deeply their presence by their peaceful or not 
cohabitation with the locals and contributed to the cultural, linguistic and 
anthropological mixture. For instance, what Gallo-Romans would have been 
without the Franks? And what Anglo-Saxons would have been without the 
Normans? Or the Iberians without the Visigoths, the Vandals and the Arabs? 
Even Romans without the Goths, Longobards, Franks and Normans…? 
Therefore, why have we tended to view as secondary or even ignore the 
contribution of the Slavs both in the Romanian language formation and the 

                                                 
42 The Pietroasele Treasure (or the Petrossa Treasure) found in Pietroasele, Buzău, Romania, in 
1837, is a late fourth-century Gothic treasure that included some twenty-two objects of gold, 
among the most famous examples of the polychrome style of Migration Period 
art (www.wikipedia.org). 
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Christianity penetration in the Romanian early history? Certainly, the most 
convenient answer is considering Romanian people as a “Latin island in the 
Slavic ocean”. Being so nearly by the Russian Empire could provide other 
historical reasons. However, all these are just emotional judgments lacking 
clear historical evidence. Even if we view our language as being more Latin 
than Slavic, we should admit the Slavic infusion in the Romanian vocabulary.  

In Early local Medieval art we can find two main musical branches – the 
traditional music (musical folklore) and the religious music. In case of 
traditional music, spectacular exchanges did not occur compared to the 
previous period; the religious one developed due to the state evolution and 
ethnic sedimentations. Even if here Christianity has been adopted very early, 
especially in the areas of contact with the Greeks and the Romans (Dobrogea 
and North Danube river), it was practiced in villages without unitary 
ecclesiastic structures. In the first millennium, Christianity was still a new 
religion that competed with older pagan rites. We may only suppose how 
Christian music of that time sounded like. Surely, massive Christianity of 
Byzantine type occurred through the Bulgarian Slavonic tradition, after the 9th 
century. The religious music was also under various influences and 
stratifications. To a certain degree of relativity, we may determine specific 
stages and contributions to Byzantine-type liturgical chants in the Romanian 
culture. 

3. Genuine Middle Ages in the Romanian history brought three main 
musical branches: folklore, religious and court music. To better understand the 
musical evolution, we must agree upon some historical facts: 

 Late foundation (compared to Western and Central European regions) 
of Carpatho-Danubian Medieval states due to the devastating raids of the 
Mongols in the 13th century. 

 The traditional conflict between the boyards (seemingly of Slavic 
origin) and the rulers of Wallachia and Moldavia principalities.  

 Soon after the foundation (second half of 14th cent.), the rulers of 
Wallachia and Moldavia oscillated between the Catholic and the Orthodox 
Christianity.  

 The link with Byzantium mainly in the ecclesiastic organization; the 
Archbishops of Wallachia and Moldavia were subordinated to the Patriarch of 
Constantinople. 

 Since 15th century, the Ottoman multiple influences (politically, 
socially, culturally) were growing up till 18th century.  

 The gipsy fiddlers had their role in the dynamics of the three musical 
branches of the Romanian Medieval culture.  
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The traditional music developed slowly under multiple influences of 
different local folklore regions and multiple exchanges of influence with: local 
folklore and neighboring ethnic communities, with religious and court music.   

The Orthodox chant had risen tremendously reaching its peak in the late 
18th century when the process of Romanization began. The Romanian 
Orthodox church consolidated its autonomy from the medieval state, becoming 
also the main educational and cultural center. We may also note stylistic 
stratifications in the religious music and the penetration of Oriental and 
folklore influences.  

Court music – the newest branch appeared together with foundation of 
the state and was mostly under the influence of Ottoman oriental music. We 
may include here the music of ceremonies and entertainment.  

Western Classical music, Renaissance and Baroque repertoire, appeared 
in Transylvania under the influence of Hungarians, Szeklers and Saxons. 

*** 
In the modern Romanian society, a huge gap occurred in the perception 

of the national history: on the one hand, those who admit only the Romanian 
genius, courage, diligence, spirit of sacrifice and so further; on the other hand 
those who exaggerate the national faults.  

On this background, we approach national history – including musical 
connotations – following two main principles: synthesis and impartiality. We 
anticipate as consequences, at least two reproaches: 

1. Is this a historical writing or a musical historical writing, since the 
musical references are considerably less than those concerning the general 
history? 

As we show in the Introduction, during the last two hundred years or 
so, the history became an efficient instrument of education and manipulation. 
In any field, including the artistic one, knowledge of history starts from the 
general, from the context. We therefore consider interesting and useful 
thickening the outlines of general history, clarifying and even removing some 
traditional ideas, used as background for arguments in the Romanian musical 
history. The presentation (even in detail) of the music of Thracians, Dacians, 
Getae by describing the Greek and Roman musical culture is a revealing 
example in this regard. We consider there are not enough acceptable proves 
for this analogy, which has an undeniable manipulator effect. So, before 
knowledge the Romanian history of music, it is necessary to reconsider the 
Romanian general history in the regional and European context, with 
preoccupation for more real data and less emotional speculations. 

2. The second reproach: since the author declares her preference 
especially for two historians, where is the clamed impartiality?  

This writing has no ambition to arbitrate older or newer historical 
controversy. Besides, both Lucian Boia and Neagu Djuvara base their 
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arguments on the broad knowledge of the various specialized sources. Their 
comments (usually, they are not quoting each other) are often complementary 
and lead to similar conclusions. In their researches we did not find annoying 
hues, each statement being sustained by logical arguments. 

Therefore, this text does not aim to be original but to outline a logical 
and meaningful long-term trajectory in the history of this land and its 
inhabitants, using information and documents collected by famous historians. 
Above all, we have tried to change the lens through which we saw for 
decades the national culture, from thick and rigid contact lens into more 
flexible, progressive ones! Certainly, the complete objectivity is hard to 
achieve, inherently shades or personal preferences occur and new documents 
will always emerge. These are the reasons why we should leave open the 
dispute and keep just the principles: common sense and lack of prejudice! 
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Annex. Centuries 4-16. Periods, events from the Roman Empire division to the 
Romanian Medieval States foundation (apud Djuvara, 2012, Civilizații… 
[Civilizations and historical patterns], pp. 90-124) 
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Abstract: Alexandru Zirra, a prominent personality from the interwar musical period 
of Iaşi, whose impressive work, carried out across various fields (composition, 
performance, musicology, teaching) has challenged researchers to dedicate many 
pages to him in their specialized volumes, unfortunately continues to be surrounded by 
mystery even in the 21st century. Although his creations, across all genres (chamber, 
choral, symphonic, vocal-symphonic, opera) have been analyzed, and glowing reviews 
have been written on the occasion of some first auditions, the majority of his opuses 
have remained virtually unknown. For example, only two of his five significant stage 
creations (the historical opera Alexandru Lăpuşneanu and the fairy-opera Capra cu 
trei iezi [The Goat with Three Goatlings]) were performed at the Romanian National 
Opera in Bucharest in 1941, just a few years before his passing (1946). This is a 
discouraging fact, given that we are referring to a musician with a mobilizing artistic 
temperament, who strived, throughout his career, to promote his work. The lack of 
interest from the part of professional musical institutions in interpreting Alexandru 
Zirra’s opuses, from all genres, yet especially those from the lyrical theatre genre, has 
determined us to review the literature on the topic. We have discovered that most 
authors have commented on his creations in relation with their creator’s belonging to 
the interwar generation. Therefore, in our research, we will adopt a general approach 
to Alexandru Zirra’s performances from a historical and stylistic perspective, not only 
in the national context, but also in relation to the trends and opuses from the West 
European music of the first decades of the 20th century. 
 
Keywords: interwar musician, opera, theme, language, national mark, West   
European-inspired musical styles  
 
1. Introduction 
1.1. State of the art 

What can we remember today about the interwar musician of Iaşi, 
Alexandru Zirra? A refined performer, aspiring lyrical artist, talented 
composer, whose works across various genres1 (symphonies, programmatic 
symphonic poems, chamber works, choruses, lieder, operas) were more often 
commented upon than interpreted; a strict Professor of harmony in the 
                                                 
 iatesenloredana@yahoo.com 
1 Symphonies: Symphony I, Peasant Symphony II, Descriptive Symphony III; Symphonic 
poems: Tăndală şi Păcală, Ţiganii, Uriel dꞌAcosta; Chamber music: Sonata for violin and 
piano, Three songs for piano, Choral, prelude and fugue for piano. 
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Conservatory of Iași (1907-1925; 1931-1940) and of Cernăuţi (1925-1931); a 
responsible director of two artistic higher-education institutions2 and of the 
Romanian Opera in Bucharest (1940-1941); a  remarkable musicologist (Zirra, 
1984, pp. 59-93); a folklorist whose theoretical ideas, debated in various 
articles (Zirra, 1922/1923), were reflected in his creation – all in all, a 
personality with a distinguished career, which would stimulate the interest of 
many researchers: Alexandru Schmidt (1967), Mihail Jora (1968), Emanoil 
Ciomac (1980), Iosif Sava (1982), Alexandru Cosmovici (1984), George Pascu 
(1987,1997), Veronica Berbescu Zbarcea (1996). An all-round synthesis of his 
work has been carried out by the musicologist Vasile Vasile in the 
monographic volume Alexandru Zirra (2005). 

 
1.2. Purpose of the research 

The consistent bibliography has determined us to synthesize herewith 
some of the biographical, compositional and analytical aspects upon which 
scholars have commented. Starting from the opinion of the well-known critic 
Petre Comarnescu regarding the response to the opera Alexandru Lăpuşneanu – 
“…But the nature of this opera has not yet been fully analysed; its style and 
characteristics have not been defined, making it difficult to compare him and to 
put him in his rightful place in the music production from our times ...” (Vasile, 
2005, p. 239) – we will attempt to extend this assertion at the level of 
Alexandru Zirra’s entire dramatic creation, highlighting only those features that 
clearly reflect the relationship with the national vocal dramatic universe, and 
particularly the possible correlations with the international one. We believe that 
only by establishing correspondences at the level of themes, drama and general 
sonorous expression with styles and opuses from the international repertoire of 
the first decades of the 20th century, we can understand Alexandru Zirra’s role 
in the Romanian interwar stage creation. 
 
2. Musical studies attended in Iaşi and completed in Milan. A decisive 
factor in connecting Alexandru Zirra to the West-European stylistic 
tendencies 

Our apology on Alexandru Zirra (1883, Roman – 1946, Sibiu), the 
composer who found creative inspiration in lyric theater, began after 
graduation (1901-1906), once his dream of becoming a performer on the big 
stages of the world came true, when the prestigious professors of the 
Conservatory of Iaşi (Sofia Teodoreanu, Gavriil Musicescu, Titus Cerne, 
Enrico Mezzetti, etc.), appreciating the vocal and creative skills of the young 
musician, recommended him for a scholarship at the Conservatory of Milan 
(1907-1908; 1910-1912).  
                                                 
2 He was the director of the Conservatory of Music and Dramatic Arts of Iaşi and of the 
Conservatory of Cernăuţi (1925-1931). 
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What did this possibility to continue his education in Italy really mean 
for Alexandru Zirra? Well, his collaboration with Carlo Gatti’s exuberant 
personality comes to mind. During harmony, counterpoint and composition 
courses, Gatti would stimulate the young composer to discover unique creative 
solutions that were naturally connected to the European music styles from the 
first decades of the previous century. Evidently, the parallelism of some of the 
trends of the time, i.e. traditional (Verism, Post-Romanticism, Neoclassicism) 
or avantgarde (Impressionism, Expressionism), of some musical languages 
(tonality enlargement, modalism, atonalism or dodecaphonic serialism), 
changes in the stage genre (chamber opera, monodrama, opera ballet, opera 
oratorio) or the latter’s transformation based on the dynamics of the concepts 
of programmatism and symphonism were not unfamiliar to him.  

The Moldavian creator assimilated this knowledge and capitalized on it 
in his own way, according to his particular Moldavian sensibility and 
inclination to harmonic coloring diversity (West European classic-romantic 
tonalism combined with Romanian modalism from the late 19th century and 
early 20th century, the resources of which he discovered in Gavriil Musicescu’s 
scores, which served as a model in his approach to choral or dramatic music), 
thus proving himself in lyric compositions as a follower of Giuseppe Verdi and 
Giacomo Puccini’s views on vocality and stage drama.  

 
3. Direct or indirect contact with the representative styles and opuses of 
the 20th century favoured a new conception on lyric theatre 

Deepening his studies abroad was a decisive step in Alexandru Zirra’s 
artistic development, given that, in the Italian musical ambience of the early 
20th century, his first contact was with Giacomo Puccini’s scores, who has 
obtained as far back as 1895 a resounding success with his opera Manon 
Lescaut, followed by La Bohème (1896), Tosca (1900), Madama Butterfly 
(1904), La Fanciulla del West (1910).  

Even though they are known as shows integrated in the verist movement, 
the late Romanticism marked the relation between word and sound. We will 
briefly mention, in chronological order, other masterpieces from various 
musical cultures belonging to the international stage repertoire which have 
undoubtedly determined possible relations to theme, genre and language in the 
local area and, implicitly, in Alexandru Zirra’s repertoire. In 1902, Claude 
Debussy completed the lyrical drama in five acts Pélleas et Mélisande, in 
which, even though the creator’s option for the symbolist theme entailed 
certain relations with Romanticism, the particular correspondence between the 
multiple meanings of the libretto and the French sound modalism classified the 
opera as a document of musical Impressionism. Moreover, only several years 
later, this time in Germany, Wagner’s mark was obvious in Richard Strauss’s 
case, particularly in his two masterpieces Salome (1905) and Elektra (1906), in 
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which the Expressionist features derived from the relation to the Post-romantic 
style. In the same period, at the beginning of the 20th century (1901), in the 
Austrian artistic context, the innovative creator Arnold Schönberg, while trying 
to break loose from the master of Bayreuth, composed the cantata Gurrelieder, 
a complex piece for five soloists, narrator, chorus and large orchestra, another 
authentic testimony of the Post-romantic style. This movement’s reverberations 
also branched in the case of the atonal monodrama Erwartung due to 
Schönberg’s option for the nocturnal development of the action, which, in 
correspondence with abstract sonority, introverted character, would be 
associated to the Viennese method of capitalizing on the Expressionist style. 

In contrast, the other tendency of the nonconformist style is also revealed 
through the telluric force of expression, the exacerbation of language and 
sonorous expression parameters, the redefinition of the concept of syncretism, 
specific to the Russian stage, and more specifically to Igor Stravinsky, in his 
ballets The Firebird (1909), Petrushka (1911), The Rite of Spring (1913). On 
the other hand, the relationship between tensioned libretti, with violet hues, and 
modal-chromatic sonority, has determined possible associations between 
Expressionism and Impressionism in the opera Bluebeard’s Castle (1911) and 
in the pantomime ballet The Miraculous Mandarin (1919), opuses of the 
Hungarian creator Béla Bartók. 

This is the controversial stylistic context of the European lyric theatre 
from the first decades of the 20th century, which represented a challenge for 
Alexandru Zirra in his vocal dramatic creation from 1912 to 1943. In this 
regard, we make mention of: fairy or the vocal-symphonic poem for soloists 
choir, orchestra, ballet ensemble Luceafărul [The Morning Star], 1912; the 
operas Alexandru Lăpuşneanu, 1930, rev. 1944 (historical drama in three acts 
and four scenes based on Costache Negruzzi’s short story); O făclie de Paşte 
[An Easter Torch], 1937 (psychological opera in three acts based on Ion Luca 
Caragiale’s story); Capra cu trei iezi [The Goat with Three Goatlings], 1938 
(fairy opera in 2 acts based on Ion Creangă’s fairy tale); Furtuna [The Storm], 
1941 (lyric show in three acts based on Grigore Ureche’s story); Ion Vodă 
Potcoavă [Voivode Ion Potcoavă], 1943 (historical drama in three acts based 
on the novel Nicoară Potcoavă by Mihail Sadoveanu). 

  
4. Literary and stylistic options in choosing and processing themes 

We notice Alexandru Zirra’s tendency towards sharing the Wagnerian 
view on performance (he is the author of the libretto from the dramatic works) 
by his approach to the fantasy universe in the fairy-opera Luceafărul [The 
Morning Star], interpreted as a reminiscence of his preference for “The Flower 
Maidens scene from Parsifal” (Cosmovici, 1994, p. 96) or of the historic, 
legendary themes, as revealed by most of his stage creations Alexandru 
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Lăpuşneanu, Ion Vodă Potcoavă [Voivode Ion Potcoavă], Furtuna [The 
Storm]. 

The option for the literary universe created by Ion Creangă in his famous 
fairy tale Capra cu trei iezi [The Goat with Three Goatlings] is surprising and 
refreshing, as is his openness to the humour and irony from the sung, played 
and danced story Renard (1916) by Igor Stravinsky, where a mixture of 
zoomorphic characters display is a satire on society. In the same manner, 
Alexandru Zirra elevates the parody, the charade, to a national level, 
reinterpreting a fairy tale in the context of the Romanian interwar period. 

As we said, the period in which Alexandru Zirra studied abroad was 
favourable for establishing contact with the musicians of the time, for attending 
auditions of various scores, some more traditional, others more nonconformist.  
Regarding the impressions conveyed by the audition of the monodrama 
Erwartung by Arnold Schönberg, which Alexandru Zirra seems to have 
attended, he did not formulate any opinion. However, it evidently left its mark 
on him because, later on, he used the theme of anguish from the Schönbergian 
stage creation as the guiding principle in putting together the Romanian 
performance of I. L. Caragiale’s naturalist short story O făclie de Paşte [An 
Easter Torch]. 

Even though the natural chronological order of the sequence of dramatic 
works – in relation to the time frames in which Alexandru Zirra was concerned 
with writing and completing his stage scores, throughout his lifetime – would 
entail a presentation per year of composition, in what follows, we will try to 
support our ideas in relation to the thematic and stylistic associations between 
the shows under discussion. 
 
5. Alexandru Zirra’s stage creation. A historical and stylistic approach in 
a national and international context 

Some of the general and distinctive features of Alexandru Zirra’s opuses 
will be underlined in what follows, taking as a case in point: the                
vocal-symphonic poem for baritone, mixed choir, ballet ensemble and 
orchestra Luceafărul [The Morning Star], the historical drama Alexandru 
Lăpuşneanu, the historical drama Ion Vodă Potcoavă [Voivode Ion Potcoavă], 
the lyric theatre performance Furtuna [The Storm], the fairy-opera Capra cu 
trei iezi [The Goat with Three Goatlings] and the psychological opera O făclie 
de Paşti [An Easter Torch]. In our approach, we will constantly seek to 
establish their connection with the national and international scenes from the 
first decades of the 20th century. 
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5.1. Luceafărul [The Morning Star], fairy-opera or vocal-symphonic poem 
for baritone, soprano, mixed choir, ballet and orchestra ensemble  

Created during Alexandru Zirra’s studies in Milan, this work brought him 
international recognition; he was awarded the distinguished title of Magister in 
compositione, the musician’s source of inspiration being Eminescu’s themes 
with their philosophical implications. 

Despite being a creation that marked his debut as a composer, of which 
only a fragment was preserved in the Romanian Academy Library (according 
to musicologists Octavian Lazăr-Cosma, Alexandru Cosmovici and Vasile 
Vasile) it is clear that, through this opus, Alexandru Zirra promised to become 
an innovating artist. The score is a synthesis of Post-romanticism (fairy-opera 
or musical féerie for baritone, soprano, mixed choir and orchestra, ballet 
ensemble) in that: the poetical side of music (sequence of scenes, ample tones, 
where an important role is played by percussion instruments and combinations 
of wooden wind instruments, designed based on Rimsky-Korsakov’s 
orchestration, in order to highlight the expression of extroversion), the apices 
reached while calling the Luceafărul [The Morning Star] (Vasile, 2005, p. 
214), the tense development of intervallic structures from protagonists’ 
soloistic scenes. 

The recitative in late Romantic style, associated with a Debussyan 
transparent sonority – The Morning Star entering Cătălina’s chamber (Vasile, 
2005, p. 215), highlights the creator’s possible affiliation to the post-romantic 
synthesis tendency, which Alexandru Zirra resorted to and applied differently 
in his opera scores, adapting it to the Romanian stage and, what is more, 
bringing out local specificities in each of his opuses. 

 
5.2. Alexandru Lăpuşneanu historical drama 

Only a few scores were written in the ambience of the diverse themes of 
the Romanian stage creation from the first decades of the 20th century : the 
historical opera Petru Rareş (1889) by Eduard Caudella, the 
historical/mythological themed shows Traian şi Dochia [Traian and Dochia] 
(1921), Agamemnon (1922) by Dimitrie Cuclin, the musical dramas Năpasta 
[The Misfortune] (1928) by Sabin Drăgoi, Marin Pescarul [Marin the 
Fisherman] (1933) by Marţian Negrea, the comic operas Cu dragostea nu-i de 
glumit [Love is not a Joke] (1933) by Constantin Nottara and O noapte 
furtunoasă [A Stormy Night] (1935) by Paul Constantinescu, the tragedy 
Œdipe (1921-1931) by George Enescu being at the forefront.  

We notice that the historical opera itself, even though it is the symbol of 
the national conscience in the interwar period, is used with certain discretion, 
the creators preferring literary topics that are more accessible and easier to 
concentrate into librettos in the development of either drama or comedy. 
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Alexandru Zirra’s general option for the historical drama, in terms of 
theme, can be best explained from its relation with the 19th century Russian 
stage creation: Ivan Susanin [A Life for the Tsar] (1836) by Mikhail Ivanovich 
Glinka, Boris Godunov (1874) by Modest Mussorgsky, Cneazul Igor [Prince 
Igor] (1869 rev. 1890) by Alexander Borodin. 

The fundamental question is why Alexandru Zirra decided to use, in his 
first opera, the historical subject gravitating around a highly controversial 
character, i.e. Alexandru Lăpuşneanu, a subject treated in great detail in 1840, 
from a literary perspective, in the form of Costache Negruzzi’s eponymous 
short story. At first sight, as we stated above, the historical musical drama was 
partially approached in the first decades of the 20th century, which allowed the 
creator to substantially enrich his repertoire. However, if we consider the 
musician’s views at the time when he dwelt on this subject, we draw on a 
colleague of his generation, Alexandru Lascarov Moldovanu, mentioned in 
Vasile Vasile’s monograph, who the composer confided in back in 1917: “… I 
want to humanize this prince, who is regarded by everyone as a cruel soul, and 
nothing else” (2005, p. 218).  

Starting from Alexandru Zirra’s statement, we can clearly notice one of 
the essential differences in the notion of the libretto from Alexandru 
Lăpuşneanu, centered on underlying the psychological traits of a ruler, in 
comparison with another creator, Modest Mussorgsky, who, in the second half 
of the 19th century, resorted to Pushkin's text in Boris Godunov, revealing the 
historical truth in the development of the subject, the central character being 
presented realistically. What we have to remember is that, from 1911 until 
1946, the composer created thee versions of the score, Alexandru Zirra aiming 
at achieving as concentrated a libretto as possible. Thus, he left out the first 
chapter from Negruzzi’s nuvella, and included only Ruxandra’s urging of the 
ruler to spare the boyars’ life from the second chapter (Vasile, 2005, p. 222). 
From a musical point of view, the work is structured in four acts taking the 
form of an arch with two pillars, namely two musical moments of great 
expressiveness and sonorous tension, performed by the main character. From 
these we can also infer the essence of the subject: the monologue from the 
beginning of the score suggests compassion for the people oppressed by the 
hypocrite landowners, and the final solo fragment highlights the ruler’s pain, 
after he was poisoned by the traitor boyars (Vasile, 2005, p. 223). The 
composer’s capacity to rebuild the source of inspiration (Motoc is murdered in 
the first act), the creation of a visionary ruler guided by his wish to have a new 
class of boyars made up of ordinary people, the inclusion of self-standing 
dramatic scenes or moments that cannot be found in the short story, “the 
Council’s irritation”, “the convict’s curse” (Vasile, 2005, pp. 224-225), the 
option for other names for characters whom the composer considered to be 
more relevant in terms of sonority (the renowned boyar Stroici became 
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Cornea), all of these make Zirra an innovative creator who dwelt on the 
relationship between libretto and music, as a conqueror of a history which he 
would rewrite. Even though he did not deviate from the general landmarks, he 
nevertheless created the music in close connection with the socio-political 
phenomenon itself, interpreting it and offering a critical perspective on the 
data. The score itself reveals a classical architecture from a general perspective: 
orchestral preludes, recitatives, arioso, arias, monologues, the local touch being 
highlighted by the traditional intonations from the duets (Lăpuşneanu-
Ruxandra), choral sections (the peasants’ choir, the monks’ choir), quartets 
(end of act I), etc. Moreover, the music is highly diverse, based on its 
correspondence with the dramatic content (Romanian song, Byzantine 
intonation, Polish rhythm). Regarding the vocal parts, we can notice, on the 
one hand, a similarity with the mussorgskian style in the development of the 
soloist moments (recitatives, monologues) and, on the other hand, the obvious 
relation with the Italian concept of song, in the manner of Giuseppe Verdi or 
Giacomo Puccini, particularly in the ensembles (the duet between Alexandru 
Lăpuşneanu and Ruxandra).  

The frequently used comparison between Zirra’s opera Alexandru 
Lăpuşneanu and Mussorgsky’s Boris Godunov is drawn from several 
perspectives: the theme, the slow promotion of the two opuses (both waiting a 
long time on bookshelves before being rendered to the public), the construction 
of declamation. We are referring to similarities in the relationship between text 
and sonority between Lăpuşneanu’s arioso Simţesc că sfârşitul s-apropie [I feel 
the end approaching], act IV (Alexandru Lăpuşneanu) (Fig. 1) and the final 
monologue known as Testamentul lui Boris, Acum vei începe să domneşti 
[Boris’ will, Now you will begin your reign], act IV (Boris Godunov) (Fig. 2). 

We must not forget that Alexandru Zirra has authored many symphonic 
poems and programmatic symphonies, which shows preference for harmonic 
diversity based on the evolution and succession of contrasting scenes and 
musical drama, suggested especially by the timbre (the moment of killing the 
boyars, in which the timbre of the cellos is grave, the sound fragmentation 
being achieved by alternating choral, soloist and instrumental segments). 

We are also referring to the gradual development of the scenic and 
musical performance, which stands out in Alexandru Lăpuşneanu’s first 
monologue, from which the leitmotifs aimed at characterizing both the 
protagonist, in the extreme dynamism of his attitudes (either violent, or 
apparent calmness, that anticipates manifestations of a maximum tension), as 
well as Ruxandra’s balanced, reconciliatory attitude. These are just some of the 
arguments which support the response to the opus, as a possible association 
between two genres specific to post-romanticism: opera and symphonic poem. 
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Fig. 1 Excerpt from Lăpuşneanu’s monologue Simţesc că sfârşitul s-apropie [I feel the end 
approaching], act IV (Alexandru Lăpuşneanu) 

 

    
Fig. 2 Excerpt from Testamentul lui Boris [Boris’ will], monologue, act IV (Boris Godunov) 
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It should be noted that Enescu attended the audition of the second version 
of the show, which took place at the Opera from Bucharest, in 1941, declaring 
his enthusiasm for the achievement of his colleague from the same generation – 
Alexandru Zirra –, whom he recommended in 1944 for an important award – 
the Romanian Academy’s Hamangiu Award. Unfortunately, the first version of 
the opus was lost in Berlin during the war before being staged, the composer 
later creating another two versions. Thus, the staging of the music after 1946 
and all enactments from the second half of the 20th century were based on the 
third version of the opus, completed in Făget (Cosmovici, 1984, p. 29). 

 
5.3. Ion Vodă Potcoavă [Voivoide Ion Potcoavă] historical drama 

The correspondence in terms of theme and language of the score of 
Alexandru Lăpuşneanu is revealed in the composer’s last stage creation (1942), 
i.e. Ion Vodă Potcoavă [Voivode Ion Potcoavă] (libretto inspired by the novel 
Nicoară Potcoavă by Mihail Sadoveanu), which completes the arch of 
historically-themed dramatic stage opuses. Summarizing some of the aspects of 
Alexandru Zirra’s libretto, we find that the protagonist was, for a short while, 
the prince of Moldavia (end of 1577). Aware of the Council’s practices, he 
gave up the throne and took refuge at the King of Poland Stephen Báthory’s 
court, where he was killed. 

Structured in three acts, this opera – the same as Alexandru Lăpușneanu 
– bears similarities between the general sound expression and vocality with the 
style of the veristic creations, particularly with Giacomo Puccini’s works. 
Furthermore, the constant exploitation of the male choir does not only 
contribute to creating a sober musical ambience, but also leads to the source of 
stylistic inspiration greatly appreciated by the composer: the ensemble 
moments from Verdian scores embedded with national sentimentalism. The 
Romanian mark is obvious, on the one hand, through the resort to Byzantine 
music – the researcher Alexandru Cosmovici draws attention to the relevance 
of a “fugue choir in Byzantine modes” (1984, p. 42) and the musicologist 
Vasile Vasile mentioned that “The boyars’ choir … it is difficult to tell the 
truth”, the development of sound “in the plagal doric with psaltic resonance” 
(Vasile, 2005, p. 292) and, on the other hand, to the traditional intonations 
presented in the majority of the soloist, choral or instrumental moments of the 
opera: “Tu te duci bade în lume, act II” [You’re going out into the world, dear, 
act II] (Vasile, 2005, p. 290). 

 
5.4. Furtuna [The Storm] lyric theatre performance 

Another manner of approaching legend-based operas refers to 
maintaining the general historical context, the development of events being the 
result of the creator’s fantasy of subjectively combining real and imaginary 
elements, like in the case of Furtuna [The Storm] (1941). This opera was 
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regarded by George Enescu in 1942 as a correspondence, in the Romanian 
stage creation, to the opera Pénélope by Gabriel Fauré (Cosmovici, 1984,       
p. 41). The subject is inspired by a legend from the beginning of the 17th 
century, taking place around Secu Monastery of Neamț, a halidom built by 
courtesy of the vornic Nestor Ureche, the father of the renowned chronicler. At 
the center of attention is actually the drama lived in the tower of the monastery 
by Ana, the vornic’s wife and the mother of the chronicler who, with canonical 
patience, “wove a beautiful church garment” (Cosmovici, 1984, p. 40) for a 
long time. Therefore, the event recorded by Nestor’s son, the renowned 
chronicler Grigore Ureche, became the argument of the libretto in three acts 
written by the composer3.  

Alexandru Zirra imagines a romantic plot, in the manner of Vincenzo 
Bellini’s Italian melodramas (or in that of the French melodrama Pénélope 
created by Gabriel Fauré in 1913 in post-romantic style, comprising many post-
Wagnerian moments).  

Unlike his other creations, Furtuna [The Storm] does not fit into the 
traditional structure. The tension, the waiting dominating the second act (the 
female protagonist weaving the fabric with endless patience), suggested by the 
music and lyrical moments, create possible correspondences with Pénélope by 
Gabriel Fauré. The similarity does not solely consist in the association with the 
libretto, but also in the musical methods used. Thus, while the score is more 
airy, from a vocal perspective, Alexandru Zirra sprinkled the orchestration with 
many effects aimed at amplifying the tone colour, achieving a sound in the 
style of the late Romanticism, and integrating the vocal lines into the 
instrumental ensemble. The difference between the two creators is obvious in 
Zirra’s use of folkloric elements into a quasi-counterpointal score, with 
Byzantine monodical and polyphonical intonations, the composer sometimes 
using patriarchal musical effects in keeping with plot development. 
 
5.5. Capra cu trei iezi [The Goat with Three Goatlings] fairy-opera 

Surprisingly, after the effort to complete the complicated, dramatic score 
for Alexandru Lăpuşneanu, Alexandru Zirra focused on fairy-opera. Thus, in 
Iaşi, in 1938, he composed original music, inspired by Ion Creangă’s stories, 
particularly by Capra cu trei iezi [The Goat with Three Goatlings]. The 
composer followed the main story line, but made some changes at the level of 

                                                 
3 In brief, Nestor Ureche lost his faith in his wife, Ana, after he found her talking to a young 
highland boyar, who declares his feelings for her. The boyar is killed and the beautiful lady is 
exiled in the tower of the Secu Monastery to undeservedly atone for sins she never committed 
(act I). Fifteen years later, her husband forgives her, acknowledging her innocence, but Ana 
refuses to return to him (act II). The unifying element, the reason behind their reconciliation is 
a storm that strikes out of nowhere, the two spouses returning to their initial feelings for each 
other (act III).  
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the libretto. In the three acts, the Bear, a character invented by the composer, 
becomes the storyteller who intervenes in the development of the prologue and 
epilogue. The action is built alternatively in the rural and urban environment, 
the language contains many idioms, irony being the most frequently used 
figure of speech. For example, when the Mother Goat leaves her kids home, 
asking them to repeat the famous chorus Three kids with growing horns, they 
chant it in a distorted manner, the protagonist thinking that they are trying to 
render “modern music” (Vasile, 2005, p. 270). The Wolf addresses the kids by 
means of an expression that was fashionable at the time, but was simplified in 
the context “Bonjour, Kids!” (Vasile, 2005, p. 270), the origin of which was 
the King’s famous way of greeting the people – “Bonjour, People!” (Vasile, 
2005, p. 270). Similarly, when the Elder and the Middle kids become the 
Wolf’s prisoners, the latter triumphantly exclaiming “Come after me, kids, it’s 
lunch time” (Vasile, 2005, p. 273), the orchestra plays the Marseillaise, another 
irony addressed to the “ideals of the French Revolution” (Vasile, 2005, p. 273). 
But how can we explain the composer’s propensity for irony, parody, satire, 
addressed at a society which exaggerates in manners, in the use of French 
words, and other such ridiculous things, in the context of Alexandru Zirra’s 
sensitive artistic temperament, eminently inclined to the dramatic genre. Let us 
remember that, even though the opera was completed in 1938, it was staged in 
1941, together with his first stage creation Alexandru Lăpușneanu.  

A positive attitude determined by the fact that, in the interwar period 
from 1940 to 1941, Alexandru Zirra was appointed as director of the Romanian 
Opera of Bucharest. This was a busy period for him as he worked hard to bring 
many of his colleagues’ works, from the national repertoire, into the limelight4.  

Once he received the approval to stage his two personal creations, 
Alexadru Zirra proved, like on many other occasions, the decency and elegance 
necessary to withdraw from the management of this institution. Now we can 
ask ourselves: how many managers of professional artistic institutions would 
do the same today? It is difficult to answer this question. 

Regardless, this opus can be perceived as an insurgence against officials5 
who, for no legitimate reason, postponed promoting Alexandru Zirra’s 

                                                 
4 La seceriș [Harvest] and Seara mare [Great Evening] by Tiberiu Brediceanu, Cu dragostea 
nu-i de glumit [Love is Not a Joke] by Constantin Nottara, La piață [At the Market] by Mihail 
Jora, the choreographic poem Nunta în Carpați [The Carpathian Wedding] by Paul 
Constantinescu, etc. 
5 It is surprising that, in the period from 1940 to 1941, Alexandru Zirra was involved in the 
management of the Opera from Bucharest, without resentment, even though in 1910, when he 
was offered the chance to participate in a competition at the Conservatory from Bucharest for 
the disciplines of harmony and composition, the artist having a consistent portfolio (completing 
the harmony treaty, 1908-1909 and creating composition works for which he would later 
receive the award of Master in Composition from the Conservatory of Milan), his destiny was 
not favourable. He competed against another young creator, Ion Nonna Otescu, who had 
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creations, which challenged him to create a stage parody. Beyond these extra-
musical issues, the composer managed to create a perfect fusion between 
Creangă’s plastic text, enriched with variations typical to the writer, and an 
amalgamated sonority which, according to Vasile Vasile, includes “children's 
folk songs, funeral songs, dance music, […] ballad intonations, urban folklore, 
romance and songs inspired from erotic lyric poetry” (Vasile, 2005, p. 273). 

 
5.6. O făclie de Paşti [An Easter Torch], psychological opera 

In the third decade of the 20th century, more specifically in 1935, 
Alexandru Zirra focused his attention on Ion Luca Caragiale’s psychological 
nuvella, O făclie de Paști. Such a theme was a fairly convincing argument for 
Alexandru Zirra to create a tense music, synthesizing various intonations: 
Romanian traditional music, Hebrew, psaltic music, amid a sense of fear that 
builds up in the music. 

The conception for the libretto belongs to Alexandru Zirra who 
concentrated Caragiale's story in order to highlight a few moments: the violent 
conflict between Leiba Zibal the tavern owner and Gheorghe, act I; Gheorghe's 
revolt and desire for revenge, act II; Leiba Zibal's fright who kills Gheorghe on 
the night of Resurrection, act III (Cosmovici, 1984, p. 35). 

Unlike Caragiale’s novella, in which the author is known by his 
characteristic irony found in language, action and characters’ behavior, in his 
opera, Zirra imbues the libretto with local colour, using Moldovan expressions, 
and giving up scenic details, the musical transposition of which would have 
created some difficulties. 

The fact that peculiarities from Caragiale’s novella are excluded or 
transfigured in Zirra’s libretto, highlighting “a latent conflict which is, 
nonetheless, amplified by the main character’s disease and excessive terror” 
(Cosmovici, 1984, p. 35), shows that the latter does not only have the special 
ability to capitalize on the essentials of a literary work for its better 
transposition in music, but also a natural tendency to connect the expressionist 
theme from international stage masterpieces, such as Erwartung by Arnold 
Schönberg, completed in 1909. It should be noted the Romanian stage reached 
thematic level only after a few decades, on the one hand, once with Năpasta 
[The Misfortune] by Sabin Drăgoi (which premiered in 1928) or Păcat 
boieresc [The Boyard's Sin] (1933) by Marţian Negrea and, on the other hand, 
with O făclie de Paști [An Easter Torch] by Alexandru Zirra.  

In order to highlight the mottled atmosphere of the place where the action 
develops (the tavern from Podeni), the composer brings to the fore, at the 
                                                                                                                                 
graduated from Schola Cantorum and was supported at that time by the Romanian Royal 
House and, implicitly, enjoyed a greater appreciation. Even though Alexandru Zirra won the 
competition, the vacancy was filled by Ion Nonna Otescu. (This information was presented in 
an extended or concentrated manner in most of the bibliographical referenced cited).  

57



Artes. Journal of Musicology 
 
beginning of the score, “the Sunday hora and the local traditional fiddler band” 
(Vasile, 2005, p. 255), he makes an obvious reference to Stravinsky’s 
amalgamated stage music creation.  

The concern for achieving contrasts in the association and sequence of 
sources is obvious throughout this musical piece. While the melodic idea of 
fright is sung in the opening of the opus, which underwent many 
transformations, evolving as a leitmotif, Gheorghe’s aria, for instance, is 
created on the structure of the popular song Foaie verde a bobului (Vasile, 
2005, p. 256), also transposed in the author’s symphonies. Finally, the stage 
and musical ambience changes paradoxically, in a violent contradiction 
between the tense moments of the libretto and the sacred choral music inspired 
from Troparul Învierii [Troparion of the Resurrection] (Vasile, 2005, p. 258). 

Here is one of the unique manners of associating and overlapping two 
manifestations of the Schönbergian and Stravinskian Expressionism onto the 
Romanian stage, in the creations of an essentially lyrical composer. Combining 
different stylistic sources, resorting to a veristic vocality, extending the 
discourse onto ample sections – these are just some of the general features that 
determine us to include the opus within a Post-romantic synthesis framework. 
 
6. Conclusions 
6.1. Approach to stage creation 

Even though the composer’s preference for the dramatic category entails 
a successful approach to historical musical drama, the use of other species in 
the genre (lyrical opera, psychological opera, fairy-opera), in which 
Alexandru Zirra offered representative opuses, must not be neglected.  

It should be noted that, in the vocal dramatic area, an important role is 
played by a unique syncretic genre, the vocal-symphonic poem or fairy-opera 
for baritone, soprano, mixed choir, orchestra, ballet ensemble Luceafărul [The 
Morning Star], which is innovating through the correspondence between its 
text, embedded with philosophical meanings, and its post-romantic sonority. 
Alexandru Zirra’s debut as an innovative composer reflects, on the one hand, 
his capacity for synthesis, for response to various types of music and styles 
during the period of time when he continued his studies in Milan, and, on the 
other hand, the function of predicting modern features in his future works. 

 
6.2. Conception on libretti 

The composer created his libretti by himself, drawing mostly on 
historical themes, with two exceptions (the fairy-opera Capra cu trei iezi [The 
Goat with Three Goatlings] and the psychological opera O făclie de Paşti [An 
Easter Torch]). This significant detail confers him more freedom in his creation 
of stage drama, of characters, the author rewriting the entire literary action on 
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many occasions in order to underline certain ideas or feelings, which he 
considered to be relevant for the music. 

Regardless of whether he found inspiration in historical, psychological or 
children’s literature, the composer metamorphosed the source, ennobling it and 
seeking to adapt it to the local context (bringing out the Moldavian dialect, 
typical expressions, inserting situations and actions with invented character 
names, well fitting in those specific dramatic fragments). This is an innovating 
approach of a creator endowed with sound literary and musical knowledge, 
which does not only reflect his relation with Wagner’s manner of creating 
librettos, but also the idea of modernizing the Romanian lyrical theatre. 

 
6.3. Conception on sonority in the international and Romanian stylistic 
context 

When it comes to the relation between Alexandru Zirra’s operas and 
similar stage creations in the global context, we would like to point out that the 
emotionality present in his historical scores is mainly due to the fluctuating 
harmony he created, punctured by many modulated moments, as well as to the 
dramatic recitatives, which is an interesting combination between the ariosos 
full of Russian pathos in the manner of Mussorgsky from Boris Godunov, and 
of the lyrical, melodramatic effects typical of Italian scores from the late 19th 
century (Bellini, Donizetti, Verdi) and early 20th century (G. Puccini). 

We likewise understand the national stage context of Alexandru Zirra’s 
historical operas, starting from the importance given to leitmotif, to 
declamation in an incipient phase, to the subtle portrayal of characters, 
distinguishing features of Eduard Caudella’s Romantic historical drama Petru 
Rareş (1889), to the reconfiguration of a legendary ambience, to the 
capitalization on folklore in the form of a citation or processed in Pană Lesnea 
Rusalim by Paul Constantinescu (1955), to the emphasis on lyricism in the 
drama Apus de soare [Sunset] by Mansi Barberis (1958), right down to the vast 
traditional musical drama with a heroic character, Ion Vodă cel cumplit [John 
3rd the Terrible] by Gheorghe Dumitrescu (1958). 

Furthermore, with regard to the creator’s relation with the genre, 
perceived from an international perspective, the opera dedicated both to 
children and adults Capra cu trei iezi [The Goat with Three Goatlings] is 
intended as a continuation of the comedy of situation and action from the 
German fairy tale Hansel and Gretel (1893) by Engelbert Humperdinck or of 
the fantastic comedy from Vulpişoara cea şireată [The Cunning Little Vixen] 
(1924) by Leoš Janáček.  

Some remarks ought to be made about language, given the fact that the 
methods used to create irony and parody, by distorting the rhythm, melody, 
harmony and/or orchestration, remain valid in Russian program or stage music, 
the apex being represented by Igor Stravinsky. 
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The reverberations in the national context occur especially in the area of 
the program instrumental creations Două schiţe simfonice: „Înmormântare la 
Pătrunjel” şi „Paparudele” [Two Symphonic Sketches: Funeral at Parsley's 
and Paparude] (1929) by Theodor Rogalski, Suita pentru orchestră op. 2 
„Şătrarii” [Orchestral Suite Op. 2 “The Gypsies”] (1934) by Dinu Lipatti, 
Tabloul simfonic „Gaida” [“Gaida” Symphonic Picture] from Trei dansuri 
româneşti [Three Romanian Dances] (1950) by Theodor Rogalski. Opera 
remains one of the genres that will be tangentially affiliated with the 
Stravinskian direction in the local context. This is the case of the comedy O 
noapte furtunoasă [A Stormy Night] by Paul Constantinescu (1935, redone in 
1950) followed by Alexandru Zirra’s Capra cu trei iezi [The Goat with Three 
Goatlings], created in the same genre. 

The similarity between the opera O făclie de Paşti [An Easter Torch] and 
West European musical styles, i.e. Verism, Post-romanticism and partially 
Expressionism, attests to the creator’s oppeness to synthesis music amid local 
musical resources. Furthermore, the combination of different stylistic overtones 
(folk, local folk music, Hebrew, psaltic and academic), the approach to a 
general traditional architecture, comprising acts and scenes that include a 
sequence of classical moments (recitative, ar ioso, monologue, interlude), yet 
are treated in extended sections of discourse, where the orchestration and 
harmony are not present only to add colour to the picture, but also to describe 
characters or situations taking place on stage, where the soloists’ vocals create 
volutes of the intensity of sound in a Puccinian manner, all of which reveal a 
surprisingly creator, a musician capable of rallying to the synthesis Post-
romantic style, yet maintain the sensitivity typical of Romanian music. 

We are well aware of the fact that, even though we aimed at highlighting 
Alexandru Zirra’s contribution to the national and global world of the stage, 
this desideratum has been only partially fulfilled in this research, given the fact 
that we have available only one score (Alexandru Lăpuşneanu) accompanied 
by the related audition and recording of the Capra cu trei iezi [The Goat with 
Three Goatlings]. Nonetheless, we are confident that, once we fall into the 
possession of his other scores, and, especially, once with promoting Alexandru 
Zirra in performance halls, the entire bibliography dedicated to this musician 
will become the natural result of the contact with the his music. The reason we 
are saying this is that, despite the fact that 70 years have gone by since his 
passing, we are currently in the same ambivalent position as before: one of awe 
before an exceptionally talented musician, and of helplessness to fully respond 
to his creation. 
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Abstract: The original and prolific composer Dimitrie Cuclin conceived a particular 
musical system, with metaphysical correspondences, implemented by him in his own 
creation. The theoretical model of his functional system could be a starting point of a 
new and coherent interpretation of the modalism in the Romanian folk song.  

Being nonconformist and provocative, Cuclin reconsidered the old tonal system, 
starting from neo-Pythagorean principles, and reorganized the musical functions and 
their relations following a personal logic, manifesting in his theories and compositions 
the obstinacy of a philosopher in scholasticism. The Tonic, the Dominant, the 
Subdominant and the Leading tone get roles which are sometimes in contradiction 
with the traditional musical logic, but their roles are redefined from the perspective of 
a movement between two parallel universes described in his metaphysical works. 

His musical thinking included the ideas of his contemporaries (Vincent d’Indy, 
Hugo Riemann) and is similar to those of Ernst Kurth, Wilhelm Worringer, but his 
meta-musical conception based on psychology and metaphysics led to a more subtle 
analysis of the Romanian folk modes and left a specific stylistic mark on his 
compositions inspired from the modal system, which are peculiar in the Romanian 
music. 

His music turns into an image of a superior world, and the understanding of its 
elements (the musical tonal functions) and their relations leads finally to the 
knowledge of the physical and metaphysical universe. 
 
Keywords: Cuclin, mode, function, structure, folk 
 
1. Introduction 

Three types of musical systems form the basis of the intonation in the 
Romanian folk melodies: the pre-pentatonic scales, named “oligochords” by 
the Romanian ethnomusicologists, the pentatonic scales and the modes. The 
difficulty to establish precisely some ordering principles stems from: the 
mobility of certain scale degrees, the passage of the melody from a tetrachord 
to another one with a different structure and different sounds, the change of the 
characteristics of the mode in the final cadence with respect to the main mode, 
the pentatonic basis of many modes, apparently heptatonic ones. 

Part of the investigation is focused on the definition of the modal melodic 
formulae which have a generative and a modeling character. These formulae 

                                                 
 roxanasusanu@gmail.com  
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were considered from the point of view of the pentatonic basis of the modes 
(Brăiloiu, 1967, 283-303), and from the point of view of their role in 
generating the form of the song (Comișel, 1967, p. 112). Their role in the 
cadence and their function was another investigated aspect (Mîrza, 1966, pp. 
83-105). Modal scales having mobile scale degrees were considered 
polychords (Duțică, 2009, p. 64), having a complex chromatic-diatonic or 
chromatic-polymodal structure. The chromaticism was defined as a ”distantial 
– chromaticism” (Rîpă, 2001, p. 370), or according to the old Greek theory, a 
part of a diatonic tetrachord, as the ”diatonic chromaticism” (Firca, 1966, p. 
19). Various points of view were presented in connection to the chromatic 
modes. Some researchers (Ciobanu, 1974, p. 71) incline to define the structure 
of the chromatic modes according to the augmented second and they also imply 
that these modes belong to the archaic stratus (Ciobanu, 1974, pp. 79-81). 
Other researchers (Comișel, 1967, p. 103) consider that the chromatic modes 
are formed by the disjoint superposition of trichords and/or tetrachords. 

The theoretical approach of the musicologist and composer Dimitrie 
Cuclin consists in deriving a comprehensive model able to offer a coherent 
interpretation of the modes in the Romanian folk music. 
 
2. Short introduction in the functional system of Dimitrie Cuclin 

Based on the ascending and descending spiral of the perfect fifths, 
Cuclin’s system is a dualistic symmetrical one. The modal system is one of the 
four specific systems forming the general scientific musical system: the 
diatonic system, the tonal system and the harmonic system are the other three.  
The diatonic system displays the elements (the functions) successively, the 
modal system displays them in “distorted” succession, the tonal system simply 
translates them on the frequency scale, and the harmonic system displays the 
elements simultaneously. The elements of this musical system are not the 
sounds determined by a specific frequency, but the functions defined by the 
relationship between two sounds and the part this relationship plays in a 
melodic structure: “the same sonorous element is capable of representing at 
least two musical functions, so that what actually counts in music is not the 
element itself, but its musical function (or its functional values)” (Cuclin, 1991, 
p. 72). Choosing the perfect fifth as a functional unit for this system, Cuclin is 
referring both to the theory of the natural resonance as to the attraction between 
the sounds. The perfect fifth is the third harmonic, in contrast with the second 
harmonic, therefore it has a centrifugal tendency, yet it is strongly attracted by 
the first harmonic. The third harmonic is connected the strongest to the 
fundamental sound. Therefore, it is endowed with characteristics of centrifugal 
sensitivity. Now, if the third harmonic is strongly attached to the first 
harmonic, it follows that the most attached characteristic to the third harmonic 
is its third harmonic and so on. 
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Let us consider C the tonic of the whole system, the element of absolute 
stability. The symmetrical ascending and descending successions of the fifths 
generate the direct and the reverse orderings of the functions. Consequently, 
the functions are defined with respect to the tonic, that is, by the distance from 
the tonic, measured in fifths. This distance accounts for the two forces acting 
within the system: the centripetal force of attraction to the tonic and the 
centrifugal force which increases with the departure from the tonic. Unlike the 
traditional musical scales, organized in ascending or descending order with 
respect to the criterion of the pitch, the elements of Cuclin’s system are 
organized with respect to the succession of the fifths.  

The diatonic scale in major mode (the “direct mode”) is equivalent to the 
ionic mode, i.e. the classical major and it is generated by the ascending (direct) 
order of the fifths: 

 
F – C – G – D – A – E – B  

 
The diatonic scale in minor mode (the “reverse mode”) is equivalent to 

the Phrygian mode and it is generated by the reverse ordering of the fifths:  
 

B – E – A – D – D – G – C – F  
 

The first seven functions are considered primary elements, that is to say: 
the tonic (T), the dominant (D), the subdominant (SD), the first and the second 
“Melodic” functions (M1, M2) and the Leading tone (L.). The tonic is the first 
scale degree. The dominant and the subdominant are considered symmetrical 
with respect to the tonic. Both the dominant and the subdominant play the part 
of the second scale degree. The first “melodic” function (the traditional 
supertonic in the major scale) is to be found at the second fifth superior to the 
tonic. The second “melodic” function (the Submediant) is at the third fifth 
superior to the tonic. The two leading tones: the leading tone of the 
subdominant (the Mediant) and the leading tone of the tonic complete the main 
functions described above. The leading tones are considered to be expansive or 
depressive according to the direct or reverse order of the mode. 

The centripetal force is definitory for the “group of fundamentals” which 
include the tonic, the dominant, and the subdominant. The centrifugal force is 
specific for the “group of leading tones”. Between these two groups, there is to 
be found the group of the functions called “melodics”, because of their 
transitory place. These “melodic” elements play an important role in the modal 
system. 
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The scheme of the functions in the direct mode is: 
 

F             C             G             D             A              E                   B 
SD           T               D             M1          M2         L of SD         L of T 

 
Group of fundamentals             Group of melodics            Group of the leading tones 

 
 

Centripetal force                     Neutrality, transitivity          Centrifugal force 
 

Fig. 1 The scheme of the functions and the forces in the diatonic major scale 

In the reverse mode, called the minor aspect, the subdominant is an 
expansive function, meanwhile the dominant, the “melodics” and the leading 
tones are depressive: 

 
      F                  C                       G           D               A            E             B 
depressive L    depressive L of SD   M1              M2             D            T            SD 
            of the Tonic 

 
      Group of the leading tones          Group of melodics                Group of fundamentals 
 

 
        Centrifugal force                     Neutrality, transitivity                Centripetal force 

 

Fig. 2 The scheme of the functions and the forces in the Cuclinian diatonic minor scale 

Cuclin considers that, in the reverse mode, the relationship between the 
depressive leading tone of the tonic and the tonic (F – E) bestows upon the 
tonic the functional value of a direct dominant for A. This fact changes the 
functional relationship: 

 
      F                       C                 G             D           A           E        B 
depressive L of SD depressive L     dep. M       D           T          SD      exp. M 
                                 of the exp.M                                                       of the exp.M 

 

Fig. 3 The scheme of the functions in the minor scale 

The chromatic scale is formed by the secondary functions: the leading 
tones of the leading tones of the main functions. These leading tones also 
follow the ascending and descending order of the fifths:  

65



Artes. Journal of Musicology 
 
F     C   G    D    A     E            B          f#        c#          g#         d#           a# 
SD  T   D   M1  M2  L.of SD  L.of T  L.of D  L.of M1  L.of M2   L.of         L.of L.ofT 
                                                                                                 L.of SD 

Fig. 4 The scheme of the functions in the chromatic scale 

Consequently, every main function in the direct or reverse mode may be 
determined by expansive or depressive leading tones. The ascending and 
descending directions have psychic connotations of “expansiveness” and 
“depressiveness” because, in Cuclin’s conception, there is a correspondence 
between the musical and the psychic functions. 

 
3. A functional analysis of the Romanian folk modes  

The terminology: tonic, dominant, subdominant, leading tone, etc. should 
not be understood in the accepted meaning. When analyzing the modes, the 
tonic will represent nothing but a reference and by no means the centre which 
polarizes every attraction. The tonic becomes the most important and stable 
reference point in the constellation of sounds of the mode. The notion of 
dominant maintains its usual meaning only as far as the direct mode of the 
diatonic scale is concerned. In the reverse mode, the dominant and 
subdominant interchange places, because of the descending succession of the 
fifths. Consequently, the reverse dominant (the first descending fifth from the 
tonic) replaces the direct subdominant (see Fig. 2). 

The most complex interpretation is associated with the function of the 
leading note. In some cases, this is interpreted – like in the classical theory – as 
an element of movement. Such cases concern the leading note of the tonic and 
the leading note of the subdominant. In other cases, when interpreted as a 
melodic ornament, the leading note becomes an element of sound slip. Here, 
the attraction to the ornamented sound does not imply a functional relationship. 
Frequently, the leading tone is a filling note, “Füllton”, similar to the “pien”, 
mostly when it is a mobile scale degree. More often than not, the leading notes 
are interpreted as modal characteristics. In such cases, their functions tend to 
receive a greater importance in the mode with respect to the main functions.  
The leading tone is no more a reusing element determining the occurrence of 
the next sound. The ascending or descending departure of the leading note 
from the tonic (measured in fifths) determines the degree of expansiveness or 
depressiveness of the leading notes. The relationship between expansiveness 
and depressiveness defines the ethos of the mode. 

According to this theoretical model, proposed by Cuclin, the following 
analysis of the Romanian folk modes will conventionally use the terms 
“melodic” elements and “leading notes”. 

The Romanian diatonic modes preserve the names they were given in the 
Middle Ages: Lydian, Ionian, Mixolydian, Dorian, Aeolian, Phrygian. There 
are also three scales called “acoustic modes” because of the occurrence on the 
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same scale of the harmonics 7 (14), 11 and 13. Other musicologists consider 
them “metadiatonic modes” (Ghircoiașu) or “naturally chromatic modes” 
(Firca), stemming from the superposition of allogeneous tetrachords. The 
chromatic modes were studied according to the place of the augmented second 
which is considered essential to the mode.  

In the Lydian mode, the function of the subdominant is replaced by the 
expansive leading note of the tonic. This creates an excess of expansiveness, as 
there is no depressive element in this mode. The function of the first melodic 
tends to become a second dominant. This fact is underlined by the Mixolydian 
cadence, typical for the Romanian melodies in Lydian. In the cadential 
formula, F plays the role of a subtone and thus it displaces the attraction centre 
towards the dominant C, which tends to substitute the tonic of the Lydian. 

                                       
                 Mixolydian  
                   cadence 
F          C          G         D          A         E           B 
T          D         M1          M2        M3          L.of T    L. of D 
                        = D2       M1         M2 

 
Fig. 5 The scheme of the functions in the Lydian mode 

 
In the Dorian mode, the expansive function of the “melodic” is stressed 

by the final cadence on this function. The degree of expansiveness is also 
enhanced by the expansive leading note of the “depressive melodic”. 

 
                                                  Phrygian  
                                                 cadence 

F             C          G           D           A            E                   B 
depressive L.   dep. M       D           T          SD   expansive M   exp.L.of. depM 
of E.M.          (=D.M.)                                           (=E.M.) 

 
Fig. 6 The scheme of the functions in the Dorian mode 

 
The relationship between the direct and reversed modes is a special case 

of functionality (see Fig. 1 and Fig. 2). The balance between major and minor 
characteristics is peculiar to a great part of Romanian folk melodies. The tonic 
function in a mode could substitute the function of the “second melodic” in the 
other mode. Therefore, the second melodic becomes a modal dominant, a 
role/part which is stressed upon by the final cadence, mostly Phrygian. The 
symmetry of the functions in the direct and reverse orders creates a special 
balance in the major/minor relationship. 
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Fig. 7 The relation between the functions in the direct – reverse modes with regards to  

different cadences 
 

The unbalance between expansiveness and depressiveness manifested 
itself in the chromatic modes and in the acoustic ones. The second acoustic is 
an example to this rule. Here, the second expansive melodic function is 
replaced by a depressive melodic. Consequently, the symmetry of the functions 
is quite perfect. 
 
b flat              f                C      G       D        A        E             (B)             f# 
dep.L.of D  dep.L of M1           Dep.M.   SD       T          D         M1                (absent)    exp. L of SD 
                   (=dep.L.of E.M.)                                                (=E.M.)(replaced by D.M.) ( in the  
              (in the Phrygian and                                                                                            Istrian 
               Locrian cadence)                                                                                              cadence) 
 
 
Fig. 8 The scheme of the functions in the second acoustic, in relation with the modal cadences 

The functional relations in the third acoustic mode (the “Istrian mode”) 
show a greater degree of depression. The only expansive function of the mode 
(the expansive melodic) is eliminated in the final cadence, usually a Locrian 
one: 

b flat              f               c             g                D         A    E        B            F# 
dep.L.of D [dep.L.of T]  dep.L.of SD dep.L.of E.M.   Dep.M.  D      T         SD            Exp.M 
                    (in Locrian                                                                 (cadence) (absent) 
                      cadence) 
 
 

Fig. 9 The scheme of the functions in the third acoustic, in relation with the modal cadences 

The first chromatic mode is a minor scale, with the fourth scale degree 
raised a semitone, and the sixth and seventh degrees are mobile, according to 
the variants (Ciobanu, 1974, p. 75) of this mode. The raising of the fourth scale 
degree eliminates the function of the reverse dominant. The expansive 
functions prevail in this minor mode. These functions are the subdominant, the 
expansive melodic (there are two expansive melodics in some variants), the 
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expansive leading note of the subdominant and, sometimes, even the expansive 
leading note of the tonic. 

 
                                             Augmented second (bipolar attraction - in all variants) 
     
[e flat]      b flat        [F]        (C)       G      D     A      [E]        (b)       f#         c#      
[dep.L.of M] dep.L.of E.M. [D.M.]         D            T        SD      E.M.  [exp.L.    (absent)  exp.L.of T    exp.L 
in the variants                        in the       (absent in                                 of D.M.]                     in the         of SD 
b and d                                 variants     all variants)                           in the variant a             variants 
                                             a and b                                                 [E.M2 in the variant c]    c and d 

 
                            Symmetry of the melodic functions in the variants a and b 
 

Fig. 10 Scheme of the functions in the first chromatic mode (all the variants) 

The second chromatic mode is a major scale with the augmented second 
between the second and the third scale degrees. The depressive functions 
prevail: depressive melodic, depressive leading note of the tonic, depressive 
leading tone of the dominant. The depression is accentuated by the absence of 
both expansive melodics. 

                 Augmented second (bipolar attraction - in all variants) 
 
a flat e flat b flat   F      C   G   D   (A)         [e]                   b               f# 
dep.L. dep.L. (absent) D.M. SD  T     D    (E.M.)  [exp. L. of D.M.]  exp.L.of SD  [exp. L of T] 
of T     of D                                               (absent) (in the variant a)                    (in the variant i) 
         (in all variants, 
         excepted e)   
 
two depressive  
 leading tones 
 

Fig. 11 Scheme of the functions in the second chromatic mode (all the variants) 
 
The third chromatic is a major mode, similar to a Lydian mode, with the 

second scale degree raised. This mode has an excess of expansiveness. The 
first melodic is absent, he second melodic is followed by another expansive 
melodic and its expansive leading note replaces the first melodic. 
 
                                           Augmented second (bipolar attraction - in all variants) 
 
F                   (C)   G   D (A)     E      B         [f#]    c#             g#       d#         a# 
dep.L.of E.M2   SD    T     D  E.M1   E.M.2  E.M3  [L of T]  exp. L of D (absent) (absent) exp.L 
the only              (absent)           (absent)                      (in the variant c)                                            of M.E3 
depressive 
element 

 
Fig. 12 Scheme of the functions in the third chromatic mode (all the variants) 
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The depressiveness is progressively accentuated in the fourth, fifth and 
sixth chromatic modes, which are minor scales. In the fourth chromatic mode, 
the balance of the functional relations, which are quite symmetrical, is 
disturbed only by one depressive element: the depressive leading note of the 
dominant (the sixth descending perfect fifth): 

 
                                      Augmented second (bipolar attraction - in all variants) 

 
d flat        [a flat]       e flat   b flat    F          C        G       (D)     A           e 
dep.L.of D [dep.L.of T]  (absent)  dep.L.     D.M.      D          T         (SD)     E.M. exp.L.of D.M        
                  (in the variant a)          of E.M.                                     (absent) 

 
depressiveness 
in excess                                                                 Symmetry  
 

Fig. 13 Scheme of the functions in the fourth chromatic mode (all the variants) 

In the fifth chromatic mode (a minor scale with the fourth degree 
lowered), the depressiveness is underlined by a secondary function: the 
depressive leading note of the depressive note of the expansive melodic (the 
eighth descending fifth): 

                                                       Augmented second 
 

d flat         (a flat) (e flat) (b flat)    f               c                  G    [D]  A    E      B 
dep.L.of        (absent) (absent) (absent) dep.L.of SD   dep.L.of E.M.  D.M  [D]    T     SD    E.M 
dep.L of E.M                                                                                                 (absent) 
      
element of great  
depressiveness 
 

Fig. 14 Scheme of the functions in the fifth chromatic mode (all the variants) 

The sixth chromatic mode reaches the climax of depressiveness. The 
functions of the dominant and of the first melodic are absent. On the other hand 
there is a depressive leading note of the depressive melodic (the eighth 
descending perfect fifth). 

 
                                                Augmented second 

 
[d flat]      a flat    [e flat] (b flat)    f               c               G     [D]   (A)   E      B 
dep.L.of       dep.L.of dep.L.of (absent) dep.L.of T  dep.L.of E.M.  D.M2  [D.M1](D)   T       SD 
dep.L.of SD   D.M2     D.M1                                                                                 (absent)                                                                                                               
 
              
              element  of great  
               depressiveness 
 

Fig. 15 Scheme of the functions in the sixth chromatic mode 
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Generally speaking, there is a tendency of an increased depressiveness in 
the final cadences, especially in the diatonic modes. Even in the modes with an 
excess of expansiveness (like the Lydian) the final mixolydic cadence turns the 
functions in the depressive direction. The downwards tendency from major 
characteristics to minor characteristics is associated with other aspect like: the 
descendent direction of the melody or the accent of the first syllabus of the 
basic metrical foot.  
 
3. Conclusions 

The theoretical model presented above brings forth the following 
principles of studying the Romanian folk songs:  

1. The decreasing of the role played by the subdominant. In some modes, 
like the Lydian or first acoustic ones, the subdominant is totally absent. 

2. The important share of the so-called “melodic functions”,  
which tend to become the modal dominants. The specific pattern of 
some modes, resulting from the combination of expansive and 
depressive elements, determines the occurrence of the “depressive 
melodic” in major modes and on the “expansive melodic” in minor 
modes. 

3. The degree of expansiveness/depressiveness of each mode is controlled 
by leading notes (mostly in the chromatic modes) 

4. The functional relations are specific to each mode and they are 
determined by the expansiveness/depressiveness relation. This latter 
one is greatly influenced by the final cadence. Usually, these final 
cadences alter the characteristics of the prevailing mode. 

Only too often, the descriptive tendencies in ethnomusicology tried to 
turn this discipline into an empirical science. We tried to show that the study of 
a complex musical material is more fruitful when based on the study of a 
complex musical material is more fruitful when based on a theoretical model, 
debatable as models generally are. 
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Abstract. Published in the early 1970s (Imagine şi sens, 1971, Deschideri spre lumea 
muzicii, 1973, Gîndirea muzicală, 1975), Pascal Bentoiu’s theoretical works had a 
paradoxical destiny. On the one hand, they informed many musicians, being included 
in the mandatory bibliography of courses in aesthetics at conservatories in Romania; 
on the other hand, substantial proof of the understanding of and capitalization on the 
works can be found neither in the press of the time nor in the subsequently published 
scientific literature. The simple explanation is that his romantic concept of idealist 
philosophy based on readings in Kant, Hegel and Bergson was clearly expressed – 
despite some attempts (rhetorical tricks) at hiding it – and at odds with the dominant 
Marxist materialism of the years of publication. This study identifies a few 
fundamental ideas of his aesthetic concept centered on the psychology of reception, 
like: 1. The primordial character of a global perception of musical 
articulation/composition (metaphorically expressed through the term of image) in 
relation to the analytical process of sonic parameters; 2. the primacy of (creative and 
receptive) musical awareness before the physical laws of sonic material; 3. the 
constitution of musical thinking as a logical mental activity operating with “phonic 
identities” on the axes of time and space, psychologically/metaphysically connected 
through the formula “spacial-temporal continuum”. Comparing Pascal Bentoiu’s 
concept with his main theoretical source – Ernst Kurth’s Musikpsychologie (1931) –, 
in its turn a combination of the Gestalt theory (the perception of the whole) with 
Schopenhauer’s concept of the creative/creator’s will and with the phenomenon of the 
subconscious revealed by Freud, proves the Romanian aesthetician’s integration with 
the main flow of European thinking – a singular case in the Romanian musical culture 
of the time. Revealing possible parallels with American aesthetic positions – we are 
referring to Leonard Meyer’s originally gestaltist psychological method (Emotion and 
Meaning in Music, 1956) – and the (indirect) consequences of Bentoiu’s concepts at 
the level of contemporary musical education, musicological analysis, the psychology 
of creation are projected as complementary objectives of this research. 
 
Keywords: the aesthetics of music, the psychology of music, musical thinking, musical 
image, Ernst Kurth, Leonard Meyer 
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1. Introduction 
Subsumed to musical aesthetics, Pascal Bentoiu’s theoretical works were 

realised and offered to Romanian readers after a rich activity on the 
compositional plain. Having taken place among/on the background of 
increasing modernisation of musical language and artistic notoriety, his 
compositions will reach a first culmination in 1969 through the opera Hamlet, 
which was finalised before starting work on the volume Imagine şi sens. The 
onset of maturity – the author had turned 44 when the volume was published – 
reveales him as a consistent personality able to assume his own definition of 
the musical phenomenon. “The thinking with this own mind” (to paraphrase 
the title of Romanian philosopher Gabriel Liiceanu’s latest volume – Nebunia 
de a gândi cu mintea ta) achieves a more pronounced and clearly delineated 
relief over the next four years, during which Bentoiu, parallel to creating two 
compositions revealing  a return to melody and consonance agreeing with the 
ideas that animated him at that time (Cvartetul nr. 2 „al consonanţelor” and 
Symphony no. 2) reveals a further two books, the volume of studies Deschideri 
spre lumea muzicii and the sui generis essay Gîndirea muzicală. 

The fortunate association of innovative substantial ideation in the 
Romanian context with the expressiveness, clarity and accessibility of the style 
transformed Bentoiu’s books into mandatory reading for any musician 
educated in or attending Conservatory. The specialty press reacted 
enthusiastically and admiringly without, however, performing a comprehensive 
analysis of the proposed ideation. The reception of Pascal Bentoiu’s theoretical 
works in the years following their publication was met with manifold 
inopportunity. First of all, his romantic concept of idealist philosophy based on 
readings in Kant, Hegel and Bergson was clearly expressed – despite some 
attempts (rhetorical tricks) at hiding it – and at odds with the dominant Marxist 
materialism of the years of publication. Secondly, the criticism directed against 
the musical experimentation of the time as part of his explanation of the 
musical phenomenon from the perspective of reception contradicted the 
development of composition in Romania in the 1970s and ’80s. Not to mention 
the fact that once structural and semiotic analysis was assimilated by Romanian 
musicology, Pascal Bentoiu’s psychological concept loses ground. Only after 
2000 does a direction of reflection on the musical phenomenon develop 
stimulated by Pascal Bentoiu’s concepts (see Garaz, 2002). 

The new ideas fundamenting Pascal Betoiu’s theoretical vision can be 
formulated as follows: 

1. the primordial character of a global perception of musical 
articulation/composition (metaphorically expressed through the term of 
image) in relation to the analytical process of sonic parameters; 
2. the primacy of (creative and receptive) musical awareness before the 
physical laws of sonic material; 
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3. the constitution of musical thinking as a logical mental activity 
operating with “phonic identities” on the axes of time and space, 
psychologically/metaphysically connected through the formula “spacial-
temporal continuum”. 

 
2. The primordial character of a global perception of musical 
articulation/composition (metaphorically expressed through the term of 
image) in relation to the analytical process of sonic parameters 
 
2.1. Pascal Bentoiu and Gestalt theory 

The formula “musical image” – a central concept of Pascal Bentoiu’s 
theory – is based on the theory of perceiving the whole through an act of 
synthesis, a theory proposed and demonstrated  by the Gestalt school of 
psychology. The whole is more than the sum of its parts – claim the fans of 
gestaltism, referring to the phenomenon of perceiving totality. To this end, 
Ehrenfels, the founder of this direction of thinking, observed that “The intellect 
[Geist] that brings psychic elements into new connections, changes more than 
combinations; it creates something new” (Tan, 2013, p. 21). 

For Pascal Bentoiu, the perceived whole is the musical image, that is “a 
possible unit of the musical flow, having an increased particular cohesion 
within the general cohesion” (Bentoiu, 1971, p. 20). The configuration of the 
musical image during the audition is fundamentally linked to memory and to 
the structure of the sonic art as articulated in time: “an area from the musical 
flow, which presents itself to memory as a unit of a happened action” (Bentoiu, 
1971, p. 22); “the image can be considered as formed only when we have 
reached a resting point” (Bentoiu, 1971, p. 24). The primacy of the whole 
before the parts is clearly expressed: “the form under which any type of 
materialised structure is registered initially in one’s psyche is that of synthetic 
image” (Bentoiu, 1971, p. 24). 

The Gestalt school of psychology was developed in the academic worlds 
of Berlin and Vienna beginning with the late 19th century until the mid 1930s, 
when the authors of the new concept – Max Wertheimer, Wolfgang Köhler and 
Kurt Koffka – became professors in the United States. The studies on this 
direction stipulate the filiation of the Gestalt theory from the phenomenology 
of Husserl who, associated with gestaltism philosopher Christian von 
Ehrenfels, author of an important work fundamenting the new theory in 1890 – 
Über Gestaltqualitäten [On Gestalt Qualities] –, formulates the idea of a 
synthesising function in the experience/perception of time (Reybrouck, 1997, 
p. 60). 

Transposed in the area of music, the Gestalt theory supports the 
receiver’s natural capacity of globally, instantaneously perceiving a sonic space 
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organised in time, but also of organising the perceived mental space as a 
homogeneous totality. 

We suppose that Pascal Bentoiu’s contact with the Gestalt theory took 
place through the work Musikpsychologie (1931) by Ernst Kurth, one of the 
authors that the Romanian author repeatedly refers to. In its turn, the work 
Musikpsychologie related to the phenomenon of reception of form as a whole 
through the writings of Christian von Ehrensfels, Max Wertheimer and 
Wolfgang Köhler. 
 
2.2. Ernst Kurth (1886-1946) – a great thinker of music 

Who was Ernst Kurth? We notice that he is less well-known than other 
great German theoreticians (Hugo Riemann, Theodor Adorno, Heinrich 
Schenker, Carl Dahlhaus a.o.). The quoted title has not been translated into 
English, although Ernst Kurth was rediscovered by American psychology at 
the end of the 1980s. In an in-depth study of his theoretical works conducted 
by Daphne Tan, a young researcher from Rochester University, New York in 
2013 (Ernst Kurth at the Boundary of Music Theory and Psychology), his 
appreciation at the highest level in (German-speaking) Europe is documented, 
as he is considered the most important theoretician after Riemann (Tan, 2013, 
p. 2)1. The only Romanian musicologist who had linguistic and conceptual 
access to Kurth’s writing was Gheorghe Firca, who is credited with having 
defined his contribution to international musical thinking (Firca, 1986, p. 44). 

Ernst Kurth will remain in history through the theory of energetism. 
The phenomenon is based on the gestaltist concept, to which is added 
Schopenhauer’s idea of will and the Freudian notion of the unconscious. The 
three ideas determine Ernst Kurth to analyse the process of musical creation 
and discover three levels: 1. will, expressed as kinetic energy, as 
uninterrupted flow, as living power of music, 2. the game of psychological 
tensions determined by moving forces of the unconscious and 3. the acoustic 
manifestation, sound (Bent & Drabkin, 1998, pp. 83-84). At the moment 
when the three levels are coordinated, there results a line possessing energy 
and coherence. The dynamics of this line are propagated from the kinetic 
energy of the melody and from the potential energy of the harmony 
determining movement through the tendency of the leading tone (Die 
Grundlagen des linearen Kontrapunkts, 1917). Based on the concept of 
potential energy of the harmony, Ernst Kurth will be the first to explain 
chromatic harmony, the dynamics of altered chords in Romantic music, 
especially by analysing some fragments of Tristan and Isolde (Romantische 
Harmonik und ihre Krise in Wagners «Tristan», 1920). Bringing the point of 

                                                 
1 The quotations from Ernst Kurth’s Musikpsychologie included in this study have been 
selected from the mentioned doctoral thesis (Tan, 2013). 
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view of psychology closer to the area of sonic language, Kurth’s energetism 
will make an important step in the process of understanding the working 
ways of musical matter. 

Musikpsychologie is opposed to the “psychology of sound”, the 
independent study of its perception, as the “music and sound are regarded as 
proceeding from the composer’s being and not from outside” (Kurt von 
Fischer, Grove Music Online). That is why it is very important to understand 
from the outset that Kurth’s work is not scientific in the spirit of the rigours 
of the discipline, i.e. based on experiment, but rather philosophical, with 
pronounced anteriority in German idealist philosophy. It claims 
Schopenhauer, Feuerbach and especially Dilthey and Bergson as its sources, 
rather than the rationalistic psychology that formulates conclusions out of the 
unmediated character of experience (Tan, 2013, p. 35). The commentators of 
his work also related him to I. Kant, as Kurth uses the German philosopher’s 
vocabulary and ideation (for instance, the theoretician repeatedly claims that 
sound is not a “thing in itself” – “Ding an sich”). A connection  to 
phenomenologist Sergiu Celibidache is apparent: “Sound is movement. 
Sound is vibration” (Celibidache, 2012, p. 14). 
 
2.3. The musical image in Ernst Kurth’s thinking 

Defining the musical image with Kurth is a discoursive process, as the 
essence of the sonic phenomenon for the German thinker is movement. “As a 
principal problem, the question emerges of whether motion can appear as an 
image and then as afterimage, where, at the same time, the word image may 
not have the meaning of visual impression (e.g., as the basis of a 
transcription) but rather, in a more general psychological sense, of a 
simultaneous realisation of entire, yet temporally flowing contents” (Tan, 
2013, pp. 143-144). 

At the end of his argumentation, the author concludes that “the 
transformation of motion into «image» is a basic psychic function whose 
outcome is to be recognised from various angles” (Tan, 2013, p. 147). Thus, 
as opposed to the Gestalt psychologists, who formulated a general theory of 
perception in order to fundament the transformation of the temporal flow into 
spatial configuration, only using music as an example and remaining at the 
elementary level of observations, Kurth is the first to integrate the Gestalt 
theory with music. 

Stimulated by Kurth’s thinking, Pascal Bentoiu extrapolates on the idea 
of image, constituting a system in which the image is decomposed down to its 
extrapsychological strata (the structure, updating, configuration) and analysed 
as a defining unit of musical development, a process supported by a multitude 
of musical examples (Bentoiu, 1971, pp. 20-63). 

 

77



Artes. Journal of Musicology 

 

 

 
 
1. Stages of knowledge 

 initial synthetic perception 
 decomposing the image (analysis) 
 recomposing the image 

 
2. Extrapsyhological strata  

 structure (score) 
 updating the structure 

(interpretation) 
 configuration (mental pattern) 

 

3. The features of the image: 

 dense – rarefied 
 continuous – discontinuous 
 fixed – mobile 
 concrete – abstract 
 subjective – objective 
 

 
Table 1 Pascal Bentoiu – The system of the musical image 

 
3. The primacy of (creative and receptive) musical awareness before the 
physical laws of sonic material 
3.1. The afterimage phenomenon 

More than the phenomenon of perceiving musical images, which is 
continuously proven in our experience as listeners, readers of the volume 
„Gîndirea muzicală” [Musical thinking] are surprised, maybe antagonised by 
the fact that the mechanism of every sonic parameter is explained as a phychic 
function and as a function of memory. This in a context where the issues of the 
musical language were already being studied systemically and rationally! 

Bentoiu departs from Kurth's concept of the afterimage (a prolongation 
of the image) to formulate as follows: “the recorded sonic element […] tends to 
extend (for us) its existance beyond its objective limitations. It's like a sort of 
vibration of the spirit (or: in spirit), independent of the actual acoustic one. We 
surprise here a probable psychological grounding of the possibilities of musical 
chaining of any sort and of composing isolated elements in complex images” 
(Bentoiu, 1975, p. 49). 
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The minute continuation of the perceived sonic image is debated on not 
only as a phenomenon of the audition but also as the functioning of sonic 
matter in compositional thinking: “harmony as potential phenomenon also 
exists in the purely melodic dimension. That psychic reverberation […] which 
commands to a large extent the logic of melodic chaining gives birth 
essentially to a harmonic phenomenon” (1975, p. 92) Thus, the theory of 
constituting harmony as a vertical projection of melody, acutely important for 
the understanding of meta-tonal intonational systems developed by 
contemporary compositional thinking can also take into consideration the 
psychological-philosophical arguments. 

Ernst Kurth is closer to phenomenology, concentrating the demonstration 
on sonic becoming: “The progression of motion is a psychic reality of its own 
formal content, which creates a residuum in memory as an afterimage. [...] 
Such residual hearing, which further operates unconsciously, achieves 
significance not only for simultaneities but also for the development of 
successive parts, certainly (albeit not solely) for the retaining of starting chords 
and with it, the development of the sense of key” (Tan, 2013, p. 144). 
 
3.2. Psychic energy – rhythmic pulsation 

Bentoiu's most evident relation to Kurth is featured in the explanation of 
the rhythmic concept based on a new parameter – Pulsation – a notion that 
defines the experience of the rhythmic evolution during audition. Rhythmic 
pulsation – a temporal reality superior to durations and cells – secretely binds 
the various sections of the discourse. In Bentoiu’s formulation, pulsation is that 
“temporal unit, which the psyche installs to command a rhythmic flow and by 
relation to which it interprets any actual appearance. […] The concept as such 
is energetic in nature rather than arithmetical. It does not envelop an objective 
temporal mode, but the tendency of our spirit to constitute (and follow) the 
rhythmic progression in an active state, somehow on the run – rather than in a 
state of observant passivity” (Bentoiu, 1975, p. 51). 

Bentoiu's merit of having underlined and exploited the phenomenon of 
rhythmic pulsation – the easiest one to apply in musical reception but also in 
defining the styles (let’s consider both European classical music and the 
diverse world music, jazz) is all the greater since it was not taken over from 
Kurth. The German theoretician develops his argumentation in the direction of 
proving the existance of psychic energy – a phenomenon which is separate 
from that of the physical forces (gravitational, for istance). Here is a moment 
from this discourse: “The effect of all psychic forces, their typical courses and 
forms of impression arise at once in the object of music, in all manufactured 
phenomena, under which the tonal matter lies. These are displayed openly, 
from the smallest forms to the interpretation – i.e., from their effect on us and 
from the psychic events in us we reconstruct the psychic occurrences in it. 
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However, the existence of a force, the experience of all tension forms, etc, is 
ultimately only given and verified through introspection” (Tan, 2013, p. 108). 
It is impressive that introspection, the analysis of states, experiences during 
audition are brought up as fundamental arguments. 

Bentoiu quotes Kurth only in relation to the compositional styles based 
on uniform pulsation and symmetry. Thus, he mentions the concept of 
Willensenergie – energy (concentration) of the will – and continues – “which 
the great theoretician recognised as one of the fundamental features of 
classicism” (Bentoiu, 1975, p. 61)  

To the same extent as in the case of the musical image, Pascal Bentoiu 
develops systematically and enriches the idea of the “psychic reflection” of the 
sonic fact. The specificity of musical thinking, in Bentoiu's vision, derives 
from the psychic effect of reception at the level of every sonic parameter: 
“what kind of truth is musical judgement searching to find and to display: an 
exterior, physical one (he was referring here to natural resonance, n.n.) or an 
interior, phychic one, which it should attempt to express as convincingly as 
possible?” (Bentoiu,1975, p. 81). 
 
4. The constitution of musical thinking as a logical mental activity 
operating with “phonic identities” on the axes of time and space, 
psychologically/metaphysically connected through the formula “spacio-
temporal continuum” 

The relationship between time and space in the process of composing, 
performing and listening to music represents the philosophical core of Pascal 
Bentoiu’s conception. Without explicitly relating to idealist philosophy, the 
author's judgements betray his adherence to Kant’s system, in which the two 
coordinates are forms of the spirit cumulating intuition, sensuousness and the 
intellect. They are a priori pure forms independent of experience, in which, 
however, the facts and their (artistic) expression are subsumed (Hrubaru-Roată, 
2014, p. 6). When he is trying to define the space of music, the author calls it 
the ideal, mental space which imposes a metaphorical musical terminology: 
“melodic line”, “overlapping of lines”, “the arching form”, “chordal densities”, 
“orchestral thickness”, “the extension of phrases”, “intervals” (Bentoiu, 1971, 
p. 15). They are metaphors enabling a transfer from musical temporality into a 
dimension of virtual, psychological space. 

The idea is also debated upon in Ernst Kurth’s Musikpsychologie, next to 
the other two phenomena of music – sonic matter and the energy of movement. 
“Only in the height [the vertical] dimension [or pitch space] can we allow tones 
to move freely up and down, here and there; in the width [horizontal] 
dimension there is no reversal of motion, since in reality this is a temporal 
process: a backwards move as happens in external space does not exist” (Tan, 
2013, p. 129). 
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By adopting this point of view, Bentoiu will develop the reasoning by 
applying it to bilateral symmetry in music, which can only be figurative, with 
no correspondent at the level of reception (another issue ignored by the 
contemporary study of music). 

Comparing Pascal Bentoiu’s conception with Ernst Kurth’s 
Musikpsychologie has evinced both the undoubtable filiation and the Romanian 
theoretician's substantial contribution to the development, as well as to the 
reconfiguration of the psychological direction of understanding music. His 
merits in this ambiguous field of situating the musical phenomenon can be 
summarised through the following ideas: 

1. realising a system of approaching music by extrapolating the idea of 
musical image; 
2. launching the idea of psychologically connecting time and space 
through music (or in music), a unification expressed through the defining 
formula of space-time-continuum; 
3. imposing the act of sonic perception as a norm of musical thinking: 
“The natural tendencies of connecting irreducible elements belong to our 
spirit, not to the material. They show up when (and only if) very many 
concrete experiences have gotten us used to the possibility and frequency 
of some links” (Bentoiu, 1975, p. 82). 
4. the extension of the idea of primacy of reception in treating the style 
and phenomenon of creation: 
“The internal criteria of the work can only be searched – at a first stage – 

in ourselves, in us the receivers rather than in the artistic object” (Bentoiu, 
1973, p. 48). 

 
5. Involuntary synchronicities of ideation 

The studies of German musicology in the first two decades laid the basis 
for the research of cognitive psychology and musical aesthetics in the second 
half of the 20th century. For instance, Leonard Meyer, in his works – Emotion 
and Meaning in Music (1956) and Explaining music (1973) – resumes and 
develops the gestaltist theory, according to which music is produced and 
perceived according to universal laws of cognitive functioning of the human 
spirit (Nattiez, 2005, p. 26). In his first and best known volume, Leonard 
Meyer relates to the writings of one of the experts in Gestalt psychology: Kurt 
Koffka (the only psychologist of the movement, out of the German émigres of 
the 1930s, who had published in English: Principles of gestalt Psychology, 
New York, Harcourt, 1935). Among Koffka’s principles, rules of perceiving 
form as a whole, Meyer only applies three: – The law of good continuation, 
Completion and closure and Weakening of shape (Meyer, 1956). The American 
teacher uses the same path as Bentoiu, creating the link between music theory 
and psychology, proving, at the same time, the possibility of nearness between 
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the formalist conceptions on music and the referential or expressionistic ones. 
To a similar degree as Bentoiu, Meyer also brings the music lovers’ 
perspective (with their preference for emotional conceptualisation) closer to the 
experts’ (with their predilection to conceptualize formally). What is truly 
significant is that Leonard Meyer’s book is analysed and commented upon in 
multiple writings, is included in the history of musicology and musical 
aesthetics; moreover, it represents a point of departure for lectures in musical 
semantics taught at American universities.  

 
6. Applications in musical analysis 

Pascal Bentoiu’s musicological thinking did not generate explicit 
application in the Romanian musicology of the following decades, but entered 
the general process of educating music specialists, an idea resulting from the 
consistent quotation of his theoretical works in the bibliographies of the most 
diverse musicological studies. Only after 1990 can a certain development 
direction in musical analysis be correlated with the theory of perceiving the 
whole through musical image, an idea that we will later dwell on. 

The concepts and the works forming the basis of Bentoiu’s books were, 
however, applied in Western Europe and the Unites States. The first 
consequence of the gestaltist theory is the appearance and development of a 
new method of analysis – Schenker’s method, which capitalises on the 
synthetic, space-like perception of time, using the techniques of reduction. 
Understanding tonal works, their profound, esentially harmonic structure was 
advanced spectacularly through Schenker’s analysis. 

After the era of the essentially positivist linguistic structuralism, the 
psychological orientation would be recovered at several levels. One of the 
capitalisations on it is proposed in Fred Lerdhal and Ray Jackendorff’s work A 
Generative Theory of Tonal Music (1983). The Authors realize a 
methodological synthesis, combining Schenker’s principles of reduction with 
the analysis of the (rhythmic, melodic) temporal structure. In the spirit of 
Gestalt psychology, Fred Lerdhal and Ray Jackendoff “argue that the 
organisation of the visual field in perception provides an analogy with musical 
understanding that is at least as good as the analogy with language” (Scruton, 
1997, p. 189). This is how maybe the most important law of musical analysis is 
stated, that is correlating the surface structure (linguistic in nature) with the 
psychologically phenomenological deep structure.  

A sign of awareness of the importance of the perception of totality before 
the analytical process, expressed by Valentin Timaru (1991, pp. 64-77), auhor 
of the most significant treatise on musical forms and analysis in Romania 
(Timaru, 2002), is the introduction of the notion of musical articulation, 
signifying a complete and/or unitary section of the form. Musical articulation 
does not only reflect the evolution on the conceptual and terminological plains 

82



Studies 
 

 

in the methodology of analysing temporal organisation, rather it is objectified 
in the semiotic cut-out of any sonic work, irrespective of style (Vasiliu, 1999). 
Thus, one of the methods of analysis developed in Romania, which resurrects 
the same principle of connecting the external temporal-linguistic form with the 
internal space-psychological one capitalises on the principle of the musical 
image stated by Pascal Bentoiu. 

At present, the most significant direction of refreshing the Gestalt theory 
through cognitive science applied to music is being developed in world 
musicology, as the relationship between psychology and the art of sound, 
between the phenomenon of knowledge/perception and the science of music is 
being established through computerised modelling (Leman & Schneider, 
1997). 
 
7. Conclusions 

Published in the early 1970s, Pascal Bentoius theoretical works are both 
scholarly and personal in drafting a new mode of thinking on the musical 
phenomenon. At the time of their publication, the writings of aesthetics and 
musical aesthetics in Romania were limited to a few names and to extremely 
different titles: Tudor Vianu (Estetica, 1934, several editions), Dimitrie Cuclin 
– Tratat de estetică muzicală [Treatise of musical aesthetics] 1933, George 
Bălan – Sensurile muzicii [The senses of music], Muzica, temă de meditație 
filosofică [Music, a topic for philosophical meditation] etc. (mid-1960s). While 
not being planned as scientific studies, Imagine şi sens, 1971, Deschideri spre 
lumea muzicii, 1973, Gîndirea muzicală, 1975 reflect the author’s fundamental 
readings, some of them mentioned in the texts. Thus, we find out that Ernst 
Kurth's Musikpsychologie is joined by other huge titles of German musicology: 
Carl Stumpf's Tonpsychologie (1890), Hermann Erpf’s Form und Struktur in 
der Musik (1967), Nicolai Hartmann’s Estetica (Romanian translation, 1974), 
Theodor Adorno’s Philosophie der Neuen Musik (1949/1958). Despite this 
cultural and scientific ascendancy, Bentoiu’s works denote freedom, courage, 
an adventurous spirit, being conceived as essays, in the spirit of the motto in 
Imagine şi sens: “J'abomine les doctrines et leurs impertinences” (Debussy). 

Upon reassessing Pascal Bentoiu’s musical thinking, it is not only his 
appreciation as a particular capacity, generating ideas without a past and a 
closed future in the cultural space of his life which is revealed to us, but also  
(much too late, unfortunately), his integration with the first line of reflection on 
music in 20th century Europe. The huge development of the psychology of 
music, with its various applications on the analysis, aesthetics, semantics, from 
the Gestalt theory of the 1920-1930s to the cognitive musicology at the 
beginning of the new century emphasizes once more musician Pascal Bentoiu’s 
universalist spirit, his exemplary ethical position before artistic truth and its 
psychologically human component. The destiny of Pascal Bentoiu’s writings in 
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musical aesthetics causes us to reflect on the historical rupture provoked in 
Romania by Communism, which destroyed the world of humanistic culture by 
isolating the source of the great ideas – a drama felt by several generations and, 
after the cultural development in recent years, a loss not to be recovered. 
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Abstract: Among the original images which distinguish Aurel Stroe’s creation from a 
stylistic point of view the most representative are: “sonorous objects”, “the dissipative 
fugue”, “the matrix-chord”, “the separate evolution”, “the carnival”, “the secret 
harmony”. The esthetic explication of these concepts integrated in the musical 
discourse and their connection with the sonorous expressive level offer multiple 
satisfactions to those who study in depth Aurel Stroe’s musical creation. 
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1. Introduction  

“Pensive, with my hands behind my back/ 
I walk along the railroad/The straightest road/Possible. 
From behind, at great speed/A train is approaching/ 
Which has never heard of me 
This train – as Old Zeno is my witness/Will never reach me, 
Because I will always be ahead of it/Ahead of things that do not think. 
Or even if brutally/It will run me over, 
There will always be a man/Who will walk in front of it 
Pensive/And with his hand behind his back. 
Like I am now/In front of the dark monster 
Which is approaching at a terrifying speed 
And which will never reach me/Never”.  

(Sorescu, The Road) (my translation) 
 

The Romanian modern school of creation was supported at the beginning 
by George Enescu, Paul Constantinescu and Mihail Jora, then by classical 
names at national level such as Anatol Vieru, Tiberiu Olah, Ştefan Niculescu 
and Aurel Stroe. This is the context in which the great Romanian composer 
Aurel Stroe worked until he went abroad, where he found the peace and 
concentration necessary to carry on his complex activity. In one of his 
numerous publications, Iosif Sava lists the personality of Aurel Stroe among 
the composers who fought against the communist regime (Sava, 1998, p. 57), 
through his work Orestia II1. 

                                                 
 maniutpetruta@yahoo.com 
1 In the same spirit of opposition against the dictatorship we can also mention Anatol Vieru’s 
Pedeapsa [The Punishment].  
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The three creations which mark the end of his career, dated 1990-2001 
are Concert for violin and a soloist ensemble, Concert for saxophone and big 
band and Concert for harmonica and soloist ensemble. They offer a unitary 
perspective over the stylistic features of Aurel Stroe’s symphonic composition 
in the final years of his career, which represent the peak of his creative 
maturity. The specificity of his symphonic creation can be highlighted by 
extracting and analyzing certain iconic images in his creation, given that his 
entire composition art is based on revolutionary creative concepts in the music 
history such as the composition including several incommensurate cultural 
paradigms, or the complex polyphony at the level of the instruments in the 
symphonic ensemble. 
 
2. Iconic images 

Among the original images which distinguish Aurel Stroe’s creation from 
a stylistic point of view the most representative are: “sonorous objects”, “the 
dissipative fugue”, “the matrix-chord”, “the separate evolution”, “the carnival”, 
“the secret harmony”. The esthetic explication of these concepts integrated in 
the musical discourse and their connection with the sonorous expressive level 
offer multiple satisfactions to those who study in depth Aurel Stroe’s musical 
creation. 

The The Concert for Saxophone and Big Orchestra “Prairie, Prières” 
was finished in Mannheim on 5 May 1993, located chronologically in the 
middle of the three works of the same genre highlighted in this paper. It 
represents the expression of a new perspective on concert symphonic music in 
the musical art of the 20th century. The concert is impressive through its 
technical and stylistic features, but especially through the inner atmosphere it 
creates and to which it gives a sonorous shape.  

We notice the general architecture, made up of five parts, representing a 
number of multiple correspondences, both spiritual and of another nature: “the 
vegetal and animal world is dominated by the pentagonal symmetry of gold, 
based on a dynamic periodicity (on the structuring of the increasing pulsations 
of a logarithmic spiral), different from the hexagonal symmetry (which reflects 
an inert, simplistic equilibrium)” (Solomon, 1986, p. 69). The musical form, its 
architectural construction, does not refer strictly to the shape of the 
construction, but it also involves the concrete consequences generated by a 
certain interior formatting within the work of art (“the shape of a thing is an 
incontrollable reality, it can be perceived, but it cannot be measured or 
weighted” (Boutot, 1996, p. 5). The author signaled the fact that this is rather a 
concert symphony for saxophone and big orchestra. 

The first iconic element which draws our attention is the cosmogonic one 
(“.... des formes naissent dans un milieu homogene....” [shapes are born in a 
homogenous environment (my translation)] – a new esthetic common place as 
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compared to the previous perspective expressed in the introduction, defining 
the same intention of technically and expressively coagulating the implications 
of a certain musical structure), with a first subsection, Multimobile – Prairie I – 
Le Carnaval d’arlequin – Prairie II. The term “multimobile” denotes the 
superposition of several mobile sections, ensuring a maximally complex 
superpositional polyphony, which requires an investigation of the terms 
intertextuality, polyphony and superpositional complexity.  

 
Fig. 1 Multiphonics 

 
The mobile sections are each of them “signed” by certain melodic and 

rhythmical archetypes which define them. It is the archetype which supports, 
from the point of view of the internal energy, each of these routes that, given 
their diversity, need a spiritual substance to coagulate them, able to ensure the 
functioning of each individual mobile section. The multimobiles reveal an 
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aesthetic analysis of the detail which creates – collectively – a unitary        
well-organized universe. 

 

 
 

Fig. 2 Multimobile 
 

89



Artes. Journal of Musicology 
 

 

In the same category of music phenomena as the mobile sections we also 
find the lines with “separate evolution” at the end of the Concert for soloist 
harmonica (postlude); the mobile section performed by the cello (Giusto) 
creates at that moment the separation of the musical discourse on several 
levels, with no connection among them.  

Linguistically, we are reminded of the Vauquois’s “context-independent 
grammar” researched as: a paradoxical discipline which aims at making 
grammar notions more efficient outside the preconceptions imposed by the 
context. Such an extra-musical model demonstrates that the modern claims 
concerning the independence of multiple levels present within the same work 
of art are both possible and manageable. 

Aurel Stroe illustrates in the first concert section the cosmogonic idea of 
defining the being as a “homogenous core”; if homogeneity is totally suggested 
by the agreement of eighteen voices, then the interior conflicts and tectonic 
movements in the evolution of the being are rendered plastically by the four 
overlapping layers of mobile sections resulting from the natural superposition 
of the four scores of the bow instruments.  

After their ample diversification, in the last segment before the following 
program section, the mobile sections are regrouped into a multimobile 
complex. At this moment the author requests “gommer doucement les derniers 
elements – “les survivants” – du multimobile” [“gently delete the last – 
surviving – elements of the multimobile” (my translation)].  

We can see the composer himself resorting to metaphorical, symbolic 
descriptions of certain concrete musical realities. The second subsection, 
Prairie I can afford a comparative analysis of the expositive process (manifest 
in Prairie I) and the reprise one in Prairie II. The third subsection, Le carnaval 
d’arlequin belongs to the comical area, of the reverse symbol, whose meaning 
is distorted; the Harlequin is another way of dissimulating expressiveness by 
converting it to a different area: the opposite one. 

The second part brings forth the idea of rarefaction (Rarefaction du 
multimobile): in fact, an inner development, an implosion of the first 
subsection of the first part (“Multimobile”), in the sense of researching their 
concealed universe, of severing the implicit ties among the elements which 
form the multimobile, so as to allow the access to the substratum reality of the 
work of art. It contains the “secret harmony” – a musical fragment which 
enciphers the sonorous archetypes of the entire work of art: in fact, it is a choir 
piece for eight voices, with two harmonic layers with a temporal delay of one 
and a half lines. Each chord structure, along with the immediately following 
one and its complementary one, make up an ascending scale which subsumes 
all the sounds in the major or minor sixth (C-A sharp, D-B, E flat – C flat, E 
sharp – C, F-D, G flat – E flat).  
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Fig. 3 Fugue dissipative 
 

The “secret harmony” is a symbol for a secondary level, with profound 
meanings, which are not revealed in the concrete layer of the sonorous work of 
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art. “The symbolism marks the explosion of language into something else than 
itself” (Ricoeur, 1999, p. 67). The secret harmony results more from the 
degradation of the choral pieces in the first part of the concerts, degradation 
which affects firstly the metro-rhythmic effort (which is the cause of the 
mismatch between the two levels). 

The third part presents another iconic image of his creation, maybe the 
most beautiful, the most profound and plastic one: Ascension vers une melodie 
lontaine: the descending scale is readjusted by a systematic ascending effort – 
not only at the sonorous level... “Une melodie lontaine” is the symbol of the 
interior ideal2 (Plato, 1995, p. 52). The melody is represented only as an ideal, 
it is not explicitly present in the work. 

Through the programmatic discourse, we find in the fourth part Un reste 
non assimilé: “(...Ondines)”, which resumes the discourse of bow instruments 
(cello and contrabass), the only ones that survived the rarefication that affected 
all the mobile parts in the deep structure, eliminating them from the acoustic 
space. We obtain three overlapping levels. And the last part refers to Un 
dernier reste (in fact, a soloist intervention of the sopranino saxophone), 
through which the concert becomes a monologue¸ an inarticulate musical 
manifestation. This phenomenon of the Rest reminds us of a modern modality 
to finish the musical discourse – open creation. 

 
3. Conclusions 

The humanity and discretion that stem from each of Aurel Stroe’s 
compositions made him a solitary personality in the history of Romanian 
music, a man who avoided the public exploitation of his person, an artist who 
only promoted ideas through his music, and not his creation as such3 (Noica, 
1991, p. 228). This is because “a man’s personality is the object of faith, not of 
knowledge…” (Ionescu, 1995, p. 47) (my translation). 

The man Aurel Stroe always supported the artist fully manifest through 
interior qualities – the guarantee of the artistic value of the products created by 
the artist’s spirituality. In the absence of this interior foundation of his creation, 
his music would not have the depth we notice each time we listen to it. J. W. 
Goethe noted, in his writings: “if the proportion of the personality’s interior 
harmony disappears, even the special qualities can be darkened, suspended or 
erased” (Goethe, 1972, p. 36).  
                                                 
2 „Am iubit lucruri tot mai înalte, lăsând mereu în urmă ceea ce până atunci iubisem atât de 
mult şi acum ne găsim în faţa unei frumuseţi pe care am dorit-o dar, în nici un sens omenesc al 
cuvântului, n-o putem avea”. [We have loved higher things, always leaving behind what we 
had loved so much before, and now we are in front of a beauty we have always wanted but 
which we cannot have in any human sense of the word. – my translation] (Plato, 1995, p. 52). 
3 „Tragicul românesc nu e prin explozie, e prin implozie. De aceea nu se discerne, ca tragic” 
[The Romanian tragic spirit is not an explosion, but an implosion. This is why it cannot be seen 
as tragic.] (Noica, 1991, p. 228). 
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It is also important to mention the way Romanian spirituality is reflected 
in Aurel Stroe’s musical creation, because we can claim he infuses in them a 
deep substratum – difficult to notice at first sight, complicated to detect in the 
complexity of the message conveyed – of profound Romanian spirit and 
culture, and, in a broader sense, of humanism in general. 
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Abstract: Valentin Doni (born 1955), originally from Moldova, is a complex 
musician, known as conductor, composer and performer. In the general context of 
contemporary music, he has captured the interest of both melomaniacs and industry 
critics. The national musical ethos, as the composer mentioned himself, has always 
been his source of inspiration. He attempted and succeeded at “reconciling” folklore 
melodies with modern compositional techniques. His extremely personal way of 
musical thinking has evolved over the years into a perfect use of musical folklore, 
which he adjusted to his own musical thought and which was ultimately essential in 
creating original artistic works. Proof of this is Concerto Brevis The Clock, which 
stands out through its structural and conceptual unity, its dynamism, the logic of the 
musical discourse, and the rich orchestration. The musical theme, on which the 
musical variations are based, has been taken across from the repertoire of the folk 
musician Filip Todirascu. Concerto Brevis The Clock is a unique example of 
capitalizing on the folkloric source in the most direct and profound way. Valentin 
Doni uses a well-known folkloric source creatively, transforming it into a masterpiece 
of academic music. This is due to his talent to perceive timber nuances, to orchestrate, 
and manipulate the musical sonority, as well as his deep knowledge of music and of 
aspects of traditional violin performance.  
 
Keywords: folklore, harnessing, violin, concert, originality, concept of ideas 
 
1. Introduction 

When it comes to modern musical art, with its many various trends and 
styles of music, folklore remains a strong creative basis and a source of 
inspiration for composers. Folk melodies became a stylistic basis for Valentin 
Doni as well. In the general context of contemporary music, Valentin Doni has 
brilliantly managed to capture the attention of both melomaniacs and critics as 
a versatile musician: conductor, composer, performer, and lecturer. The 
national and foreign press strongly appreciates his artistic personality: 
“Valentin Doni is great at the art of handling the baton (B. Chelaru; Craiova, 
Romania); “[he] gave live examples of conducting mastery” (E. Tcaci, 
Chișinău, Moldova); “his talent and sonority showed a high level of musical 
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mastery” (Milan, Italy); “a top-quality performance: Trio, a work that 
premiered from the Moldovan composer Valentin Doni” (France)1. 

 
2. Valentin Doni – biographical landmarks  

The musician has gradually acquired a solid theoretical and practical 
basis, by initially graduating from the Gavriil Musicescu Arts Institute in 
Chișinău (now the Academy of Music, Theatre, and Fine Arts) with a major in 
orchestra conducting in professor‟s Isai Alterman‟s class (1973-1978). 
Valentin Doni then studied composition with professor Pavel Rivilis at the 
Academy of Music Gavriil Musicescu – 1985-1990 (former Arts Institute). He 
also studied the double bass and the violin. Between 1990-1992, Valentin Doni 
completed an internship that took place in Romania and Moldova with 
conductor Ovidiu Balan; and in 1992-1993 he further perfected his skills at the 
National Regional Conservatory in Rueil-Malmaison, France with Professor 
Jean-Sebastien Bereau. He also followed training courses in 2000 at the 
Academy of Music in Lyon and at the Lille Philharmonic in France. He worked 
as a musician in the folk music orchestras Folclor and Mărţişor, as well as in 
the National Chamber Orchestra of Moldova. As double bass player, he 
collaborated with the Mihail Jora Philharmonic Orchestra in Bacău, Romania 
and the European Symphonic Orchestra in Spain. 

Valentin Doni is currently known as an excellent conductor, particularly 
manifesting his talent in orchestration. He started his career as a conductor in 
the folk music orchestra Folclor, which was associated with the state company 
“Teleradio – Moldova” (1986-1989). Between 1991 and 2004 he was 
permanent conductor of the Symphonic Orchestra at the National Philharmonic 
of Moldova, and from 1998 to 2004 he also held the position of artistic director 
and chief conductor. With his orchestra, he toured Italy, Spain, Portugal, 
Romania, France, Austria, Ukraine etc., totalling a significant number of 
concerts, in which he presented masterpieces of world music as well as 
contemporary pieces in first audition. Moreover, Valentin Doni accompanies 
with the orchestra both established artists and young performers, and is 
recognised for promoting the works of contemporary composers in various 
festivals such as Mărţişor, The New Music Days, The Pianistic Nights in 
Moldova, as well as The International Week of New Music (2011, 2012) in 
Romania. Since 1993 he has conducted philharmonic orchestras in different 
cities in Romania, such as București, Iași, Bacău, Constanța, Ploiești, Sibiu, 
Arad, Târgoviște, Botoșani, Brașov, Timișoara, Cluj, Oradea, and others. He 
has also been invited to conduct orchestras in France, Italy, Slovakia, Russia, 
and Bulgaria. Currently, Valentin Doni works as permanent conductor of the 
Mihail Jora Philharmonic Orchestra in Bacău, Romania. For outstanding 

                                                 
1 Reference provided by the composer. 
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merits and remarkable achievements in the musical arts, Valentin Doni was 
awarded the title of Master of Art in 1999 by the President of the Republic of 
Moldova, and in 2002, the French government gave him the title of Knight of 
the Order of Arts and Letters. Moreover, he is a member of the Union of 
Composers and Musicologists in both Moldova and Romania. 

 
3. Valentin Doni – componistical landmarks 

Even if his repertoire of composed works is not as impressive as that of 
other contemporary composers, Valentin Doni has a well-defined style. The 
most representative musical works were performed in concert halls in 
Moldova, Romania, Slovakia, Russia, Ukraine and France. Valentin Doni‟s 
creative achievement includes symphonic, instrumental, chamber and vocal 
works. The most characteristic amongst those are Concerto Brevis The Clock 
(for violin and symphonic orchestra), Trio for violin, piano and bass, Music for 
string orchestra, piano and timpani, Variations for piano, Sonata for piano, 
Balkan Fantasy (for piano and symphonic orchestra), Dance (for string 
orchestra), Nocturne (Owls Night) (for symphonic orchestra), Pastoral 
Symphonic Pictures (for symphonic orchestra), and Symphonic Triptych.  

Valentin Doni is highly selective with regards to the spectrum of 
technical means offered by various contemporary trends, creatively using only 
those that correspond to his aesthetic concepts at the time. With regards to 
national musical ethos, as the composer mentioned himself, it has always been 
a source of inspiration. Continuing the tradition of Romanian composers from 
the first half of the 20th century, as well as of Bessarabian composers (Ștefan 
Neaga, Eugen Coca, Gheorghe Mustea, and others), Valentin Doni successfully 
managed to “reconcile” folklore melodies with modern composition 
techniques. His extremely personal way of musical thinking has evolved over 
the years into a perfect use of musical folklore, which he adjusted to his own 
musical character, which is ultimately essential in creating original artistic 
works. “Writing music based on folkloric themes is a beautiful endeavour, and 
writing compositions based on them is even more beautiful. It‟s important, 
however, that these works bear a distinctive and original character, based on a 
well-defined personality” (Axionov, 1996, p. 48). 

Capitalising on the value of folkloric sources in composers‟ works has 
several approaches to it. These were highlighted and categorized by different 
researchers. Some examples are: the quote; the use of musical language 
elements; approaches at the conceptual level or semantic level; approach in a 
postmodern or neo-folkloric context (involving irony, entertainment, imaginary 
folklore, quasi quote); the archetypal mode; the mixed mode etc. (Ghilaș & 
Chiseliță & Badrajan et al., 2009, p. 705; Badrajan, 2015, p.138; Bunea, 2015, 
p. 131; Mironenco, 2014, p. 34). These are also found in the works of Valentin 
Doni.  
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Among the aforementioned works of Valentin Doni, there are ones based 
on elements of folk music, including, for example, Music for string orchestra, 
piano and timpani. In this case, the conceptual approach is combined with the 
use of musical language elements. The premiere of this work took place in 
Lyon (France) in November 1992. In 1996 the text was revised. This last draft 
is considered to be successful, becoming a fundamental work in the composer‟s 
portfolio relating to national heritage. The content of the work reflects the 
composer‟s view on the Transnistrian conflict. Valentin Doni elaborates on this 
concept, arguing that it is essentially an expression of inner tensions, of his 
personal feelings, and of the repercussions of this conflict. The oppressive 
tension and the strong inner experiences are encoded in the tragic and 
suggestive leit-theme – called Grave – which also represents the beginning of 
the work. This theme gains a primordial role, because it‟s the source from 
which the work itself derives. The variational principle is the fundamental 
process of the theme. The folkloric substrate of the theme manifests itself 
through the modal structure, especially through the presence of the second 
chromatic and the mobility of the tierce (E flat and E natural in c-moll). This 
oscillation, the downward movement continuously expressed by the strings, as 
well as the Grave tempo, give the music a tense nuance. We can also mention 
the Balkan Fantasy (2011), which embodies the composer‟s own perception of 
the melodic and rhythmic elements present in the balkano-carpathian cultural 
space. These are presented in a stylized vision, using the piano and the 
symphonic orchestra as a medium of artistic expression.  

 
3.1. Concerto Brevis The Clock 

The work that particularly interests us is Concerto Brevis The Clock for 
solo violin and symphonic orchestra (2000). It belongs, in some ways, to an 
array of instrumental works dealing with a universal theme. Both the image of 
the clock with its mechanical functions, as well as the suggested philosophical 
symbolism (the passing of time, the perpetual motion in the universe, human 
existence etc.) are present in various works of universal music. For example, a 
known piece of this sort is The Clock, written for harpsichord by pre-classical 
French composer François Couperin. It is a programmatic piece illustrating the 
phenomenon of continuous mechanical motion. The composer resorts to 
different compositional techniques in order to musically execute the 
programmatic idea. These techniques include the variational method, the 
perpetual rhythmic motion and the permanent presence of a primary sound 
impulse. In the London symphony The Horologe D-dur (No. 101), Joseph 
Haydn treats the subject in a polyvalent manner. On one hand, the ideas 
incorporated in the work relate to the expression of eternal movement and the 
indestructible quality of the existential order. On the other hand, especially in 
the second movement – Andante, written in a rondo form with elements of 
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variations, with a special orchestral mastery, as well as finesse in handling the 
dynamic nuances and the rhythmic design – the composer creates a unique 
sound image of the working clock. Ludwig van Beethoven creates, in the 
second movement of the 8th Symphony Allegretto scherzando, a brilliant 
parody of the rhythm giusto belonging to the early classicist movement, 
reminding us of the aforementioned second movement of the London 
Symphony D-dur by Joseph Haydn. The main theme of the Allegretto was later 
used by Beethoven as a theme in a humorous canon dedicated to the inventor 
of the metronome – Malzel. Moreover, Johann Strauss Jr. transfers the idea of 
the clock‟s perpetual motion into the popular music of the 19th century, 
composing the famous polka Tik Tak, op. 365. 

The theme of the clock is also widespread in Romanian traditional music, 
and is characteristic particularly of the fiddlers‟ music. Instrumental pieces 
related to the theme of the clock earned a special place in their repertoire. The 
pieces represented an instrumental improvisation based on already known 
melodic structures. Each fiddler created their own interpretative version, using 
different sound tricks to emulate the mechanical sounds of a clock (be that a 
pendulum clock, a cuckoo clock, or a defect one), creating listening pieces of 
great virtuosity. Creations of this kind became known through the 
interpretation of famous past and current musicians: Grigoraş Dinicu, Filip 
Todiraşcu (original work, preserved in the folklore archives of the Academy of 
Music, Theatre and Fine Arts), Nicolae Botgros, Vitalie Grib and others. 
Moldovan contemporary composers have built on the idea of the clock and 
developed it, putting it through their individual compositional prism, and 
creating unique artistic works as a result (Vladimir Rotaru, Constantin Rusnac, 
Oleg Negruţa etc.). 

Valentin Doni's The Clock is inspired by fiddlers‟ creations. This way, it 
suggests a general association with virtuoso fiddler creations, which entails the 
expression of rhythmic beats and the continuous movement implied by the 
clock. This is achieved by constantly underlying the eighths in the two quarters 
measure on the cello and bass. The conceptual essence of the work, however –
which is expressed by exposing the musical material, language, orchestration, 
etc. – reveals another sphere of ideas: the impression of a sunrise, its freshness, 
the fairy-tale nature, the country life which gradually resumes its pace. As if 
performed in a single breath, the Concert stands out through the rich 
orchestration. In order to create the sounds effects and illustrate the atmosphere 
of a morning in the countryside, the composer resorts to different instruments 
capable of producing colourful sounds, as the xylophone, triangle, castanets, 
harps, etc. 

First, the structure of the creation represents the form-theme with 
variations, and second, it features a tripartite form. This creates a type of 
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structure called „supra-impresiune‟2. The musical theme on which the 
variations are based is of fiddler origin (Blajinu, 2002, ex. 71). The work 
begins with a small introduction that anticipates the ideas and images come. It 
begins with a pedal on E in the third octave, played pianissimo by violins I and 
II. Gradually, melodic formulas in eights are overlapped, separated by pauses, 
and played on the harp, flute and clarinet, with short replicas of sixteenths 
played on the piccolo, which alludes to the singing of birds. The six eighths 
measure of the introduction (the rest of the piece is written in the measure of 
two quarters) creates the impression of swinging and gradual awakening. The 
progressive increase in sound intensity towards mezzoforte leads to the 
exposition of the theme (no. 1-3) (Fig. 1), followed by an interlude of 8 
measures on pedal E, second octave, played on solo violin. This reminds us of 
the atmosphere created in the introduction. Variations I (no. 4-7) and II         
(no. 9-11) are joined by an interlude which intensifies the movement of the 
entire orchestra (no. 7) (Fig. 2). This creates a micro-culmination, followed by 
a bridging element, which expresses a perpetual movement, played on the 
violin. Variation II is followed by a solo cadence which is an improvisation in 
the fiddler style of the theme (Fig. 3). Variation III (no. 11) has the function of 
a dynamic reprise. The whole orchestra is gradually involved in the 
development of the action, which leads to the culmination of the entire work 
(no. 13-14) – example 4. The Coda (no. 15) brings back the initial theme 
through a solo rendition, supported by a pedal in E in third octave on violins I 
and by three eighths formulas on the flute, which reminds us of the 
introduction. The tutti on fortissimo sound at the end shatters any allusion to 
the atmosphere in the introduction, highlighting the perpetual whirl of human 
existence. 

 
4. Conclusions  

Concerto Brevis The Clock is a unique example of capitalizing on the 
folkloric source in most direct and profound way. This stands as proof of 
existence for an inexhaustible area of further exploration, despite the 
controversies in contemporary musicology suggesting that all ways of using 
folk music have already been exhausted and that this interpretative and 
conceptual source has been surpassed. Valentin Doni uses a well-known 
folkloric source creatively, transforming it into a masterpiece of academic 
music. This is due to his talent to perceive timber nuances, to orchestrate, and 
manipulate the musical sonority, as well as his deep knowledge of music and of 
aspects of traditional violin performance. Problems may occur when it comes 
to academically trained violinists, who unfortunately can‟t always perform 
traditional songs, as well as express the conceptual essence of these melodies, 
                                                 
2 „Supra-impresiune”, term used by Pascal Bentoiu (1999) Capodopere enesciene [Enescu's 
masterpieces], p. 28, București: Editura Muzicală. 
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in a way that only a traditional, authentic artist, with an innate sense of music, 
can do. 
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Fig. 1 Valentin Doni – Concerto Brevis The Clock (fragment) 
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Fig. 1 Valentin Doni – Concerto Brevis The Clock (fragment), continuation  
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Fig. 2 Valentin Doni – Concerto Brevis The Clock (fragment) 
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Fig. 2 Valentin Doni – Concerto Brevis The Clock (fragment), continuation 
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 Fig. 3 Valentin Doni – Concerto Brevis The Clock (fragment) 
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 Fig. 3 Valentin Doni – Concerto Brevis The Clock (fragment), continuation 
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 Fig. 4 Valentin Doni – Concerto Brevis The Clock (fragment) 
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Fig. 4 Valentin Doni – Concerto Brevis The Clock (fragment), continuation 
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in Gheorghe Neaga’s Quartet no. 3 for Strings  
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Abstract: The present study is an analytical sketch of one of the Gheorghe Neaga’s 
last opuses – Quartet no.3 for strings. As a result of studying the two movements of 
the work we will find that the author remains an adept of tradition while rallying at the 
same time to the innovations that presents the postmodern period. Between these the 
main role is given to formal principle, which is found in a double hypostases: old and 
new. In a bipartite architectural structure – avoiding the classic romantic quadrature –, 
the creation includes a number of important innovations introduced by the composer 
based on regularities known for centuries. These include some differences between 
movements (by number of measures, by sectioning accuracy of forms) and the issue of 
the lyrical quartet center location. But can not be ignored any other representations of 
the musical language. Without neglecting the thematism and its treatment techniques, 
must be mentioned, however, the surprising relationship between polyphony and 
harmony. And the fact that tonal gives the way to modal techniques, it is not a new for 
the composer's period of maturity. In this context, although dedicated to a classical 
genre, the work is further proof that the string quartet has always been a laboratory in 
which to experiment with new ways of expression, harmony, polyphony, etc. 
Therefore, being a traditional modernist, Gheorghe Neaga does not innovate so 
radically the musical language, but uses modern language if necessary. 
 
Keywords: quartet, tradition, innovation, modalism, heterophony 
 
1. Introduction 

Instrumental chamber music signed by Gheorghe Neaga (1922-2003) is a 
fraught repertoire with many representative opuses which sums up the most 
important features of the author’s composing style. As evidences can be 
regarded his chamber ensembles, among which are to be found some suites for 
various instrumental groups, two trios for violin, cello and piano, respectively 
clarinet, violin and piano, and four works dedicated to the quartet groups: three 
quartets for strings and one for flute, violin, cello and piano. 

Among these, Quartet no. 3 for strings (2003) is one of the Gheorghe 
Neaga's last opuses. Representative for the final stage of the author's creation, 
without being printed, performed in public or musicological investigated, it 
surely can be considered a model for the ensemble genre. 

                                                 
 chiciuc.natalia@yahoo.com 
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“As an artistic band, string quartet is a body as delicate as complex” 
(Hamza, 1977, p. 9). In this context, Gheorghe Neaga’s work lies in a 
multilateral process of essentializing sound images on a high level of artistic 
thinking, whereas, generally, string quartets shows the most profound 
revelation that chamber music can offer (Cobbett, 1963, p. 252). 

Although dedicated to a classical structure characteristic to quartet genre, 
the work is further proof that the string quartet has always been a laboratory in 
which to experiment with new ways of expression, harmony, polyphony, etc. 
(Vîrtosu, 2013, p. 36). Although the creation includes a number of important 
innovations introduced by the composer based on regularities known for 
centuries, avoiding the classic romantic quadrature, Gheorghe Neaga includes 
in a bipartite architectural structure two absolutely different mouvements by 
number of measures and by accuracy of sectioning compartments inside used 
forms. 
 
2. Gheorghe Neaga’s Quartet no. 3 for strings. Analytical highlights 

In the order of the above-mentioned, in the format of a cyclical bipartite 
work, quartet keeps the idea of tradition through intonation and rhythm. And 
despite the preferences for polyphonic techniques, the composer thinks in this 
case predominant thematically with accompaniment. Focused on a modal 
language, Gheorghe Neaga does not adapt the content to stately developments, 
but gives preference to the heterophony, so in both movements of the opus he 
acquires the unison frequently. Nevertheless, it is obvious that the author's 
thinking is based on the integration of the modal relations in a chromatic 
aggregate, so the formulated sound universe could obtain a significant 
complexity. 

The first movement of the quartet – Andantino – contains a chain of three 
thematic points somehow related – conventionally labeled A, B and C – with 
reduced developments, returns and, mostly, with retrospective sketches. 
Although the accuracy of each entrance is obvious, whole part presents a rather 
free form (see Table 1). A further evidence is the Andante sostenuto section 
from the end of the movement, which, separated by ideatical point of view, it 
can be considered an imitation af a lyrical center of the cycle. 
 

Form 
Andantino Andante 

sostenuto Three-verse form 
Sections /  
Thematical 
moments 

Introduction 
A B C 

a+a1+a2+a3 b+punte introduction+c+c1+c2+interlude a+a1+a2 

Number of 
measures 17 62 24 69 83 

Tonal/modal center do 

 
Table 1 
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The three elements A, B and C of the first compartment, which 
configures a three-verse form, are preceded by an introduction, which 
rhythmic, melodic and harmonic components are displayed in the technique of 
perpetuum mobile. Initial sound gradation, obtained by successively entering 
voices (see Fig. 1), is completed by spatial arrangements of an harmonic group 
of four notes changed enarmonic (Eb-A-H-Db : Eb-A-H-C#) (see Fig. 1). 
Dominated by two intervals (M2 and P4), introduction content could be 
divided into two elements – a and b – based on a traditional rhythmic writing 
consisting of equal shapes (in violin I and cello partitions) or syncopated (in 
violin II and viola partitions) (see Fig. 1). These thematic elements have as 
reference a modal formulation returned chromatically1 (example from 
introduction – D-E-Eb-D) appeared in the first half of the twentieth century 
through Bartók’s music. 
 

 
 

Fig. 1 
 

Reminding about the composer's polyphonic preferences, the beginning 
suggests a fugato passage, while in fact, it shows like a free polyphony 
between three ostinato voices. This is followed by a reversed counterpoint 
process found in harmonic episodes, in which occurs a subversion between a 
                                                 
1 The concept is detailed by Gheorghe Firca, in Bazele modale ale cromatismului diatonic 
(Firca, 1967). 
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melodic voice and other harmonic voices (see Fig. 1). Namely, all processes 
observed in the introduction deployment will cause the thematic, rhythmic, 
melodic and structural developments of the whole first part and, occasionally, 
of the second movement of the cycle. 

Regarding the three-verse form, configured by A, B and C elements, it is 
appropriate to mention the kinship between the identified sections. So, ostinato 
exposure, perpetuum mobile technique, heterophonic episodes, modal frame 
with polyphonic fragments, and especially the thematic contents, whose roots 
are found in the introduction, all suggests certain similarities. Hence, ignoring 
the idea of three-verse framework, it may be found a potential structure of a 
second plan set out by variation principle.  

Section A debuts with Allegro subito indication and presents itself as a 
string of mainly square phrases divided into four phases. The theme – 
accompanied harmonically by a ostinato formula – it is the a element from 
introduction (for comparison see Fig. 2 and 1) and often holds a solo character, 
even in patches it is doubled and tripled in different partitions. After several 
sequential exposures at different notes, sometimes under reversed counterpoint, 
the two sentences of phrase a end with a contrasting moment through rhythmic 
division (see Fig. 2).  
 

 
 

Fig. 2 
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The following three phases – a1, a2 and a3 – are developing according to 
variation principle. Într-o factură a partiturii increasingly denser score, more 
extensive and transfiguring thematic sequences are accompanied in a  
contrasting polyphony by different rhythmic and melodic formulas suggesting 
harmonic consonances. In a large register, where each partition tends toward 
extreme sonorities, section A ends in a melodic major tono-modal system 
opened to a total chromatic centered on C (do). 

Much less by number of of measures, the following division of the three-
verse form – B – is a relatively new theme (see Fig.  3), whose accompaniment 
is borrowed from the previous section. In fact, namely the manner of it’s 
expression is the factor that ensures the unity of the compartment and provides 
sufficient arguments for replacing the three-verse scheme (avoiding Andante 
sostenuto) to a variational one. 

 

 
 

Fig. 3 
 

In a different modal key, Gheorghe Neaga insists on the minor character 
of the content. Treated by the same principles, the melody keeps the interval’s 
composition, but it contains a division of the first rhythmic beat (see Fig. 3). 
This is an important change for the quartet’s ideatical profile. After a square 
phrase – of which cadence are represented by contrasting figures encountered 
in A too –, the composer provides a passageway to the third section of the 
movement via some consonances centered on C (do) and G (sol) alternated 
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with sporadic exposures of the element a from introduction. The same process 
will be found at the end of the section C too, which debuts in a ternary complex 
meter (6/4) with an modal introduction centered on either Ionian or Dorian C 
(do). Bipolarity highlights in both violins partitions, while the other two 
instruments draws a transfigured variation of the element a from the debut. 

The itself content of the last section of the three-verse form reminds 
about the author's polyphonic thinking and consists of three phases. Each of 
these suggests three fugato episodes formulated on a relatively new melody 
(see Fig. 4). Thus, founded intervals (2, 4), alterated sounds and, mostly, the 
ostinato formulas from the accompaniment, all come from the same thematic 
source from debut. 

 
 

Fig. 4 
 

With indication Andante sostenuto starts a content which, as was 
mentioned previously, could be the lyrical center of the quartet. Thematically, 
it's intonations are coming from the introduction’s elements and from the 
previous triphasic section. The most substantial difference, which can be easily 
detected visual and hearing, refers to the direction of both melodic components 
a and b. At the beginning they were both ascending, but here they are in 
opposite orientations: converged or diverged (see Fig. 5). 
 

 
 

Fig. 5 
 

In a rhythmic writing based on predominantly equal figures, the author 
keeps the centering on C (do), approaching the locrian mode. However, these 
tono-modal parameters are fluctuating in the context of compartment's 
structure, which, as in the case of the previous structure, it may be studied both 
as a three-verse form and a variational one. Whatever option is chosen, these 
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three thematic sections present a substantial development. In this regard, the 
original modest musical frame gives the way to a more intense polyphony, and 
along the way can be found imitations, double mobile counterpoint, inversions 
and thematic enlargements. 

Namely in this way the first movement of the Quartet no. 3 for strings 
ends. Thereby, Gheorghe Neaga leaves suspended the whole movement's form 
question and focuses on other components of musical language. Still, to 
provide an integral vision on the structure, it may be taken into consideration a 
conventional decoding of the architecture under the variational principle 
commonly found in the composer’s repertoire. In this way could be solved the 
issue of separation of the two compartments, the contents of which are not 
absolutely different. More, it seems that the variational principle would coexist 
with the rondo one. This is because the rhythmic and melodic elements from 
introduction return frequently transfigured or even in its original form 
throughout the whole part.  

The second movement – Allegro con brio – is halved in size compared to 
the first part and shows an obvious precision in respect of form. Thus, the 
several sections can be divided into three compartments and configures a three-
verse form with reprise and coda (see Table 2). 
 

Form 
Allegro con brio 

Coda 
Three-verse form 

Sections / 
Thematical 
moments 

A 
B A1 

b+b1 ad+a1 

Number of 
measures 16 36 31 29 

Tonal/modal 
center do 

 
Table 2 

 
One with the debut of the first section, it can be observed a kind of 

retention of the previous ideatical spectrum. And due to the acompaniment's 
content from the viola and cellor partitions – ostinato development on pizzicato 
formula – gives the impression of the continuing string of variations from the 
first movement. Still, the 7/4 meter and the theme without fourths – the interval 
which assures an original sound here is the third one – provide to this 
compartment a relatively new context (see Fig. 6). 

As it can be seen in the example above, the composer approach again the 
doubling of the melody. But, unlike the exposures from the first movement, 
often found in unison, here it happens that doubles or triples the exposed 
melodies in opposite ways – converged or diverged. These relationships offer 
some component sounds that form consonances according to which can be 
found a centering on a particular sound (like C (do) from the beginning). Also, 
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these suggest an eventual mode: minor for the firts proposition and major for 
the second.  

 

 
 

Fig. 6 
 

The medial compartment – B – includes two sections in which the author 
ignores any harmonic features and combines through a contrasting polyphony 
two absolutely individual layers (see Fig. 7). Both are taken more or less from 
the second and fourth phases of the section A of the first movement's three-
verse form. Treated according to a range of polyphonic principles – imitations, 
inversions, double mobile conterpoint, contrasting and layered –, to which are 
added converged exposures, the two elements are also accompanied by some 
melodic variations rhythmically transfigured which were replacing cadences 
from the first movement. Especially during the section b1, they submit 
substantial labor and play an important role gradually replacing one of the two 
elements and contributing to dominance of the second element. 

 
 

 

Fig. 7 
 

The reprise can be considered initially a sequel of the medial 
compartment, due to a main change that Gheorghe Neaga offers to the theme. 
In a new metric (4/4), rhythmic și intonational formula, it can be identified 
only due to third interval from the beginning (see Fig. 8). Only later the author 
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returns slowly to the original contention, so that the second section presents 
itself in a similar to the debut form.  
 

 
Fig.  8 

 
The movement's coda, under molto pesante  e meno mosso indication, 

has a traditional role, namely the conclusive one. Nevertheless, the composer is 
not limited to this issue, but borrows some rhythmic melodic components also 
from the first part. Thereby, it can be observed an enumeration of all 
exponential elements from each section of the quartet. Hence, this method is 
frequently applied in most Gheorghe Neaga’s works. 
 
3. Conclusions 
 Finally, after an analytical sketching of one of the Gheorghe Neaga’s 
last opuses – Quartet no. 3 for strings –, we will find that the author remains an 
adept of tradition while rallying at the same time to the vehemence of 
innovations that presents the postmodern period. Between these the main role 
is given to formal principle, which is found in a double hypostases: old and 
new. But can not be ignored any other representations of the musical language. 
Without neglecting the thematism and its treatment techniques, must be 
mentioned, however, the surprising relationship between polyphony and 
harmony. And the fact that tonal gives the way to modal techniques, it is not a 
new for the composer's period of maturity. 
 

 
 
References 
Berezovicova, T. (2015). Suita instrumentală în creația componistică din Republica 
Moldova (secolul XX). Chișinău: Pontos. 

Cobbett, W.W. & Mason, C. (Ed.) (1963). Cobbett’s Cyclopedic survey of chamber 
music, IInd edition, I. London: Oxford University Press.  

Firca, G. (1966). Bazele modale ale cromatismului diatonic. București: Editura 
Muzicală a Uniunii Compozitorilor din R.S.R. 

Hamza, G. (1977). Contribuţii la interpretarea cvartetului de coarde. Bucureşti: 
Editura Muzicală. 
Stoliar, Z. (1973). Gheorghii Niaga. Chișinău: Cartea Moldovenească. 
Vîrtosu, S. (2013). Cvartetul de coarde în creație lui Dmitri Șostakovici. Iași: Editura 
Artes. 

117



Artes. Journal of Musicology 
 

Related Sonorous Metaphors in the Lieds  
for Voice and Piano by 

Roxana Pepelea and Leonard Dumitriu, on  
Vasile Burlui’s Lyrics 

 
LEONARD DUMITRIU 

“George Enescu” National University of Arts, Iaşi 
ROMANIA 

 
 

Abstract: This research paper is focused on the compositional methods that the two 
music creators resort to, in a definitely unique project for the Romanian contemporary 
musical space, if not internationally. Taking eight poems by Vasile Burlui, as a 
starting point, Leonard Dumitriu and Roxana Pepelea write music on the same lyrics, 
roughly the same time, yet without discussing each other’s creative vision. Members 
of the same generation, alumni of “George Enescu” Music Academy in Iaşi, late 
Vasile Spătărelu’s composition class, in the 80’s of the last century, the two 
protagonists of the voluntary experiment prove amazing resemblances (or perhaps less 
so …) in their deep compositional thinking, and produce similar responses to many of 
the ideational problems raised by the lyrics. Since the very first audition of the lieds, 
the two composers have noticed that, beyond Vasile Burlui’s exquisite, unique 
feelings and emotions, which are unavoidable and can therefore only be mirrored in 
their music, they are bound by their former mentor’s simple, human, bright soul depth. 
Especially in one of Roxana Pepelea’s lieds, the playful imagination of “Made”, as 
friends and students would call Spătărelu, brightly transpires and leaves no room for 
interpretations in terms of conceptual descent. The experiment outcomes are 16 lieds 
in a mirror, which confirm the strength, reliability and viability of the compositional 
school in Iaşi. 
 
Keywords: composer, style, lied, lyrics, resemblance 
 
1. Introduction 

If, in the scientific-research sphere, the existence of a team, many a time 
interdisciplinary, as well as the collaboration between team members, are only 
natural, regular matters, things are somewhat different in the artistic-creation 
field. The genesis of artworks is, not utterly, but in most situations, an 
individual enterprise. From the outset, it should be specified that the author of 
this study exclusively refers to composers, painters, sculptors, poets, 
playwrights, novelists, namely to those who “engender” artworks. Without 
diminishing the other artists’ importance in disseminating the aesthetic 
“assets”, they do not create, but only re-create, perform, interpret what their 

                                                 
 leonard_dumitriu@yahoo.com  
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predecessors “produced” beforehand. The musicians – both instrumentalists 
and singers, as well as the stage managers, the actors “play”, “perform” or 
“interpret”, sometimes exceptionally, at other times awkwardly, a given score 
or script. By directing the message, they can contribute to the momentary 
impression of the artwork; but, fortunately, they cannot change its content and 
intrinsic value. 

In the music-creation sphere, if we consider opera, operetta and ballet, 
the composer’s collaboration with the librettist is natural and even advisable. In 
order to create concertante or lyrical works, certain composers (whereof 
Johannes Brahms and Giacomo Puccini) sought some performers’ advise, yet 
only in terms of instrumental or vocal technique, and not of expression, 
sensitivity, aspects whereon they left their own mark. 

Amongst plastic artists, there are manifold examples of collaboration, 
mostly among painters. Their work together is rendered manifest in spirit, at 
the level of style, and not at the concrete level of the same canvas. For a little 
while, Paul Gauguin and Vincent Van Gogh painted together, each of them 
bringing to light a few masterpieces, which can be said to be in the same vein. 
Subsequently, two other great painters worked in tandem; when they embraced 
the same aesthetic ideas, Pablo Picasso and Georges Braque laid the 
foundations of Cubism, yet later on they went different ways.  

I had the wonderful chance to admire, at Metropolitan Museum of New 
York, a small exhibition of canvases, six for each of the two great plastic artists 
who stood out in the first half of the last century. On a wall, three canvases by 
Picasso, and three by Braque were exhibited; on another one, the same. The 
onlooker could notice their source of inspiration which consisted in still nature. 
On the first wall, the works were almost identical, whereas on the second, one 
could clearly notice the authors’ stylistic distancing. All works are well known 
and can be admired in manifold albums of reproductions. Then, in the summer 
of 2000; and there, in a hall of the great museum in the American metropolis, 
the idea of collaborating with another composer dawned upon me, with a view 
to achieving in parallel a few lieds on the same lyrics, in an attempt somewhat 
similar to the artistic project I was contemplating. Back home, I contacted my 
good friend, the composer Ioan Dobrinescu, who was not, however, drawn in 
by the idea. Nevertheless, the idea germinated in my artistic self, until, in 2013, 
I decided to address my former colleague at master Vasile Spătărelu’s 
composition class, Roxana Pepelea, the one who ranked first in the promotion 
1985 of “George Enescu” Music Academy in Iaşi. The challenge was accepted; 
these were the beginnings of the artistic adventure unveiled below.  

We chose together several verses from three poetry volumes by the poet 
originating in Iaşi, Vasile Burlui: Solilocvii [Soliloquies] (Burlui, 2014), 
Interogaţiile lui Aşur [Assur’s Interrogations] (2013) and Rendez-vous Sidéral 
(2013), more precisely eight poems whose musical transposition we decided to 
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commit to the mezzo-soprano’s voice. After having agreed upon the details 
above, each of the composers worked individually upon the eight lieds, without 
knowing anything of the sonorous image forged by the other for the same 
verses.    
 
2. Conceptual and stylistic particularities; similitudes and differentiations  

This chapter is dedicated to analyzing each lied, in both composers’ 
vision, but it also includes, prior to the musical references, the author’s brief 
reflections on the poems of doctor, professor, manager and poet Vasile Burlui. 
 
2.1. Polenul sufletelor noastre [Pollen of Our Souls] 

The lyrical discourse unveils the poet’s innermost thoughts, vested in 
hopes and endeavours germinating tears and seed, changed in a “tender 
whine”. Hopes are nothing but vain illusions, which “shed, fall to the ground”, 
“vanish”. 

 
2.1.1. Leonard Dumitriu  

I dare say the most adequate expression for the nature of the lied, more 
than the tempo in itself, on which it has nevertheless a significant influence, is 
Mesto (sad, doleful). The compositional-construction technique is frequently 
resorted to, as far as I am concerned, for the vocal works, namely the one of 
harmonies ordered in a polyphonic range, without relating myself to a tonal-
origin centre. The sounds of the voice are a part of this sonorous “bundle” 
wherein the arpeggio and the consonance are constant presences (Fig. 1). 
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Fig. 1 Leonard Dumitriu – Pollen of Our Souls (fragment) 
 

The piano generously plays with the registers, often intertwining with the 
voice, yet without prejudicing it in terms of sonorous transparency. There is 
mostly the vocal dynamics that enhances the lyrics subtlety; the instrument 
nuances being adapted to the discourse in which diction and implicitly the good 
understanding of the words and their message are my own pursuits. In terms of 
form, the scoring is continuous, without clear-cut delimitations of sections. 
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Fig. 2 Roxana Pepelea – Pollen of Our Souls (fragment) 
 

2.1.2.  Roxana Pepelea 
She adopts a music writing that resorts to armour, so as to outline the 

three sections of the form, which she forges according to the pattern A B A; 
and the beginning, by the chord-based technique, is somehow similar to the 
sonority I have imagined at the outset of the homonymous lied. A 
differentiation, which considers rather the nature of music than its speed, 
occurs once with the general indication Tranquillo, as against the Mesto of the 
lied in the mirror (Fig. 2). 

In the external formal sections, the voice mostly uses the gradual 
progress, B also determining a greater leap from the third, along with a 
perceptible change in atmosphere. Likewise, the tonality A flat minor, in the 
opening, gives way to a less tense, almost serene minor B. The composer 
resorts to an extended sequence, constructing thereby two clear segments 
within the median surface of the lied. Polyphonic procedures, such as 
sequencing and inversion, underlie the overall melodic construction, similarly 
to a noticeable subtle layering of registers and rhythms. 

 
2.2. Irreparabile tempus 

Vasile Burlui does not rebel against the truth of the phrase in the title of 
his poem, therefore he does not search for loopholes in returns or re-
experiences, of whose impossibility he is fully aware. Time’s passage and 
one’s incapacity to change its course are reflected by the sensation of cold, by 
the images of the winter’s white and of the sad, doleful snowfall. The final 
verse manifests however a hope in salvation, where death becomes a repeatable 
phenomenon: “You have taught me to die, for many times and again!” 

 
2.2.1. Leonard Dumitriu  

The feature of the sonorous edifice imagined here is given by a technique 
of layers adapted to a polyphonic discourse. The piano track bears in itself 
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musical questions and answers differentiated according to register and 
dynamics, at least one of the paths being always complementary to the voice.  

I have forged the musical development in the sense of some unrest, inner 
tension ready to burst, equally suggested by the melodic, rhythmic and 
dynamic tracks. The result is a tense music progress, in which the registering 
comes together and fans out, much as a fan, mirror of the musical emotions 
aroused by the painful sense of the lyrics. A few chordal measures render less 
tense these sonorous waters, so waved; yet for a short while, the discourse soon 
returning to its initial expression, a fact that may justify the form of A B A 
(Fig. 3).  

 

 
 

Fig. 3 Leonard Dumitriu – Irreparabile tempus (fragment) 
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2.2.2. Roxana Pepelea 

Unlike the permanent agitation in which I expressed the feelings and 
experiences of Irreparabile tempus, my colleague Roxana Pepelea projects her 
imagination in an Andantino semplice. The right hand of the piano always 
intones clad chords, whereas the left hand relentlessly arpeggiates through 
various registers. This type of musical construction is identified in the external 
sections of the form specific to a simple lied, A B A, whereas the median 
surface is a wonderful example of compositional efficiency and imagination 
(Fig. 4).  

 

 

 
 

Fig. 4 Roxana Pepelea – Irreparabile tempus (fragment) 
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By the example above, the music creator proves once more that the 
simplicity of several compositional methods is, most times, inversely 
proportional to the sonorous result, as well as that there is no need of strenuous 
searches, destructive of all that is old, so as to obtain originality. Hence, a line 
of the piano doubles the line of the voice, whereas another one, at the lower 
octave, reverses the planes, a solution dating back hundreds of years, yet likely 
to produce wonderful effects, even in the 21st century. By the end, a major-
minor undulation slips into the sonorous discourse.   

 
2.3. Văratec 2013 

The recalled place renders, perhaps, the poem verses warmer, less sad. 
“Honey” is a feeling of sweetness, of gentle autumn warmth, of “divine 
mysteries”. Reverie replaces illusion; and the forest vesting “brazen” and 
“silver” garments, is seen as a sky-support, the star-spangled “crystal vault”.  

 
2.3.1.  Leonard Dumitriu  

After two lieds with polyphonic compositional expression, I felt the need 
for a change in sonorous syntax; hence I resorted to verticality in the pianistic 
discourse, and to prolonged repetitions of the same sound in the vocal track 
(Fig. 5). 

 

 
 

Fig. 5 Leonard Dumitriu – Văratec 2013 (fragment) 
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The graphic representation in the example above reveals nevertheless, in 
the extreme voices, the use of a reversion, a procedure of conceptual 
continuity. At first, the general sonorous register is limited to the 1st and 2nd 
octave; then, along the way, it extends towards the 3rd octave in the acute, and 
the great octave in the low. In visual terms, the lied is characterized by a 
linearity which does not unveil particular aspects; yet the sonorous expression 
reveals an apparent peace, a quietness which, for the listener, may be serene, 
painful, resigned, even unsettling, or cumbrous. Concretely, the score 
encompasses less note values and rhythmic formulas, intertwined with discreet 
dynamics, dominated by constant nuances. The form expresses some music 
relentlessly moving, once with the lyrics.   

 
2.3.2.  Roxana Pepelea 

She conceives the sonorous material in a complex-lied matrix, and thinks 
the opposite in terms of dynamics, which is luscious with variable nuances, as 
well registers, in which leaps are ever present. The feelings are expressed in a 
direct, outward, straightforward manner (Fig. 6). 

 

 
 

Fig. 6 Roxana Pepelea – Văratec 2013 (fragment) 
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An ingenuous solution is the arpeggio: in uneven formal sections, the 
composer uses arpegiato, to wit the successive, yet very rapid intonation of the 
chord sounds; whereas in even segments, she chooses the variant of the 
arpeggio in triolets of eights. The previously noticed efficiency is kept, the use 
of the various facets of the same element proving a constant pursuit (Fig. 7).  

 

 
 

Fig. 7 Roxana Pepelea – Văratec 2013 (fragment) 
 

The vocal track is tormented by leaps to a fourth, fifth and even seventh-
interval, which dominate over and overshadow the gradual melodic surfaces. 
 
2.4. Mea maxima culpa 

For the failure of a universe made of “diamonds of melted snow”, “shed 
poppies”, “lost hopes”, “unhurt tears”, “flowers’ silent cry”, “orphan comets”, 
Vasile Burlui holds himself liable, with an anti-Demiurge’ feeling, whose 
creation is wholly in the wrong. Here, the poet makes an unexpected and 
thrilling statement of penance: “I am guilty of everything that surrounds me”! 
A poem equally difficult to transpose into music as Eminescu’s verses… 
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2.4.1. Leonard Dumitriu  

The music of this lied is a return to polyphony, the favourite procedures, 
imitation and inversion, being suggested by the obstinacy wherewith the poet 
asserts his “guilt”. The sensation I intended to convey is of a restless sonorous 
surface, in an ongoing movement and transformation, with dynamic waves of 
various sizes, where the pause is a rare presence. An agglomeration of sounds 
and rhythms, the musical conception illustrates and unveils to the audience, the 
ideational restlessness, the ongoing torment lacerating Vasile Burlui (Fig. 8). 

 

 
 

Fig. 8 Leonard Dumitriu – Mea maxima culpa (fragment) 
 

This is the creed which subsumes all the elements of the melodic-
rhythmic track, sometimes led to the heights of the mezzo-soprano’s register, 
with great nuances accrued from accumulations over extensive surfaces. The 
vocal display abounds in altered sounds, which is significant for the refusal of 
centrist thinking, a dimension naturally present in the pianistic material. This is 
a “dough” I made and spread without restraint, the only objective being the 
merge of my musical ideas with the metaphysics of the poet’s inner 
experiences; hence its form is, once again, open, loose (Fig. 9). 
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Fig. 9 Leonard Dumitriu – Mea maxima culpa (fragment) 
 

2.4.2. Roxana Pepelea 
The poet’s permanently expressing guilt makes the composer return, 

throughout the work, to a few matrix formulas, exposed from the outset (Fig. 
10). 

 

129



Artes. Journal of Musicology 
 

 
 

 
 

Fig. 10 Roxana Pepelea – Mea maxima culpa (fragment) 
 
The descending step from the perfect fifth, to the same interval, or to 

another one, is a constant, we dare say an ostinato of the entire lied, a 
procedure which constantly appears in all formal sections of the work. 
Sometimes, the sounds of the fifth take the opposite direction, towards an 
interval whose notes range in the previous harmonic distance, as we can well 
see in the example below, where we can also see how the voice intones, after a 
gradual progress, some leaps which require special accuracy from the 
performer (Fig. 11). 
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Fig. 11 Roxana Pepelea – Mea maxima culpa (fragment) 
 

Roxana Pepelea remains faithful to the traditional form of lied, to its 
conceptual efficiency and simplicity, without falling, at any moment, into 
banality or superficiality. The pages of the lied look well, they denote a solid 
compositional thinking, which protects the voice, highlights its qualities and 
advantages diction. The melodic, rhythmic and dynamic tracks, the registration 
of both voice and instrument keep a permanent balance, seemingly inviting one 
another to follow the trail of the lyrical message. 
 
2.5. Îngerul nopţilor [Night Angel] 

The exquisite metaphor of the title subtly projects the peculiar opposition 
of white (angel) and black (night); hence the two poem sections express utterly 
contrasting feelings. Thus, the contentment, the glee of a serene life lived in 
communion with the “dew of the fields”, “firs of the snow”, “coolness of the 
mountains” and the suavity “white apricot flower” in the former part, are 
almost undone, dissolved by the “angel of the lacerated nights”, who brings the 
poet, in the latter section, “an ocean of tears”, the painful experience of poetry 
lived in “tears and blood, /in love and suffering”.   
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2.5.1. Leonard Dumitriu  

I would rather the sonority of this lied illustrated the aforementioned 
white; therefore, the major third and the major chords prevail in a syntactic 
expression of harmonic origin, exposed, below, only by the piano track. 

 

 

 
 

Fig. 12 Leonard Dumitriu – Night Angel (fragment) 
 

As against the previous lied, intensely chromatised, the sonorous 
formulation is here diatonic, despite its galore use of alterations, whose nature 
is consonant. A fragment comprising the first measures of the voice, precisely 
the ones whose pianistic track I illustrated above, clearly proves this statement. 

 

 
 

Fig. 13 Leonard Dumitriu – Night Angel (fragment) 
 

Now we are no longer dealing with an apparent serenity, as in the music 
of the lied Văratec 2013, but I chose to straightforwardly express, even 
enhance the poet’s feeling of joy in front of nature. A second section of the lied 
is temporarily shadowed by the poet’s sombre inner state and accordingly 
expressed by minor sonorous strokes; for the optimist and audacious chord to 
return in the measures of the coda. I dare say music transforms Vasile Burlui’ 
message, from an implacable, unfair, resigned and, above all, sad sound, in 
verses, into a caressing sound, of hope and salvation, in lyrics (Fig. 13). 
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Fig. 14 Leonard Dumitriu – Night Angel (fragment) 
 

 

 
 

Fig. 15 Roxana Pepelea – Night Angel (fragment) 
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2.5.2. Roxana Pepelea 

Once more, my colleague’s imagination differs from my own, in 
imagining the music for Îngerul nopţii. Roxana Pepelea does not start from 
colours, but from another type of sensations, rather motor, metronomic, as her 
music sounds cadenced, obviously not in a soldierly sense, but of a systematic 
sound sequencing. Even the development speed is Vivo, indicating a life-
pulsating tempo and especially nature (Fig. 15). There is pulsatory, in its turn, 
the permanent movement of the piano eights, the play with both harmonic and 
melodic intervals, the leaps which, reduced to the complementary interval, also 
lead towards the second; the voice intoning meanwhile repeated eighth 
fragments (Fig. 16). 

 

 
 

Fig. 16 Roxana Pepelea – Night Angel (fragment) 
 

Of the entire cycle of lieds, Îngerul nopţii, by Roxana Pepelea, mostly 
contrasts both with its homonym, and with all other, bringing a welcome 
sonorous-attitude change, even if, as easily noticeable, the used procedure is 
still an ostinato. A closer analysis makes clear that a four-sound grouping in a 
scale, within a perfect fourth, is the starting point of this play, which, beyond 
the above noticed sensation of motor actuation, can produce, both visually and 
auditorily, almost synaesthetically, the image of a children’s game.  
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2.6. Menuet de toamnă [Autumn Minuet] 

Of an obvious musicality, the poet’s verses do not have at all an obsolete 
shade, even if they remind a dance, very popular in former times, yet period 
piece, in our days. The morbid and implacable, hopeless melancholy, is 
straightforwardly uttered by Vasile Burlui: “and I remain lonelier than I have 
ever known myself”. 

 
2.6.1. Leonard Dumitriu  

Even from the poem title, the music sonority has almost made its mark, 
and the indication at the beginning of the score, Malinconico, refers, once 
more, rather to character than tempo, and has its roots in the autumnal season 
evoked by the poet. A novelty, amidst the eight lieds of mine, is the form, 
conceived on the pattern A B C A, and articulated on the four stanzas of the 
text. The music of the first section discreetly transmits a certain ceremonious 
spirit, joined to the melancholic, sickly one, of the verses (Fig. 17). 

 

 
 

 

 
 

Fig. 17 Leonard Dumitriu – Autumn Minuet (fragment) 
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Section B, corresponding to the second stanza, brings a change, a 
darkening of the atmosphere, and an extension of the piano discourse to three 
registers, the highest reaching the second octave; a pedal being at its basis. 
These elements are joined by a repeated game of triolets in eights, present at 
the centre of the instrumental score, and by a gradual, persistent dynamic 
accumulation, whose peak is the tensional culmination of the work (Fig. 18). 

 

 

 

 
 

Fig. 18 Leonard Dumitriu – Autumn Minuet (fragment) 
 

An even greater register extension is acquired by the piano in section C, 
where the pedal descends in counter-octave, and the acute register ascends to 
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the heights of the third and fourth octaves, the centre being occupied by a 
progress in small sixths, whose peak sound accompanies the voice in unison. 
The sonority unfolds over ample, orchestral surfaces, of an austere, gothic 
monumentality (Fig. 19). 

 

 
 

Fig. 19 Leonard Dumitriu – Autumn Minuet (fragment) 
 

The final stanza corresponds, in content and spirit, to a resumption of the 
A, which fulfils an impressive, solid, suggestive musical construction. 
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2.6.2. Roxana Pepelea 

My colleague’s descent from Vasile Spătărelu’s compositional school is 
strongly proved by this lied, clearly recalling a fragment from The Precious 
Ridiculous, our professor’s wonderful musical farce. The metric garment in 
which the author vests the ternary rhythm is binary, an ingenious and 
unexpected solution. The origin of the melodic-rhythmic solution is a pastiche 
of the Second Minuet at the outset of Album for Anna Magdalena Bach (Fig. 
20). 

 

 
 

Fig. 20 Roxana Pepelea – Autumn Minuet (fragment) 
 

The structure of the minuet as a court dance supposes reprises of motifs 
and phrases, which also happens in Roxana Pepelea’s lied, where the imitation, 
inversion, sequence are frequently encountered. The form unveils a pattern A B 
A, where B has a marked harmonic expression, despite its not abandoning 
polyphony (Fig. 21). 
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Fig. 21 Roxana Pepelea – Autumn Minuet (fragment) 
 

Quite naturally, the second A resumes the musical expression at the 
beginning of the lied, with small and almost imperceptible transformations. 
 
2.7. Concert vespéral [Vesperal Concert] 

The translation in French strongly emphasizes the musical resonances of 
the poetic ideas and states. Characteristic of Molière, the presence of vowels 
mitigates the inner pains, which become “subtle harmonies” of a universal 
concert unfolding in the shadows of the evening. The silhouette of the beloved 
appears and disappears as scent of flowers and brightness of stars. 

 
2.7.1. Leonard Dumitriu  

In the attempt to sonorously imagine the verses of this poem, I had to 
choose between several possible paths, a few of them fitting perfectly with the 
delicacy and brilliance of French. Eventually, I opted for the canon… 
Therefore, the sonorous discourse consists of three planes, whereof two of the 
piano, distanced at double octave, the voice being placed in the middle, and the 
canon is a permanent presence between all the three elements that make up the 
whole, the only variable being their ordering in the successive entries (Fig. 22).  
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Fig. 22 Leonard Dumitriu – Vesperal Concert (fragment) 
 

The discourse in the canon is interrupted a few times, for a short while, 
and the voice does not always assume the leaps of the instrument, which 
constitutes a challenge for the informed listener, in the sense of recognizing or 
not the persistence of the same method of polyphonic construction. The 
consistent preservation of the successive entries leads to fluency, including in 
terms of form, which is open, totally subordinate to the course of the lyrics. I 
emphasize the richness of the dynamics and the rhythms, the permanent 
movement of a varied and expressive sonorous organism, its concordance with 
the poetic ideas and feelings, the robust complexity established on simple 
bases. 
 
2.7.2. Roxana Pepelea 

There is from the same principle of repetitiveness, but from completely 
different premises than those of the polyphonies in canon that Roxana 
Pepelea’s imagination sets off, in the first lied on French lyrics. The 
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fundamental constructive element is the verticality of the instrumental 
discourse (Fig. 23).  

 

 

 
 

Fig. 23 Roxana Pepelea – Vesperal Concert (fragment) 
 

 

 

141



Artes. Journal of Musicology 
 

 
  

Fig. 24 Roxana Pepelea – Vesperal Concert (fragment) 
 

In the example above, the piano resumes, almost obstinately, a four-
eighth formula, with the uneven values in harmonic octaves of extended fourth, 
while the voice covers a gradual track, accumulating register. The research of 
the score emphasizes the permanence of the gradual track for the vocal line, 
and the apparition, in the B of the simple form ABA, of instrumental chords of 
several sounds (Fig. 24). As it has already accustomed us, the final A is a 
slightly modified reprise of the first section of the lied. 

 
2.8. Chant rompu 

Both the reading and the audition of the poem send us back in time, to 
Charles Baudelaire and Paul Verlaine. We are witnessing a delicate 
symbolistic, where the apparition of the flowers in the “fatigued constellations” 
resembles “cohorts of reproaches” which “dissipate in my consciousness”. 
Although interrupted, the song, more precisely its symbol, keep on existing in 
the poet’s soul: “I bear it, as Christ the crown of thorns”. 

 
2.8.1. Leonard Dumitriu  

For the last poem, I decided on a massive sonorous expression, quasi 
orchestral, in which, on a third instrumental portative, I marked down a piano 
pedal. It is interesting how the principle of repetitiveness, used by Roxana 
Pepelea in the previous lied, should serve myself in this lied, where the first six 
piano measures are identical (Fig. 25).  
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Fig. 25 Leonard Dumitriu – Chant rompu (fragment) 
 

The higher lines of the piano move in a horizontal mirror, a fact that does 
not create however a strong polyphonic sonorous sensation, perhaps even due 
to low sound, doubled in octave, which marks out each accentuated time. As a 
brief intermezzo, seven measures are placed between two sections where the 
piano pedals appears. These are chords of the instrument, which leave greater 
freedom of expression to the voice, whose note values, although giusto, may 
lead towards an unrestrained expression, of rubato type (Fig. 26). 

The voice is protected in terms of register, by the piano lines, which 
evolve in the low and supra acute register, a fact that increases the sensation of 
amplitude, even if the nuances do not follow the same tendency. The extension 
of registers sounds well, especially due to the profusion in harmonics of the 
pedal sounds and of the plays between remote formulas. The end brings back 
the chords, with prolonged sounds, in great nuances, specifically orchestral 
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Fig. 26 Leonard Dumitriu – Chant rompu (fragment) 
  
2.8.2. Roxana Pepelea 

A brief vocal melopey, with a bucolic, almost idyllic tone, inaugurates 
the sonority of this lied, evoking the flowers whose perfumes “impregnate” in 
the poet Vasile Burlui’s senses. The fragment falls under a very concise 
introduction to the form of lied (A B A Coda) whereto the composer resorts 
again, an aspect of continuity, balance and conceptual consistency (Fig. 27).  

 
 

Fig. 27 Roxana Pepelea – Chant rompu (fragment) 
 

A new play with the intervals gives the distinctive note to the first formal 
articulation, from second into third, by dialogue between the piano registers, a 

144



Studies 
 
procedure, once more, as simple as it is efficient, similar to the gradual 
treatment of the vocal melody (Fig. 28). 

 

 

 
 

Fig. 28 Roxana Pepelea – Chant rompu (fragment) 
 

The contrast between A and B comes to light by the chords of the 
instrument, companions of a descending vocal melodic line, a sense frequently 
used by the composer in the previous lieds, too (Fig. 29). 

A specificity of music is the rhythm, which oscillates between binary and 
ternary; hence the chosen meter in order to vest an evolution which, many a 
time, leads towards the perception of freedom, of unrestraint. The resonance of 
the last sounds gradually and quietly dims, as the verses which unveil the 
poet’s reconciliation with his fate, calmly, serenely, without resentments, but 
… with many regrets. 
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Fig. 29 Roxana Pepelea – Chant rompu (fragment) 
 

 
3. Conclusions  

In addition to their belonging to the same generation, the two creators’ 
origin in the same composition school is obvious, not only through what brings 
them close, but, perhaps paradoxically, including through what differentiates 
them. Individually imagined, in Iaşi and Sibiu, approximately in the same 
period of time of the year 2014, the undersigned’s lieds and Roxana Pepelea’s 
lieds, on Vasile Burlui’s verses, are the outcome of a complex of factors 
consisting of sensitivity, and of patiently polished craft, over time, starting 
from the accumulations of their study years, under Vasile Spătărelu’s watchful 
eye, and of extensive musical experience (at the chair, in the orchestra) as well 
as of indisputable compositional achievements, prior to this project.  

The research of the two scores clearly demonstrates to what a high extent 
the two composers cherish the human voice. Both of them treat the voice and 
the piano as equal partners, but the bearer and conveyer of the word is 
protected at all times and under all aspects. Even if, in terms of the instrument, 
Roxana Pepelea prefers a rather harmonic expression, whereas Leonard 
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Dumitriu walks more on the path of polyphony, the instrumental discourse is 
permanently protective, enables the voice to be in a comfortable intensity 
range, which creates for the vocal performer, the preconditions of displaying 
her own qualities, as well as an adequate diction.  

The leaps are quite rare apparitions in the mezzo-soprano’s melodic lines, 
in the 16 lieds, the prevalence of the gradual progress being a common 
conceptual feature. As regards the extensions of the registers, my colleague 
seems sometimes more “audacious” (see Irreparabile tempus or Îngerul 
nopţilor) compared to myself, a little more “balanced”; yet what brings us 
closer is an obvious concern for melody, for the musicality of the sonorous 
material entrusted to the voice. Nothing is far-fetched, nothing destroys its 
mission of bearer and conveyer of the word, of the deep message in the poetic 
text. Furthermore, I dare say our musics pave the listener’s way towards one’s 
coming closer to, comprehending, and even empathically experiencing the 
torments, suffering and pains that the poet’s verses are replete with. Vasile 
Burlui himself confesses another vision of his own verses, after the experience 
of hearing them in two compositional variants.  

The rhythms and metres slightly differentiate, as there are perceptible 
differences in terms of the musical registers imagined for certain text 
fragments. Polyphony stands out by imitations, inversions and specific 
processing, one particularity being the canon that I myself resorted to in 
Concert vespéral. The harmonic expression differs in its turn, several times, yet 
it is situated, for both composers, in a neoclassical area with impressionist 
strokes.  

At the end of the research of the lieds for mezzo-soprano and piano, on 
Vasile Burlui’s lyrics, by Leonard Dumitriu and Roxana Pepelea, one can 
definitely state that both creators have a highly personal compositional 
expression, and do not hesitate to advance on paths that some people might 
consider obsolete. If the melody, the beautiful sonorous display of equally 
wonderful poetic thoughts, torments, and hopes, as well as the appeal to 
extensively verified constructive solutions are outdated matters, which no 
longer represent the contemporary human and his aspirations, then my 
colleague and I myself willingly assume the label of nostalgics of the bygone 
era, and attempt, even succeed in proving that those values are perennial and 
immortal. 

So far (October 2016), our artistic project has been presented in Iaşi, 
Sibiu and Timişoara, and has come to life due to the mezzo-soprano Claudia 
Codreanu, the pianist Vasilica Stoiciu Frunză and the actor Mircea Dascaliuc, 
outstanding performers, particularly gifted and highly sensitive, who have 
inspiringly identified themselves with the lyrics and music.   
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Alexandru Voevidca, Folclor muzical din Bucovina – vol. I – Repertoriul 
ritual-ceremonial vocal [Musical Folklore from Bukovina – vol. 1 – Vocal 
repertoire for Rituals and Ceremonials], Constanța Cristescu (ediție 
critică și catalog tipologic muzical), Suceava: Lidana, 2015. 
 
 

The general issue of reclaiming and preserving the musical folklore 
heritage is crucial within the framework of our postmodern world; at present, 
due to the major changes in society following technological advances and 
globalization, folklore has undergone important mutations. It therefore requires 
a considerable effort to research and document national or local archives; the 
results of this efforts are usually remarkable. Is is the case of the latest 
achievement by Constanţa Cristescu, PhD, from the Bukovina Culture Centre 
of Suceava, a distinguished musicologist and an impassionate, tireless and 
prolific researcher; in the past years, she has been active in supporting, 
investigating and promoting genuine folklore from Bukovina. 

The volume with the title Musical Folklore from Bukovina – vol. 1 – 
Ritual vocal repertoire for rituals and ceremonies is the first one in a larger 
project aimed at introducing to the public the volumes of folklore collected by 
Alexandru Voevidca at the beginning of the 20th century in Austro-Hungarian 
Bukovina, a project the researcher intends to complete in the coming years. 

From the start we must emphasise the importance and value of such a 
research and publishing enterprise for the national musical folklore heritage, 
since the melodies collected by Voevidca are little known as few of them have 
been published. As the author mentions in the Introduction, only 384 of the 
total 3700 gathered have appeared in print in the selection Rumänische 
Volksliederaus der Bukowina published in Würzburg by the Austrian 
researcher Mathias Friedwagner in 1940. Later, 275 more lyrical melodies 
(songs and doinas) were published in the volume Cântece populare din 
Bucovina [Folk songs from Bukovina] (București, Editura Muzicală, 1990), in 

                                                 
 dzamfira@yahoo.com 
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revised notation by folklorists Vasile D. Nicolescu și Cristina Rădulescu Pașcu. 
Alexandru Voevidca’s activity as a folklorist is presented in great detail by the 
author, starting from the bibliography presented earlier and bringing in new 
information which was uncovered during her research1. 

The new title on folklore from Bukovina consists of two sections, one 
dedicated to the ethno-musical study, and the other one, to the actual 
collection. The study is divided into two chapters. The first one, entitled 
Conținutul genuistic al fondului mss. Al. Voevidca. Considerații asupra 
notației muzicale [The genre content of the mss. fund Al. Voevidca. 
Considerations on musical notation], gives a thorough description of the stock 
of Voevidca manuscripts at the National Library of Romania in Bucharest. The 
content of each file is presented, with information on the genre and pertinent 
data on the musical notation used by the collector. The collection includes most 
major musical folklore genres, from those specific of a particular ceremony 
(vocal ritual for specific ceremonies, instrumental – pieces for funerals, 
weddings, Christmas and other religious celebrations, songs of youths joining 
the army) as well as pieces with no specific aim (doinas, ballads, songs proper, 
pieces for dancing) and a repertoire of urban inspiration (drawing room 
ballads, scholarly influence songs, satyrical songs). The author emphasizes that 
the collector had a very sharp ear for music and extensive musical knowledge, 
which allowed him to make accurate notations of the melodies without using 
any recording technique. In the second subchapter the author discusses The 
musical tipology of the repertoire of the ritual voice music for various 
ceremonies in the historic province of Bukovina. It is the central section of the 
ethno-musicological study, where the Romanian researcher gives a thorough 
and accurate systematic classification of the melody profiles of the ritual 
genres for voice presented in the anthology. The methodology and 
classification by types that she uses is that generally established in the 
Romanian ethno-musicological literature and belongs to researchers of the Cluj 
school (as presented in studies by Ilona Szenik and her collaborators). 
Constanța Cristescu’s main reason for this choice is “its high degree of 
generality and applicableness for the entire stock of Romanian Christmas 
carols (and other genres, n.n.); it is useful for further comparison in the area of 
style and for further tracing the circulation of musical genres in all the style 
areas of Romania within a historic period of clearly established boundaries” 
(Cristescu, 2015, p. 39). This classification method is applied consistently, but 
not mechanically, and is intelligently adapted depending on the musical content 

                                                 
1 It should be said that, unfortunately, one of the important studies about Voevidca, written by 
Florin Bucescu, entitled Alexandru Voevidca and published in Ion Popescu-Sireteanu’s volume 
Siretul – vatră de istorie și cultură românească [The river Siret – a centre and source of 
Romanian history and culture], Iași: Omnia, 1994, pp. 303-312, has not been cited, probably 
because its limited circulation. 
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to which it is applied and the four musical categories included in this volume: 
the Christmas carol, the ritual-ceremonial song of the youth joining the army, 
the repertoire for the funerals – the dirge (with stanza form and free form), and 
the ritual repertoire for the wedding ceremony. The author, therefore, assigns 
each song to a particular melody type, depending on the melody contour and 
the cadence system; the resulting classification is: a) for the Christmas carol, 
there are 7 supragroups classified into groups and types; b) in the case of the 
song of the youth joining the army there are 4 supragroups divided into 
supraclasses, classes and types; c1) in the case of the dirge in stanza form 
within the repertoire for the funeral ceremony, there are 6 macrogroups, each 
with their respective melody type; c2) in the case of the dirge in free form 
within the repertoire for the funeral ceremony, there is a single macrogroup 
with just one melody type; d) in the case of the ritual repertoire for the wedding 
ceremony, there are three macrogroups, each with their supraclasses, classes 
and types. Constanța Cristescu’s classification scientifically and objectively 
points out at the remarkable variety and richness of the musical content 
collected by Alexandru Voevidca, school master from Bukovina. 

The second section of the volume, with the title A musical catalogue of 
types. Anthology, is the actual corpus of ritualic voice melodies for various 
ceremonies, classified according to the system previously presented. It is the 
most valuable part of the volume, as it brings to the fore valuable ancient 
melody types, accompanied by the integral literary texts, which makes it an all-
time first in the Romanian literature. The author provides the digital 
transcriptions of the holographic manuscripts in the Alexandru Voevidca stock 
of  manuscripts; the melodies recorded in written format preserve the original 
notation of the folklorist from Bukovina; in some cases this notation 
foreshadows the modern method of ethno-musicological rendition. The musical 
content included in this collection is relevant in its thematic and melodic 
richness and illustrative of the four main genres included. For instance, special 
melodic types of the Christmas carol are present, some of them entirely novel, 
of peasant influence, as well as of scholarly influence (the latter is mostly 
manifested in the “star songs” performed in anticipation of the Christmas 
celebration). The corpus of Christmas carols can undoubtedly contribute to 
freshen up the specific repertoire as it is performed today in Northern 
Moldavia; it can be promoted among children and youths, in schools, and in 
the performance of vocal groups, which are numerous in this part of the 
country. A special mention must be made of the youth’s song on joining the 
army, a genre and practice which is entirely obsolete today (as youths are no 
longer subject to conscription); this type is impressive for the value of the 
melodies, as well as for the richness and dramatic expressiveness of the lyrics 
(the young men’s forced removal and separation from their families to join the 
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Austro-Hungarian army was felt as a trauma, especially since many did not 
return and died in conflicts away from home, on foreign territories). 

The volume ends with a very useful index of the localities where the 
melodies were collected; this is preceded by an index of Chapters 1 and 3 of 
the Catalogue of types. The annexes also include the instrumental ritual 
repertoire for the New Year’s Eve and the passage into the new year (Malanca 
and new year’s bidding on St Basil’s Day) and the repertoire for the funeral 
ceremony (the alphorn dirge and the Firtree hora/round dance). As these 
melodies are singular, they were assessed in terms of structure but were not 
made part of any classsification. 

We acclaim this volume of remarkable scientific and artistic value and 
we are sure it will contribute to a better understanding and wider spread of 
genuine folklore from Bukovina. We wish the author strength, patience and, 
above all, institutional support in her attempt to complete this generous project 
which proves great courage and scientific honesty. 
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