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In aceste teze vom prezenta materiale de folclor muzical, inregistrari audio inedite si
necunoscute, respectiv, cantece si melodii instrumentale, executate vocal, circa 75 de creatii, care
au fost inregistrate Tn anii 1921-1928 in Basarabia de la Gheorghe Madan (1872-1944), folclorist,
etnograf, scriitor si actor, de catre Pernot Hubert (1870-1946). Ele se pastreaza in biblioteca
digitald Gallica a Bibliotecii Nationale a Frantei (BnF), care include si colectiile Arhivei Institut de
Phonétique — Musée de la Parole et du Geste.

Ea oferd acces liber si gratuit la cateva milioane de documente digitizate, din toate epocile
si de pe toate tipurile de suporturi. Biblioteca Nationala a Frantei desfasoara o politica activa de
cooperare cu bibliotecile din Franta.

Aceasta politica are ca obiectiv valorizarea patrimoniului tipdrit, scris si grafic conservat in

! E-mail: svetlana.badrajan@amtap.md
2 E-mail: diana.bunea@amtap.md
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bibliotecile franceze. BnF sprijind digitizarea colectiilor patrimoniale ale bibliotecilor franceze, cu
scopul unei imbogatiri rationale a corpusurilor online si in conformitate cu o politica de
completitudine documentara, alaturi de resursele patrimoniale digitalizate provenite din colectiile
nationale. Corpusurile digitale astfel constituite sunt difuzate liber si gratuit pe Gallica si pe orice
alta biblioteca digitala interoperabila cu Gallica.

Hubert Octave Pernot (1870-1946) a fost un lingvist francez, format la Paris. A predat la
Universitatea din Paris, devenind profesor de limba si literaturd greacd modernd. Hubert Pernot
este fondatorul (1919) si primul director al Institutului Neo-Elenic de la Sorbona. Profitdnd de un
parteneriat cu Emile Pathé in cadrul Arhivelor Musée de la Parole et du Geste, care a pus la
dispozitie ingineri, echipamente si un numar nelimitat de discuri, Hubert a calatorit in Romania si
a inregistrat pe teren folclor muzical si literar. Astfel, in 1928, la invitatia profesorului Nicolae
Iorga si a guvernului roman, o misiune a Muzeului Vorbirii si al Gestului (Musée de la Parole et
du Geste), condusa de Hubert Pernot si insotita de doi ingineri ai firmei Pathé — domnul Arrazau,
inginer, si domnul Pujeol, inginer electrician, a plecat in Romania. In cadrul acestei misiuni au
fost colectate peste 500 de melodii populare si texte dialectale din diferite provincii.

Ne propunem sa realizdm o cercetare ampld a materialelor de folclor muzical inregistrate
de la Gh. Madan si anume:

— sd documentam istoria acestor materiale;

— sa transcriem melodiile si sd editdm o colectie;

— sa le cercetam sub aspect morfologic si sd urmarim comparativ existenta unor variante in
Arhiva de folclor a Academiei de Muzica, Teatru si Arte Plastice (detine circa 16.000 de elemente,
cele mai vechi inregistrari au fost facute in anul 1964) si in repertoriul de folclor muzical de
circulatie actuala;

— sa punem lucrarile muzicale folclorice in circuitul stiintific si artistic.

Cuvinte-cheie: folclor muzical din Basarabia, perioada interbelica, arhive strdine,
Gallica, Gheorghe Madan

In these theses, we will present materials of musical folklore, unpublished and unknown
audio recordings, both songs and instrumental melodies performed vocally, about 75 works, which
were recorded between 1921 and 1928 in Bessarabia from Gheorghe Madan (1872-1944),
folklorist, ethnographer, writer, and actor, by Pernot Hubert (1870-1946). They are preserved in
the digital collection Gallica of the National Library of France (BnF) which also includes the
collections of the Archive Institut de Phonétique — Musée de la Parole et du Geste in Paris.

It provides free and open access to several million digitized documents from all eras and
all types of media. The National Library of France has actively pursued a policy of cooperation
with the libraries in France.

This policy aims to promote the printed, written, and graphic heritage preserved in French

libraries. The BnF supports the digitization of heritage collections from French libraries, aiming at
a rational enrichment of online corpora in line with a policy of documentary completeness,
alongside digitized heritage resources from national collections. These digital corpora are freely
and free of charge disseminated on Gallica and on any other digital library interoperable with
Gallica.

Hubert Octave Pernot (1870-1946) was a French linguist trained in Paris. He taught at the

University of Paris, becoming a professor of Modern Greek language and literature. Hubert Pernot
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was the founder (1919) and first director of the Institut Néo-Hellénique at the Sorbonne. Taking
advantage of a partnership with Emile Pathé at the Archives of the Musée de la Parole et du Geste,
which provided engineers, equipment, and an unlimited number of records, Hubert travelled to
Romania to conduct field recordings of musical and literary folklore. Thus in 1928, at the
invitation of Professor Nicolae lorga and the Romanian government, a mission from the Musée de
la Parole et du Geste, led by Hubert Pernot and accompanied by two engineers from the Pathé
company — Mr. Arrazau, engineer, and Mr. Pujeol, electrical engineer — travelled to Romania.
During this mission, over 500 folk melodies and dialectal texts were collected from various
provinces.

Our aim is to conduct a comprehensive study of the musical folklore materials recorded
from Gh. Madan, specifically to:

— Document the history of these materials;

— Transcribe the melodies and edit a collection;

— Study them morphologically and compare them with the holdings of the Folklore
Archive of the Academy of Music, Theatre, and Fine Arts (which contains around 16,000 items,
the oldest recordings dating from 1964) and the repertoire of currently circulating musical
folklore;

— Introduce these folk musical works into the scientific and artistic circuit.

Keywords: musical folklore materials from Bessarabia, the interwar period, foreign
archives, Gallica, Gheorghe Madan.
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Octavian Lazar Cosma este cel mai important muzicolog roman, cu o carierd extinsd pe

3 E-mail: m.cosma@outlook.com
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aproape 7 decenii de activitate. Beneficiind de studii temeinice, incepute la Conservatorul din
Cluj-Napoca si desavarsite la Conservatorul din Sankt-Petersburg, O.L. Cosma s-a impus ca o
figura autoritard in peisajul muzicologiei nationale, opera sa fiind cunoscuta si apreciata inclusiv
peste hotare.

Cariera sa a debutat 1n slujba muzicii romanesti la Ministerul Culturii. A urmat intrarea sa
in corpul profesoral al Conservatorului bucurestean, institutie pe care a slujit-o peste 60 de ani.
Totodata, cariera sa in cadrul Uniunii Compozitorilor a fost fara egal, ocupand pe rand toate
functiile ierarhice si, in cele din urma, devenind singurul Presedinte al Uniunii provenit din randul
muzicologilor.

Creatia sa acopera genuri diverse, de la cronica muzicald la volume de istoriografie, de la
comunicari sustinute la conferinte stiintifice la monografiile principalelor institutii muzicale ale
tarii, studii de muzicologie, prezentari de lucrari, portrete de compozitori, prelegeri, emisiuni radio
si tv. etc., etc.

Interesul sau s-a canalizat cu precadere catre elaborarea de carti, stabilindu-si ca principala
directie de cercetare istoria muzicii romanesti.

Debutul sdu in lumea editoriald s-a produs la varsta de 29 de ani, cu o lucrare in doua
volume: Opera Romdneasca. Dupa cinci ani Octavian Lazdr Cosma primeste Premiul Academiei
Romaéane pentru cartea dedicatd capodoperei Oedipe: Oedip-ul enescian, o ampla analizd a
partiturii insotitd de trasee istorice si de impresii culese din cronicile de la premiera.

Hronicul muzicii romdnesti este cea mai vasta serie de volume elaboratd de un muzician
roman, pe parcursul a multe mii de pagini fiind prezentate istoria vietii muzicale de pe teritoriul
Romaniei de azi, creatiile muzicale, portrete ale personalitatilor si aprecieri stilistice, inclusiv
analize si exemplificari pe portativ, toate aceste pagini bazandu-se in mare proportie pe
descoperiri proprii, urmare a unei incredibile munci de documentare in intreaga tara, in cdutare de
documente si partituri.

Ulterior, s-a indreptat cétre cele mai prestigioase institutii de spectacole, de invatdmant si
de concerte din Romania. Devine, astfel, singurul cercetator care a scris cate un Hronic pentru
fiecare dintre aceste institutii: Opera Romana din Bucuresti, Uniunea Compozitorilor si
Muzicologilor din Roménia (1920-1995) — doua editii diferite, in 1995 si in 2020, urmate de
Centenarul Societdtii/Uniunii  Compozitorilor Romani (2021), Orchestrele Radiodifuziunii
Romane (elaborata in anii cand a fost Consilier al Presedintelui Societdtii Romane de
Radiodifuziune), Universitatea Nationald de Muzica din Bucuresti (4 vol.), Opera Roména din
Clyj (2 vol.).

Devenit primul muzicolog membru al Academiei Romane (mai intdi corespondent, apoi
titular), a elaborat intr-o noua formula, mai succinta, cartea Pagini din istoria muzicii romdnesti (2
vol.) si apoi o fascinanta carte de amintiri — Spinii din buchetul memoriilor, cu accent pe cele traite
in teritoriile muzicale, cu relatari despre marile personalititi pe care le-a cunoscut, concertele si
spectacolele memorabile la care a asistat, turneele efectuate, studentii pe care i-a avut, parcursul
sau profesional relatat cu obiectivitatea istoricului obisnuit sa prezinte fapte si dovezi.

Cea mai recenta care a sa este intitulatd Filarmonica din Bucuresti in reflectorul cronicii
muzicale si este dedicata parcursului istoric, administrativ, cultural si artistic al acestei institutii
fundamentale pentru cultura Romaniei. Trei volume ale cartii vizeazd perioada de la primul
concert simfonic al unei orchestre bucurestene (1866 si pana dupd Primul Razboi Mondial), iar al
patrulea volum trateaza epoca interbelica (volum deja existent, tiparit in urma cu doud decenii).
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Cuvinte-cheie: istoria muzicii, viata muzicald, operele din Romdania, Uniunea
Compozitorilor, Conservatorul din Bucuresti, Filarmonica din Bucuresti, George Enescu

Octavian Lazar Cosma is the most prominent Romanian musicologist, with a career
spanning nearly seven decades. Benefiting from a thorough education, which began at the Cluj-
Napoca Conservatory and was completed at the St. Petersburg Conservatory, O.L. Cosma has
established himself as an authoritative figure in the landscape of national musicology, his work
being known and appreciated even abroad.

His career began in the service of Romanian music at the Ministry of Culture. He then
joined the faculty of the Bucharest Conservatory, an institution he served for over 60 years. At the
same time, his career within the Composers’ Union was unparalleled; he held every position in the
hierarchy in turn and eventually became the only President of the Union to come from the ranks of
musicologists.

His body of work spans diverse genres, ranging from music reviews to historiographic
volumes, from papers presented at academic conferences to monographs on the country’s major
musical institutions, musicological studies, score presentations, composer profiles, lectures, radio
and TV programs, and so on.

His interest focused primarily on writing books, establishing the history of Romanian
music as his main area of research.

He made his debut in the publishing world at the age of 29 with a two-volume work:
Romanian Opera. Five years later, Octavian Lazar Cosma received the Romanian Academy
Award for his book dedicated to the masterpiece Oedipe: Oedip-ul enescian, a comprehensive
analysis of the score accompanied by historical overviews and impressions gathered from reviews
of the premiere.

The Chronicle of Romanian Music is the most comprehensive series of volumes ever
compiled by a Romanian musician; across thousands of pages, it presents the history of musical
life in present-day Romania, musical works, portraits of prominent figures, and stylistic analyses,
including musical analyses and examples on the staff, all of these pages relying largely on the
author’s own discoveries, the result of an incredible effort at documentation throughout the
country, in search of documents and scores.

He subsequently went on to write about Romania’s most prestigious performing arts,
educational, and concert institutions. He thus became the only researcher to have written a
History for each of these institutions: the Romanian Opera in Bucharest, the Society of Composers
and Musicologists of Romania (1920-1995) — two different editions, in 1995 and 2020, followed
by the Centennial of the Society/Union of Romanian Composers (2021), the Romanian Radio
Orchestras (written during the years he served as Advisor to the President of the Romanian Radio
Broadcasting Society), the National University of Music in Bucharest (4 vols.), and the Romanian
Opera in Cluj (2 vols.).

Having become the first musicologist to be elected to the Romanian Academy (first as a
corresponding member, then as a full member), he revised and condensed his book Pages from the
History of Romanian Music (2 vols.) and subsequently published a fascinating memoir, The
Thorns in the Bouquet of Memories, focusing on his experiences in the world of music, with
accounts of the great figures he knew, the memorable concerts and performances he attended, the
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tours he undertook, the students he taught, and his professional journey recounted with the
objectivity of a historian accustomed to presenting facts and evidence.

His most recent work is titled The Bucharest Philharmonic in the Spotlight of Musical
Criticism and is dedicated to the historical, administrative, cultural, and artistic journey of this
institution, which is fundamental to Romanian culture. The three new volumes cover the period
from the first symphonic concert by a Bucharest orchestra (1866) through to the end of World War
I, with a fourth volume addressing the interwar era (a volume that already existed, having been
published two decades ago).

Keywords: music history, musical life, Romanian operas, Composers’ Society, Bucharest
Conservatory, Bucharest Philharmonic, George Enescu
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Vasile Zagorschi este unul dintre reprezentantii de seama ai acelei generatii de muzicieni a
caror identitate intelectuald a fost plamadita in climatul cultural al Romaniei interbelice, asigurand
astfel un fundament solid si o punte de continuitate pentru dezvoltarea sa ulterioara. Printr-o
viziune reflexiva, structuratd si deschisd pluralismului estetic, el a consolidat evolutia scolii
componistice autohtone, fiind o figura de referintd in profesionalizarea si diversificarea culturii
muzicale nationale.

Nascut la 27 februarie 1926 in Caramahmed (regiunea Chilia), V. Zagorschi si-a inceput

4 E-mail: victoria.melnic@amtap.md
> E-mail: vladimir.andries@amtap.md

19



parcursul formativ la liceele din Chisinau si Rdmnicu-Valcea. Aceastd educatie timpurie, ancorata
in rigoarea si valorile intelectuale interbelice, i-a marcat profund profilul spiritual, resimtindu-se
ulterior ca o constantd discreta atat pe parcursul studiilor la Conservatorul de Stat din Chisinau, in
clasa profesorului Leonid Gurov, cat si pe parcursul intregii activitdti. Astfel, el a reusit sa
integreze mostenirea sa culturald primard intr-un context postbelic complex, In care traditia
romaneasca si noile realitati impuse de noul regim coexistau intr-un echilibru foarte fragi

Creatia sa se remarca prin diversitate si coerenta: lucrari simfonice, balete, cantate, muzica
de camera, corald, vocalda, de film. A fost autorul primului balet autohton si al unor lucrari
simfonice de mare anvergura, precum Simfonia nr. 2, Diafoniile, Simfonia-balet sau Sarbdatoarea
nocturnd a orasului liber. In muzica de camera, sonatele, cvartetele si suitele sale se disting prin
expresivitate si rigoare formala.

Stilul sau se defineste prin ceea ce el insusi numea ,,sinteza creativ controlata”: o imbinare
subtila intre folclorism (ex., Cine scutura roua), simfonismul european si tehnicile componistice
ale secolului XX — serialism, sonorism, aleatorism — integrate intr-un limbaj personal, echilibrat si
expresiv. Rapsodia pentru vioard, doud piane si percutie sau Suita pentru oboi si pian sunt
exemple elocvente ale rafinamentului sdu timbral si al gandirii sale arhitecturale. Situatd in sfera
neoromantismului, creatia lui Zagorschi se distinge printr-un lirism intens si o inclinatie catre
reflectia filosoficd. Muzica sa exprimd o rezistentd liricd in fata dogmatismului ideologic,
orientandu-se spre o expresivitate profund umanad, care transcende retorica oficiald si restituie
muzicii functia sa esentiald: aceea de a comunica ceea ce nu poate fi rostit.

Pe langd activitatea componisticd, V. Zagorschi a avut o cariera universitard prestigioasa,
formand generatii de muzicieni, printre care Boris Dubosarschi, Ion Macovei, Vitalie Verhola,
Gheorghe Mustea, Ghenadie Ciobanu, Marian Starcea si Igor lachimciuc. A fost un pedagog atent la
individualitatea fiecarui student, evitand uniformizarea stilistica si cultivand libertatea creativa.

In paralel, a fost un remarcabil manager cultural.

Activitatea multilaterald si prodigioasd a maestrului V. Zagorschi a 1dsat amprente adanci
in cultura nationala. Pe langa calitatile profesionale a fost apreciat si pentru exceptionalele calitati
umane — inteligenta, sensibilitatea, tactul, rafinamentul si modestia care l-au caracterizat: un
intelectual autentic, discret si binevoitor, indiferent de functiile Tnalte sau distinctiile primite. Desi
nu parea un spirit combativ, pozitia sa de presedinte al Uniunii Compozitorilor i-a oferit puterea
de a deveni un scut discret pentru colegii sii. Intr-o epoca marcata de presiuni ideologice si riscul
represaliilor, el a reusit sd le ofere protectie si sprijin, transformand diplomatia si bunavointa in
armele sale cele mai eficiente. A manifestat mereu solidaritate si disponibilitate de a sprijini pe
oricine se afla in dificultate, incercand sd atenueze poverile si sd pastreze intactd demnitatea
comunitatii muzicale.

Creatia camerala a lui V. Zagorschi, nu atat de numeroasa, insa de o valoare incontestabila,
este reprezentatd de lucrdri pentru diverse instrumente si componente. Un loc aparte in muzica
camerala a maestrului revine celor cinci sonate compuse la diferite etape ale vietii sale Incepand
cu perioada de studii si pana in ultimul de viati relevand evolutia stilului si a gandirii muzicale a
compozitorului.

Sonata nr. 1 pentru pian aparutd in anii de studentie (1951), surprinde auditorul prin
pagini de o lirica expresiva, care insa In anumite momente ale discursului atinge veritabile cote de
dramatism reflexiv — trasatura care s-a developat si s-a dezvoltat ulterior in mai multe creatii de
maturitate. Este o lucrare aparent destul de traditionald constituitd din trei miscéri contrastante, cu
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teme muzicale pregnante ce se disting prin continut, factura, caracter, dar reunite de acadesi
dramaturgica. In toate cele trei parti se reflectid imagini ce sunt in stransd legiturd cu genurile
folcloripegtutindegidsiadevarapeisapeuzicadbemeleagurblasrarabene
alterneaza cu muzica dansurilor populare.

Sonata-fantezie pentru pian si clarinet aparuta in anul 1975, este dedicatd pianistului
V. Levinzon, cu care maestrul V. Zagorschi era intr-o stransa legatura de prietenie. Aceasta creatie
este constituitd dintr-o singurd parte care debuteaza in partida pianului cu otema expusa staccato
la p intr-un caracter de scherzo misterios dar cu o tentd de nervozitate. Urmeaza o modificare de
factura, apar pasaje extinse prin diapazonul cuprins, ducand spre o prima culme care-si va stinge
tensiunea treptat, oferind intdietate clarinetului. Acesta apare in cont rast cu pianulcu o tema
rubato in spiritul unui vals. Pe parcursul intregii lucrari realizdm ca linia melodica a clarinetului si
partidpaanuluddesfadsopudalalparemefiindfluenfmnade cealalCadenta
clarinetului este una ad libitum si este caracterizatd de numeroase accelerari si ritenuto-uri, cresteri
si diminudr i dinamice subit e. Sonat a se finalizeaza cu cadent a clar inet uluisi doar la sfarsitul
lucrérii, in ultimele doud masuri, pe ultimul sunet din partida clarinetului apare pianul cu cinci
acorduri ascendente intr-un crescendo brusc care incheie lucrarea, lasand in aer o reverberatie
prelunga ce suspenda timpul si ofera ascultatorului o incheiere fulminanta, dar meditativa.

Compusa in anul 1987 si dedicata pianistului A. Paley, Sonata-fantezie pentru pian este
alcdtuita din doud parti contrastante: una meditativ-visdtoare, cu o dezvoltare dramatica
punctiforma, si un final turbulent, dinamic. Prima parte (Lento. Dolcissimo. Poco rubato) respecta
forma sonatei: tema principala blanda este urmata de o tema secundara agitata (Poco piu mosso.
Inquieto) si de o tema concluziva, tandra, sustinutd de figuratii in triolete si linii ample de bas;
indicatia Piu mosso. Agitantosi declanseaza tratamentul pe baza temei secundare, iar sectiunea
mediana (Vivace. Deciso) reprezinta punctul culminant, folosind registre extreme; repriza (Come
prima. Inquieto) apare mai intensa decat expunerea. Partea a doua, interpretata attacca, pastreaza
trasaturile formei de sonatd, dar fara dezvoltare: caracterul liber (fara metrica fixa) este introdus de
o deschidere imperativd care conduce la o tema principald cu inflexiuni populare moldovenesti;
tema secundara (Risoluto e con passione) se d ezvoltd contrapunctic, fiind urmata de o repriza
tensionata si o coda-toccata (Poco pitt mosso) ce incheie cu acorduri triumfatoare.

Cele doua sonate-fantezii marcheaza etapa de deplind maturitate artistica a compozitorului
siexempliftedding@neradatimpulseprehibridizagemurilmmzicagde spre
diversificarea abordarilor asupra genurilor traditionale cand apar numeroase lucrdri care imbind
principiile constructive ale diferitor genuri, ca de exemplu, Sonata-rapsodie pentru vioara si pian
de Vitalie Verhola, Sonata-dialog pentru fagot si pian de Vladimir Rotaru s.a.

Sonata pentru vioard solo (1993) fiind una din lucrarile co mpuse in perioada t arzie a
creatibii V. Zagorschi, s e Inscrieprintr ace le o per emuz ic a lele o pro fu ndaexpresivitate
artisticd si complexitate interpretativa, care solicita din partea interpretului o intelegere analitica si
o percepere subtild a continutului muzical. Discursul sonor este impregnat de o evidentad
dimensiune filozoficad si meditativa, orientdnd incd din primele masuri atentia spre o zona de
introspectie si reflectie asupra sensurilor interioare ale expresiei muzicale. Specificul acestei
Sonate este determinat, in mare masurd, de libertatea interpretativa acordata violonistului.
Alegerea genului — sonata pentru vioard solo — presupune deja o concentrare maxima a
materialului muzical si o responsabilitate sporiti a interpretului in construirea naratiunii sonore. in
acelasi timp, indicatiile expresive din partiturd, precum a piacere, ad libitum sau, in anumite
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sectiuni, senza metrum, accentueaza caract erul liber si improvizatoric al desfasurar ii muzicale,

o fer indint erpret uluiposibilit at eaune i mo de lar flexibile a fluxului t emporal si expresiv. Desi
aparent monopartitd, Sonata este structuratd in trei compartimente distincte, fiecare caracterizat
printr-o identitate expresiva proprie: | — Moderato assai; 11 — Allegro moderato. Scherzando; 111 —
Andantino. Ardente e doloroso. Urmarind desfasurarea acestei creatii, realizam ca asistam la o
panorammpresionamrtiimaginistariealizpteintrvarietadedetaltiehnicse
procedee interpretative, dar spre final ne convingem ca acestea erau, de fapt, elementele unei
ample si complexe naratiuni care ne poarta prin strafundurile sufletului uman.

Scrisd in anul 2003, Sonata pentru vioara si pian este o lucrare de o mare fortd dramatica,
putand fi interpretata drept un veritabil testament componistic al lui Vasile Zagorschi. Structurata
tripartit, lucrarea debuteaza cu un Adagio impetuos, definit de alternanta intre metrul riguros si cel
liber (senza metrum). Prima parte opune doud blocuri tematice contrastante: o idee principala,
impulsionatd de salturi ascendente, si o temd secundard, meditativd si introspectiva, care
contrabalanseazd avantul primeia. Miscarea mediand, Moderato assai, se distinge printr-o
motorica rezervata, sugerand atmosfera specifica unei ,,hore rare”, desfasurata liber, intr-o factura
transparenta si o ritmica nemasuratd. Ciclul se incheie cu un final energic, ce readuce in prim-plan
sfera dansului — de aceasta data o ,,0leandra” exuberanta si sarcastica. Acesta culmineaza printr-un
contrast dramat ic intre partidele celor doud instrumente: una energicd si act ivd la pian, si una
lirica, cu tentd neoromanticdla vioara. Structura finalului se remarca prin absenta reprizdiind
organizatd in doua sectiuni: prima, bazata pe dialogul planurilor sonore dintre vioara si pian, si a
doua (Piu mosso, Energico), cu caracter de sinteza, in care temele primei miscari a ciclului se
impletesc cu elementele primei sectiuni finalului. Marcat de o tensiune expresionistd, discursul
culmineaza intr-o apoteoza sonord definitd prin arpegii disonante la pian si nota si (h) din registrul
acut al viorii, sustinuta pe fermata. In aceasta ultima sonati, prin introducerea cadentei la sfarsitul
prime ipar tigiin se ctiu neaned ia nda partiia d oua elemente ce imprima lucrar ii trasaturi
concertante — observam o incununare a caut ar ilorauto rulu iin do me niu $int et izar idiverselor
genuri muzicale. Aceasta tendintd, materializata de-a lungul intregii vieti In lucrdri emblematice
precum Rapsodia, Simfonia-Balet sau Diafoniile, 1s1 gaseste in acest opus o ultimd si sublima
expresie.

In concluzie, putem afirma cu certitudine cd aceste creatii dezviluie un spectru vast de
imaginrtisticemarcatpidieominutiozithaealiulduv,ersitatelaitii¢otetisie
rafinamentul expresiv. Cele cinci sonate ni se Infatiseaza ca un adevarat macrociclu care ilustreaza
evo lutia gandirii art ist icea co mpozitorului si reprezintd niste “capitole” ale unei singure mari
naratiuni biografice si stilistice.

Cuvinte-cheie: muzica de camerd, macrociclu, sonatd, sonatda-fantezie, sonata pentru
vioara solo, sonata pentru vioara si pian, V. Zagorschi

Vasile Zagorschi is one of the leading representatives of that generation of musicians
whose intellectual identity was forged in the cultural climate of interwar Romania, thus providing
a solid foundation and a bridge of continuity for his subsequent development. With a reflective,
structured vision open to aesthetic pluralism, he consolidated the evolution of the native
compositional school, becoming a reference figure in the professionalization and diversification of
the national musical culture.
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Born on 27 February 1926 in Caramahmed (Chilia region), V. Zagorschi began his
formative path at high schools in Chisindu and Ramnicu-Valcea. This early education, anchored in
the rigor and intellectual values of the interwar period, deeply marked his spiritual profile,
remaining thereafter a discreet constant both during his studies at the State Conservatory in
Chis indu in t he c lass o f Professor Leonid Gurov and throughout his entire activity. Thus he
succeeded in integrating his primary cultural heritage into a complex postwar context in which
Romanian tradition and the new realities imposed by the new regime coexisted in a very fragile
balance.

His output is notable for its diversity and coherence: symphonic works, ballets, cantatas,
chamber music, choral and vocal works, and film music. He was the author of the first
native ballet and of large-scale symphonic works such as Symphony No.2, Diafonies,
the Symphony-Ballet, and The Nocturnal Celebration of the Free City. In chamber music, his
sonatas, quartets and suites stand out for their expressivity and formal rigor.

His style is defined by what he himself called a “controlled creative synthesis”: a
subtle blend of folklorism (e.g., Who shakes off the dew?), European symphonism and
twentieth-century compositional techniques — serialism, sonorism, aleatoricism — integrated into
a personal, balanced and expressive language. The Rhapsody for violin, two pianos and
percussion or the Suite for oboe and piano are eloquent examples of his timbre refinement and
architectural thinking. Situated within the sphere of neo-romanticism, Zagorschi’s oeuvre is
distinguished by intense lyricism and an inclination toward philosophical reflection. His music
expresses a lyrical resistance to ideological dogmatism, aiming for a deeply human expressivity
that transcends official rhetoric and restores music’s essential function: to communicate what
cannot be spoken.

Alongside his compositional activity, V. Zagorschi had a distinguished academic
career, training generations of musicians, among them Boris Dubosarschi, Ion Macovei, Vitalie
Verhola, Gheorghe Mustea, Ghenadie Ciobanu, Marian Starcea and Igor Iachimciuc. He was a
pedagogue attentive to each student’s individuality, avoiding stylistic uniformity and
cultivating creative freedom.

In parallel, he was an outstanding cultural manager. V. Zagorschi’s multifaceted
and prodigious activity left deep marks on national culture. Beyond his professional qualities, he
was also appreciated for exceptional human traits — intelligence, sensitivity, tact, refinement
and modesty — which characterized him: an authentic, discreet and benevolent intellectual,
regardless of high offices or distinctions received. Although he did not appear to be a
combative spirit, his position as president of the Composers’ Union gave him the power to
become a discreet shield for his colleagues. In an era marked by ideological pressures and the
risk of reprisals, he managed to offer protection and support, turning diplomacy and goodwill
into his most effective tools. He always showed solidarity and willingness to help anyone in
difficulty, trying to ease burdens and preserve the dignity of the musical community.

Zagorschi’s chamber output, though not very large in quantity, is of incontestable
value and is represented by works for various instruments and ensembles. A special place in the
master’s chamber music is occupied by the five sonatas composed at different stages of his life,
from his student years to his last years, revealing the evolution of the composer’s style
and musical thinking.

Sonata No. 1 for piano, written during his student years (1951), surprises the listener with

pages of expressive lyricism which, at certain moments in the discourse, reach genuine heights of
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reflective drama — a trait that developed further in his mature works. It is an apparently rather
traditional piece, consisting of three contrasting movements with memorable musical themes that
differ in content, texture and character, yet are united by the same dramaturgical idea. In all the
three parts one finds images closely linked to folk genres; throughout we encounter true musical
landscapes of the Bessarabian region alternating with the music of popular dances.

Sonata-fantasy for piano and clarinet, composed in 1975, is dedicated to the pianist
V. Levinzon, with whom V. Zagorschi had a close friendship. This creation consists of a
single movement that opens with the piano presenting a staccato theme at p in the
character of a mysterious scherzo with a hint of nervousness. A change of texture follows:
extended passages across the instrument’s range lead to a first climax that gradually dissipates,
giving precedence to the clarinet. The clarinet appears in contrast to the piano with a rubato
theme in the spirit of a waltz. Throughout the piece we realize that the clarinet’s melodic line and
the piano part unfold in parallel, apparently uninfluenced by one another. The clarinet
cadenza is ad libitum and is characterized by numerous accelerandi and ritenutos, sudden
dynamic surges and diminuendos. The sonata concludes with the clarinet cadenza, and only at
the very end of the piece, in the lasttwo bars, on the clarinet’s final tone the piano enters
with five ascending chords in a sudden crescendo that closes the work, leaving a lingering
reverberation that suspends time and offers the listener a striking yet contemplative ending.

Sonata-fantasy for piano, composed in 1987 and dedicated to the pianist A. Paley, is
made up of two contrasting parts: one meditative and dreamy, with punctiform
dramatic development, and a turbulent, dynamic finale. The first part, (Lento. Dolcissimo.
Poco rubato) follows the sonata form: the gentle principal theme is followed by an agitated
secondary theme (Poco piu mosso. Inquieto) and a concluding tender theme supported by
triplet figurations and broad bass lines; the indication Piu mosso. Agitandosi triggers treatment
based on the secondary theme, while the middle section (Vivace. Deciso) represents the climax,
using extreme registers; the recapitulation (Come prima. Inquieto) appears more intense than
the exposition. The second part, performed attacca, retains sonata-form traits but without
development: a free character (without fixed meter) is introduced by an imperative opening
that leads to a principal theme with Moldovan popular inflections; the secondary theme
(Risoluto e con passione) develops contrapuntally, followed by a tense recapitulation and
a toccata coda (Poco piu mosso) that concludes with triumphant chords.

These two sonatas-fantasy markthecomposestageffulhrtistmcaturidnd
exemplify the general tendency of the time toward the hybridization of musical genres and the
diversification of approaches to traditional forms, when numerous works appeared that
combine constructive principles of different genres —for example, the Sonata-Rhapsody for violin
and piano by Vitalie Verhola, the Sonata-Dialogue for bassoon and piano by Vladimir Rotaru, etc.

Sonata for solo violin (1993), being one of the works composed in the late period of
V. Zagorschi’s output, belongs to those musical works of profound artistic expressivity
and interpretive complexity that demand from the performer analytical understanding and a
subtle perception of the musical content. The sonic discourse is imbued with an evident
philosophical and meditative dimension, directing attention from the very first measures
toward an area of introspection and reflection on the inner meanings of musical expression.
The specificity of this Sonata is largely determined by the interpretive freedom granted to the
violinist. Choosing the genre — sonata for solo violin — already implies a maximal concentration

of musical material and an increased responsibility for the performer in constructing the sonic
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narrative. At the same time, expressive indications in the score, such as a piacere, ad libitum
or, in certain sections, senza metrum, emphasize the free and improvisatory character of the
musical unfolding, offering the performer the possibility of flexible shaping of the temporal
and expressive flow. Although apparently single-movement, the Sonata is structured in
three distinct compartments, each characterized by its own expressive identity: 1 —
Moderato assai; 11 — Allegro moderato. Scherzando; 111 — Andantino. Ardente e doloroso.
Following the course of this creation, one realizes that we are witnessing an impressive
panorama of images and states realized through a variety of technical details and interpretive
procedures, but toward the end we are convinced that these were, in fact, elements of a vast and
complex narrative that carries us through the depths of the human soul.

Sonata for violin and piano, written in 2003, is a work of great dramatic force and can be
interpreted as a veritable compositional testament of Vasile Zagorschi. Structured in three
parts, the work opens with an impetuous Adagio defined by the alternation between strict meter
and free meter (senza metrum). The first movement opposes two contrasting thematic blocks: a
principal idea driven by ascending leaps and a secondary theme that is meditative and
introspective, counterbalancing the former’s impetus. The middle movement, Moderato assai,
is distinguished by a reserved motoric, suggesting the atmosphere of a “rare hora”
performed freely, in atransparent texture and unmeasured rhythm. The cycle concludes with
an energetic finale that brings the dance sphere back to the fore — this time an exuberant
and sarcastic “oleandra.” It culminates in a dramatic contrast between the two instruments’
parts: an energetic, active piano and a lyrical, neo-romantic violin. The final’s structure is
notable for the absence of arecapitulation, being organized in two sections: the first based
on the dialogue of sonic planes between violin and piano, and the second (Piu mosso,
Energico), with a synthetic character in which themes from the first movement of the cycle
intertwine with elements from the first section of the finale. Marked by an expressionist tension,
the discourse culminates in a sonic apotheosis defined by dissonant arpeggios at the piano and
the B (si/h) note in the violin’s upper register, sustained on a fermata. In this last sonata, by
introducing cadenzas at the end of the first part and in the middle section of the second part —
elements that impart concertante traits to the work — we observe a crowning of the author’s
efforts to synthesize diverse musical genres. This tendency, materialized throughout his life in
emblematic works such as the Rhapsody, the Symphony-Ballet or the Diafonies, finds in this opus
a final and sublime expression.

In conclusion, we can state with certainty that these creations reveal a vast spectrum of
artistic images, remarkable for the meticulousness of detail, the diversity of aesthetic solutions and
expressive refinement. The five sonatas appear to us as a true macrocycle that illustrates the
evolution of the composer’s artistic thought and represents distinct ‘chapters’ of a single major
biographical and stylistic narrative.

Keywords: chamber music, macrocycle, sonata, sonata-fantasy, solo violin sonata, violin
and piano sonata, V. Zagorschi
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Evolutia muzicii rock din Moldova, care cuprinde perioada intre anii 1960 si 2020 —
complexa, multidirectionala si eterogend — evidentiaza citeva tendinte semnificative. Pornind de la
ideea existentei a douad coduri semantice ale culturii rock, respectiv, spatial-temporal si verbal-
nonverbal,identificdm cateva directii importante privind evolutia acestui fenomen. Este important
de mentionat ca codul spatial-temporal se refera la aspectele ontologice ale culturii rock, in timp
ce cele verbale-nonverbale acopera specificul gnoseologic al acesteia.

Sub aspect spatial-temporal istoricul rock-ului national scoate in evidentd diferite tendinte.
Astfel, in perioada sovieticd, infrastructura muzicii rock era una eterogend, unind in mod
paradoxal unele forme de activitate a muzicienilor amatori cu procesul de profesionalizare realizat
prin angajarea muzicienilor si trupelor rock (asa numitele VIA, ansambluri vocal-instrumentale) in
cadrul entitatilor concertistice de stat, care organiza concertele si turneele artistilor, inregistrarile si
filmarile, participari la programe de TV etc. Asadar, existau niste canale de stat de difuzare si
promovare a muzicii rock in postura asa-numitelor VIA, evitand cuvintele interzise ,,rock” sau
,rock-n-roll”. Totodatd, muzicienii sufereau din cauza presiunii ideologice, cenzurii, deseori
nemotivate, cum a fost in cazul trupelor Noroc sau Modest. Concomitent, exista un canal paralel
de distribuire a productiei rock, care includea editii asa numitului “samizdat”, organizarea
concertelor neoficiale sau festivalurilor ambulante etc. In anii 1960-1970, rock-ul a fost tratat, mai
degraba, ca un stil de viata, un fel de gandire, un tip de petrecere a timpului liber, transformandu-
se treptat 1n activitatea profesionald. Concomitent, s-au format unele elemente de profesionalism
de traditie orald in ceea ce priveste cantul la instrumente muzicale, aplicarea instrumentelor si
aparatajului performant de procesare a sunetului. In perioada post-sovietica, impreuni cu trecerea
de la sistemul economic socialist la cel capitalist, la economia de piatd, se formeazd o
infrastructurd aparte de functionare a muzicii rock, cu implicarea cluburilor, festivalurilor, label-
urilor de inregistrari, agentiilor de management artistic, etc., care produce si promoveaza creatia
rocker-ilor autohtoni. Acest proces, la fel a avut si are in continuare mai multe probleme legate de
piata de desfacere micd, lipsa auditoriului larg, fapt demonstrat prin dificultdtile in realizare in
2008 a CD-ului Rock in Moldova de catre faimosul chitarist Ruslan Taranu.

Tendintele negative mentionate mai sus contribuie la exodul continuu a muzicienilor, un
exemplu recent servind formatia Alternosfera. in mai multe cazuri, rock-ul riméne un hobby, un
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stil de viata alternativ si nu o ocupatie de baza a artistilor, ceea ce duce la caracterul sporadic al
creatiei si disparitia mai multor colective.

La capitolul codului verbal-nonverbal, imaginea rock-ului national la fel pare eterogena si
neuniforma. Astfel, aspectele estetice, ideatice, conceptuale in opera rocker-ilor autohtoni a
evolutionat considerabil. La etapa incipienta a aparitiei rock-ului in Republica Sovietica Socialista
Moldoveneasca, spiritul rebel al mesajelor muzicienilor lipsea cu desavarsire — atit in textele
pieselor cat si in conceptele muzicale ale acestora. Dimpotriva, clasicii rock-ului moldovenesc,
trupa Noroc condusd de Mihai Dolgan sunt priviti ca mostenitorii viziunii asupra lumii tipice
formatiei The Beatles, prin cautarea si proclamarea valorilor umane (dragoste atotcuprinzatoare,
refuz de la violentd etc.) care sunt tipice laturii “apolinice” a rock-ului ca parte componentd a
sistemului binar: dionisiac-apolinic. Natura dionisiacd, la rindul sau, se realizeaza pe deplin in O
noapte pe muntele plesuv de M.P. Musorgski in viziunea sonord a formatiei Modest.

La etapa actuald, in rock-ul autohton, pe prim-plan se afla conceptul post-modernist care
anuleazd conflictul opozitiillor binare, introducand ambiguitatea, decentrarea discursului,
decanonizarea, ironie, hibridizarea diferitor genuri, carnavalul, logica ludica etc. Toate aceste
calitati se manifesta pe deplin in cele mai inovatoare si talentate produse literare, sonore si vizuale
ale rock-ului contemporan din Republica Moldova. Nu poate fi ldsat neobservat si nici aspectul
etic al culturii rock-ului din Moldova, viziunea asupra lumii a adeptilor ei. Continuand lupta
tinerilor protestatari din anii 1960—1970 Tmpotriva societatii de consum, saracirii vietii spirituale a
omului sub presiunea pragmatismului sau dogmelor ideologice, noile generatii de rocker-i
autohtoni subliniaza importanfa valorilor umane, precum libertatea, altruismul, integritatea si
dragostea, drept exemplu servind compozitiile formatiilor O’ CHAD, Snails, Alternosfera, Zdob si
Zdub s.a. In opinia noastrd, creatia rocker-ilor autohtoni se bazeazi pe un multiculturalism
conceptual, legitimand toleranta fata de alte culturi, popoare si civilizatii, tipice rock-ului universal
la etapa actuald, prin aceasta contribuind considerabil la coeziunea societatii Republicii Moldova
din ultimul deceniu al secolului XX — primele decenii ale secolului XXI. Drept exemplu pot servi
asimilarea elementelor muzicii orientale in cantecele trupei O’CHAD sau stihia vorbita
multilingva in textele cantecelor trupei Zdob si Zdub.

Ca si In muzica rock univiersald, In miscarea rock-ului autohton se observa o evolutie
stilistica vaditd — de la exemple simple ale rock-ului timpuriu sau stilului VIA, la art rock si jazz
rock fusion, care au devenit cele mai remarcabile, mai vizibile si mai atractive directii pentru
rocker-ii moldoveni in perioada anilor 1970-1980, iar incepand cu 1990 un lider incontestabil sub
aspect stilistic devine folk-rock-ul promovat de formatia Zdob si Zdub.

Curentul folk-rock pune accentul pe elementele folclorului autohton, reproducand in felul
sau tiparele constiintei nationale, elementele stilistice si de gen de origine folcloricd. Deoarece
aceastd trupd a devenit un trend-setter al muzicii rock moldovenesti contemporane, o astfel de
abordare poate fi Intilnita Tn cele mai diverse fenomene ale muzicii rock nationale la etapa actuala,
drept exemplu servind compozitiile create de trupele rock Snails, Via Dacd s.a.). In acelasi timp,
au avut loc si procese stilistice de natura sinteticd, si anume, asimilarea idiomurilor muzicii pop
universale: aici pe primul loc stau influentele stilul disco, jazz rock fusion si muzicii electronice
din acea perioada (formatia Plai).

Meritd de subliniat ca doar in a doua jumatate a anilor 1980 putem depista aparitia
primelor trupe de rock propriu-zise, si anume formatiile Modest si O ’CHAD. In plus, creatia lor a
introdus 1n rock-ul moldovenesc curentul de art rock, care, in general, n-a fost vizibil in opera
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rocker-ilor din perioada precedentd. Calitatea si varietatea conceptelor verbale, sonore si vizuale,
manifestate in cele mai reprezentative exemple ale rock-ului national din perioada post-sovietica
serveste drept dovada a maturizarii fenomenului vizat, a asimilarii creative a celor mai importante
idei si curente, care apartin rock-ului universal.

Drept termeni de lucru putem introduce trei definitii ce tin de evolutia rock-ului
moldovenesc, care fundamenteaza trei varietdti conceptuale: rock-ul liric, rock-ul intelectual si
rock-ul neoarhaic. Rock-ul liric (etapa VIA, trupa Noroc) se construieste pe fuziunea idiomaticii
rock-ului cu stilistica asa-numitelor VIA, deci, cu muzica pop, cu o predominantd evidentd a
stilisticii VIA.

A doua varietate, rock-ul intelectual, este un fenomen din anii 1990 — mai dezvoltat, matur,
care, ramanand in afara cautarilor principale ale rocker-ilor autohtoni contemporani, a lasat in
urma realizdri artistice incontestabile — atat din punct de vedere conceptual al textului literar, cat si
din punct de vedere al conceptelor sonore (formatiile O" CHAD si Modest).

Si, a treia varietate — rock-ul neoarhaic, sau folk-rock (in sensul postmodernist al
cuvantului) ce are foarte putine similitudini cu folk-rock-ul american din anii 1960. Rock-ul
neoarhaic a fost inventat si promovat de formatia Zdob si Zdub, modeland stucturile, timbrele,
ritmurile arhaice, integrand genurile folclorice in contextul tipic muzicii rock.

Asadar, fiind nascutd ca subcultura tinerilor, si evaluatd preponderent ca un fenomen
negativ, marginal, din punct de vedere istoric si cultural, astdzi, cultura rock-ului din Republica
Moldova a céstigat locul unuia dintre cei mai pregnanti factori determinanti ai culturii muzicale de
orientare non-academica din Republica Moldova. Concomitent, integrandu-se in tendintele globale
ale miscarii rock-ului, acest curent nu doar a devenit unul viabil in Republica Moldova, ci si a
oferit o versiune autenticd a muzicii rock in contextul muzicii universale non-academice.

Cuvinte-cheie: muzica rock din Moldova, rock-ul liric, rock-ul intelectual, rock-ul
neoarhaic, codul semantic, codul spatial-temporal, codul verbal-nonverbal

The evolution of rock music in Moldova which covers the period between the 1960s and
2020s — complex, multidirectional, and heterogeneous — reveals some significant trends. Starting
from the idea of two semantic codes of rock culture — spatial-temporal and verbal-nonverbal
respectively, we draw some important directions regarding the evolution of this phenomenon. It’s
important to mention that the spatial-temporal code refers to ontological aspects of rock culture
while the verbal-non-verbal ones cover gnoseological specifics.

From a spatial-temporal prospective, the history of national rock highlights various trends.
Thus, during the Soviet period, the infrastructure of rock music was heterogeneous, paradoxically
combining certain forms of amateur musicians’ activities with the process of professionalization
achieved through the employment of rock musicians and bands (VIA) within state concert
organizations, which organized the artists’ concerts and tours, recordings and film shoots,
appearances on TV programs, etc. Thus, there were state-run channels for broadcasting and
promoting rock music under the guise of the so-called VIA, avoiding the forbidden terms ,,rock”
or ,,rock-n-roll”.

At the same time, musicians suffered from ideological pressure and censorship, often
without justification, as was the case with bands like the rock bands Noroc and Modest.
Concurrently, there was a parallel distribution channel for rock music, which included so called
’samizdat” publications, the organization of unofficial concerts and ambulant festivals, and so on.
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In the 1960s and 1970s, rock was treated more as an alternative lifestyle of the young generation,
type of thinking, a way of spending free time, gradually evolving into a professional activity. At

the same time, certain elements of professionalism emerged from an oral tradition regarding
playing musical instruments and the use of high-performance instruments and sound processing
equipment.

In the post-Soviet period, alongside the transition from the socialist economic system to a
capitalist one — to a market economy — a distinct infrastructure for the operation of rock music
emerged, involving clubs, festivals, record labels, arts management agencies, etc., promoting
musical activities of local rock musicians. This process, however, has faced and continues to face
several challenges related to the small market and the lack of a broad audience, as evidenced by
the difficulties in producing in 2008 the CD named “Rock in Moldova” by the famous Moldovan
guitarist Ruslan Taranu.

The negative trends mentioned above contribute to the ongoing exodus of musicians; as a
recent example serving the band Alternosfera. In many cases, rock remains a hobby, an alternative
lifestyle, rather than the artists’ primary occupation, which leads to sporadic creative output and
the dissolution of several bands.

In terms of verbal and nonverbal expression, the image of national rock also appears
heterogeneous and inconsistent. Thus, the aesthetic, ideological, and conceptual aspects of local
rockers” work have evolved considerably. In the early stages of rock’s emergence in the
Moldavian Soviet Socialist Republic, the rebellious spirit of the musicians’ messages was
completely absent — both in the lyrics of their songs and in their musical concepts. On the contrary,
the classics of Moldavian rock, the band Noroc led by Mihai Dolgan, are regarded as the heirs to
the worldview of iconic British rock band The Beatles, through their search for and proclamation
of human values (all-encompassing love, rejection of violence, etc.) that are characteristic of the
Apollonian side of rock as part of the Dionysian-Apollonian binary system. The Dionysian nature,
in turn, is fully realized in 4 Night on Mount Plesov by M.P. Mussorgsky in the sound vision of
the rock-band Modest.

At this stage, in the local rock scene, the postmodernist concept takes center place, one that
resolves the conflict of binary oppositions by introducing ambiguity, the decentering of discourse,
decanonicization, irony, as well as the hybridization of various genre features, the carnival, playful
logic etc. All these qualities are fully manifested in the most innovative and talented literary,
musical, and visual works of contemporary rock created in the Republic of Moldova.

Nor can the ethical aspect of Moldovan rock culture — the worldview of its adherents — be
overlooked. Continuing the struggle of the young protesters of the 1960s and 1970s against
consumer society and the impoverishment of human spiritual life under the pressure of
pragmatism or ideological dogmas, the new generations of local rockers emphasize the importance
of human values such as freedom, altruism, integrity, and love, exemplified by the compositions of
bands like O’CHAD, Snails, Alternosfera, Zdob&Zdub, and others.

In our view, the work of local rockers is based on a conceptual multiculturalism,
legitimizing tolerance toward other cultures, peoples, and civilizations — a hallmark of universal
rock at this stage — thereby contributing significantly to the cohesion of Moldovan society in the
early decades of the 21 century. Examples include the incorporation of elements of music
orientalism into the songs of the band O’CHAD (the famous composition "Zoulekha™) or the
multilingual spoken lexis in the lyrics of Zdob&Zdub’s songs. ~ As in the global rock music
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scene, the local rock movement has undergone a marked stylistic evolution — from simple
examples of early rock or the VIA style, to art rock and jazz-rock fusion, which became the most
notable, visible, and appealing directions for Moldovan rockers during the 1970s and 1980s, and
starting in 1990, folk rock, promoted by the band Zdob&Zdub, became the undisputed stylistic
leader.

The folk rock movement emphasizes elements of national folklore, reflecting in its own
way the patterns of national consciousness, as well as the stylistic and genre folk elements. Since
this band has become a trendsetter in contemporary Moldovan rock music, such an approach can
be found in the most diverse phenomena of current national rock music (compositions written by
the groups Snails, Via Daca, etc.). At the same time, stylistic processes of a synthetic nature also
took place, namely, the assimilation of universal pop music idioms: here, the influences of disco,
jazz-rock fusion, and the electronic music of that period (rock group Plai) take center stage.

It is worth noting that it was not until the second half of the 1980s that the first true rock
bands emerged, namely Modest and O’CHAD. Furthermore, their work introduced the art rock
movement into Moldovan rock scene, a trend that was generally absent from the work of rock
musicians in the preceding period. The quality and variety of verbal, sound, and visual concepts
manifested in the most representative examples of national rock from the post-Soviet period serve
as evidence of the maturation of the phenomenon in question and the creative assimilation of the
most important ideas and trends belonging to universal rock. As working terms, we can introduce
three definitions related to the evolution of Moldovan rock, which underpin three conceptual
varieties: lyrical rock, intellectual rock, and neo-archaic rock. Lyrical rock (the VIA era, the band
Noroc) is built on the fusion of rock idioms with the stylistics of the so-called VIA, that is, with
pop music, with a clear predominance of VIA stylistics.

The second variety, intellectual rock, is a phenomenon from the 1990s — more developed,
mature — which, while remaining outside the main pursuits of contemporary local rockers, has
left behind undeniable artistic achievements — both from the conceptual standpoint of literary text
and from the standpoint of sound concepts (the bands O’ CHAD and Modest).

And the third variety - is neo-archaic rock, or folk rock (in the postmodern sense of the
term) — which bears very little resemblance to the American folk rock of the 1960s. Neo-archaic
rock was invented and promoted by the band Zdob& Zdub, shaping archaic structures, timbres, and
rhythms, and integrating folk genres into the typical context of rock music.
Thus, having emerged as a youth subculture and initially viewed primarily as a negative, marginal
phenomenon from a historical and cultural prospective, today, rock culture in the Republic of
Moldova has become one of the most significant driving forces. At the same time, by aligning
itself with global trends in the rock movement, this genre not only established itself in the
Republic of Moldova but also offered an authentic take on rock music within the broader context
of universal non-academic music.

Keywords: Moldovan rock music, lyrical rock, intellectual rock, neo-archaic rock,
semantic code, spatial-temporal code, verbal-nonverbal code
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Una dintre problemele actuale cu care se confruntd muzicienii din Republica Moldova
ramane accesibilitatea partiturilor muzicale digitalizate, semnate de compozitori autohtoni. In timp
ce operele muzicale care fac parte din repertoriul universal suscitd un interes general fiind
digitalizate 1n mod activ prin eforturi internationale, creatia compozitorilor moldoveni din secolul
XX ramane in umbra acestui proces general. Exista mai multe motive pentru aceasta situatie, dar
principalul dintre ele este lipsa informatiilor complete despre partiturile in cauza, inclusiv despre
locul de depozitare a acestora.

Multe biblioteci din tara se ocupa de digitalizarea fondurilor proprii. Cu toate acestea,
cataloagele bibliotecilor acoperd, de reguld, partiturile publicate si, prin urmare, nu reflecta in
intregime patrimoniul muzical si procesul compozitional contemporan. O mare parte a muzicii
ramane in continuare sub forma de manuscrise, care nu numai ca confirma insasi faptul atributiei
lucrarii, dar contin si remarci valoroase ale autorului. Nu sunt de neglijat nici indicatiile (notele)
interpretilor, care sunt de obicei scrise de mana in textul muzical, necesitand corectarea partiturilor
deja publicate, ceea ce este deosebit de relevant pentru editiile de autor care nu au trecut printr-o
redactie profesionald de interpretare. Cautarea pieselor muzicale necesare este ingreunata si de
faptul ca, in cazul in care acestea sunt publicate in cadrul diverselor antologii si colectii, continutul
acestora nu este mentionat deloc sau este mentionat doar partial in cataloagele bibliotecilor. Prin
urmare, crearea unor cataloage electronice moderne de partituri, care sd raspunda cerintelor
profesionistilor, devine una dintre sarcinile prioritare ale procesului de digitalizare.

Cercetatorii Centrului de cercetare a culturii muzicale nationale (creatie componistica si
folclor) de la Academia de Muzica, Teatru si Arte Plastice se ocupd de mai bine de un deceniu de
problema conservarii patrimoniului muzical al compozitorilor moldoveni, inclusiv in mediul
digital. Pentru prima data, in cadrul proiectului Capela Corala Academica Doina la un centenar
de activitate (cercetare si digitalizare a materialelor istorice §i a creatiilor corale ale
compozitorilor din RM, incluse in repertoriul Capelei), care a fost aprobat de ANCD sub cifrul
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25.80012.0807.36SE, muzica corald nationald a devenit obiectul cercetdrii si digitalizarii. in
perioada sovieticd acestui domeniu al creatiei si interpretarii muzicale i s-a acordat o mare
importantd ca artd de masa, corespunzitoare cerintelor vremii, $i, prin urmare, a atras o atentie
deosebita din partea compozitorilor din Republica Moldova. Volumul mare de materiale corale
(care, de altfel, nua fost incd supus unei evaludri cantitative) a impus concentrarea asupra unui
segment relativ limitat, dar in acelasi timp reprezentativ al muzicii, rolul acestuia fiind indeplinit

de repertoriul Capelei Corale Doina.

Scopul articolului constd in definirea conceptului de repertoriu si delimitarea cadrului
acestuia in ceea ce priveste ansamblul de lucrari muzicale interpretate de Capeld, precum si in
identificarea principalelor directii de lucru cu acesta 1n perspectiva digitalizarii. Autorul a
examinat diverse surse de informatii, atat electronice cat si tipdrite, referitoare la repertoriul coral
national al formatiei, evaludndu-le potentialul in contextul proiectului.

Cuvinte-cheie: Capela Corala Academica , Doina”, repertoriu, muzica corald,
compozitori din Republica Moldova

One of the current challenges facing musicians in the Republic of Moldova remains the
accessibility of digitized sheet music by local composers. While musical works that are part of the
universal repertoire attract widespread interest and are actively being digitized through
international efforts, the works of 20th-century Moldovan composers remain overshadowed by
this broader process. There are several reasons for this situation, but the main one is the lack of
comprehensive information about the scores in question, including their storage locations.

Many libraries across the country are digitizing their own collections. However, library
catalogs generally cover published scores and therefore do not fully reflect the musical heritage
and contemporary compositional process. A large portion of the music remains in the form of
manuscripts, which not only confirm the attribution of the work but also contain valuable remarks
by the author. Equally important are performance notes, which are usually handwritten in the
musical text and often require corrections to already published scores—a point that is particularly
relevant for author’s editions that have not undergone professional performance editing. The
search for the necessary musical pieces is also hampered by the fact that, when these are published
in various anthologies and collections, their contents are not mentioned at all or are only partially
mentioned in library catalogs. Consequently, the creation of modern electronic catalogs of sheet
music that meet the needs of professionals has become one of the top priorities of the digitization
process.

For over a decade, researchers at the Center for Research on National Musical Culture
(Academic Composition and Folklore) at the Academy of Music, Theater, and Fine Arts have
been working on the preservation of the musical heritage of Moldovan composers, including in the
digital realm. For the first time, as part of the project “7The Doina Academic Choir at a Centennial
of Activity” (research and digitization of historical materials and choral works by Moldovan
composers included in the choir’s repertoire)”, which was approved by the ANCD under
reference number 25.80012.0807. 36SE, national choral music became the subject of research and
digitization. During the Soviet period, this area of musical composition and performance was
accorded great importance and was regarded as a form of mass art that met the demands of the
time, and consequently attracted particular attention from composers in the Republic of Moldova.
The large volume of choral material (which, however, no one has yet quantified) required a focus
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on a relatively limited yet representative segment of music, namely the repertoire of the Doina
Academic Choir.

The purpose of this article is to define the concept of repertoire and delineate its scope as it
applies to the body of musical works performed by the Doina, as well as to outline the main
approaches to working with it in the context of digitization. The author examined and evaluated
various sources of information on the choral collective’s repertoire, both electronic and printed,
assessing their potential for the project.

Keywords: “Doina” Academic Choir, repertoire, choral music, composers from the
Republic of Moldova
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Giuseppe Tartini apartine grupului de compozitori a céror estetica se incadreaza in doctrina
cunoscutd ca Teoria Afectelor. Contributiile sale la violonistica baroca — concertul solo ca gen
solistic si ornamentatia la instrumentele cu corzi — vor fi preluate de Leopold Mozart, concertul va
fi consacrat ca gen solistic principal, iar in Tratatul sdu Leopold utilizeaza in sectiunea dedicata
ornamentelor materialul tartinian preluat din tratatul-manuscris al lui Nicolai.

Prin filosofia lui J.J. Rousseau, Tartini va integra n conceptiile sale ideea muzicii ca
fenomen al naturii, in care cea mai mare apropiere de naturd o reprezintd vocea umana. De aici
apare si preocuparea lui de a reproduce vocea umana in sunetul viorii. Crezul sdu artistic va fi acela
ca muzica sa trebuie sa fie inteleasa instinctiv de oricine, pentru ca totul isi are originea in natura si
numai natura poate oferi adevarul. Din punct de vedere al caracteristicilor muzicii sale, Tartini va
ramane sub influenta scolii de la Bologna, att in stilul componistic, pastrand tehnicile de
prelucrare cu caracter polifonic, cat si in maniera de dezvoltare a tehnicii mainii drepte, tehnica pe
care o va perfectiona dezvoltand diverse metode de studiu.

Tratate — de la Giuseppe Tartini ne-au rdmas trei lucrdri majore descoperite: Tratatul de
ornamentica — una din primele lucrari dedicate exclusiv ornamentatiei si tehnicilor de vioara
baroce; Tratatul de muzica in conformitate cu adevarata Stiinta a Armoniei, an. 1754, in care Tartini va
studia i/ terzo suono, primul sunet rezonatoriu, rezultat din vibratia dublelor la corzi, care este
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perceput cand notele dublelor corzi sunt intonate perfect; Principiile muzicale ale Armoniei
cuprinse in genul diatonic, an. 1767 este partea unde Tartini pare ca isi insuseste criticile vremii in
domeniul calculului matematic. Descoperirile lui Tartini in cadrul acestor lucrari vizeaza doud
directii, si anume, analiza sunetului combinator si proiectia sa matematica.

Scoala sa de vioard, fondatd la Padova, in anii 1727-1728, Academia delle Nazioni, va
functiona de mai bine de patruzeci de ani. Maestrul Natiunilor a avut peste 70 de studenti celebri.

Tartini va fi printre primii violonisti care vor acorda importantd metodologiei si teoretizarii
modului si tehnicilor de cantat la vioara.

Sonatele pentru vioard — conform Catalogului tematic al lui Paul Brainard (1975) avem un
numar de 191 sonate pentru vioara si continuo.

Cateva caracteristici ale sonatelor ar fi structura de tip ,,da chiesa”, unitatea tonala,
monotematismul, sau folosirea tehnicilor de scriitura polifonice. Ca si la alti violonisti ai timpului
sau, partiturile sale prezintd in scriitura continuo-ului numai linia melodicd a mainii stangi, mana
dreaptd fiind ldsata la libera improvizatie a clavecinistului. Se pare ca Tartini a cantat o mare
parte din sonatele sale insotit de violoncel cu rol de continuo.

Concertele pentru vioara — catalogarea concertelor pentru vioard realizatd de Minos
Dounias cuprinde un numar de 110 concerte de vioara solo cu paternitate certd, mai sunt inca 15
concerte de vioara cu origine incertd si concertele G. Guiglelmo (10), totalul ar ajunge la 135.
Creatia lui Tartini de concerte este in prezent, in majoritate, nepublicata, si se afld in manuscrise la
bibliotecile din Padova, Berlin, Dresda, Briissel, Viena, Schwerin si Berkeley. Cu exceptia
concertelor din opusurile 1 si 2, tiparite pe parcursul vietii autorului si, probabil, sub supravegherea
sa, celelalte concerte ne-au parvenit sub forma de manuscrise, olografe sau copii.

Tartini poate fi considerat liantul intre vechiul stil de céantat, cel al lui Vivaldi, si noua
maniera, cea clasica, a lui Viotti. Stilul sau este un stil care sufera treptat modificari de la stilul baroc
catre stilul galant, ajungand sa fie, in esenta, o sintezd a stilului galant si a rigorilor baroce.
Celebritatea sa se bazeaza pe o combinatie rard de talente generate de interpretarea sa sensibila si
virtuoasa, combinata cu faima lucrarilor sale pentru vioara.

Giuseppe Tartini ramane, deci, un muzician cu preocupdri si viziuni avangardiste, un
violonist care si-a pus intrebari despre principiile rezonatorii ale instrumentului sdu si care a
anticipat posibilitatea unor altfel de observatii, crednd totodatd bazele corectiei sistemului
intonational la vioara.

Cuvinte-cheie: Tartini, baroc, academie, tratate, sonate, concerte, vioara

Giuseppe Tartini belongs to the group of composers whose aesthetic principles are rooted
in the doctrine known as the Theory of Affections (Affektenlehre). His contributions to Baroque
violin performance practice — particularly the development of the solo concerto as a solo genre and
the codification of ornamentation for string instruments — were later adopted by Leopold Mozart.
The solo concerto subsequently became the principal instrumental genre, while in his Treatise on
the Fundamental Principles of Violin Playing, Leopold Mozart incorporated, in the section
devoted to ornaments, Tartini’s material transmitted through Nicolai’s manuscript treatise.

Influenced by the philosophy of Jean-Jacques Rousseau, Tartini incorporated into his
aesthetic views the idea of music as a phenomenon of nature, considering the human voice to be
nature’s most perfect musical expression. This conviction inspired his lifelong pursuit of
reproducing the qualities of the human voice through the sound of the violin. His artistic creed
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was that music should be understood instinctively by every listener, since everything originates in
nature, and only nature can reveal truth. From a stylistic perspective, Tartini remained under the
influence of the Bologna school, both in his compositional language —preserving contrapuntal
techniques — and in his approach to developing right-hand violin technique, which he refined
through systematic pedagogical methods and exercises.

Treatises. Three major theoretical works by Giuseppe Tartini have survived. The Treatise
on Ornamentation is among the earliest works devoted exclusively to Baroque violin
ornamentation and performance techniques. The Treatise on Music According to the True Science
of Harmony (1754) examines the phenomenon of il terzo suono ("the third sound"), the first
combination tone produced by the vibration of double stops, perceptible when the intervals are
perfectly in tune. In The Musical Principles of Harmony Contained in the Diatonic Genus (1767),
Tartini appears to respond to contemporary criticism concerning the mathematical foundations of
his theories. The discoveries presented in these works focus on two principal directions: the
analysis of the combination tone and its mathematical interpretation.

His violin school, founded in Padua around 1727-1728, the Accademia delle Nazioni
remained active for more than forty years. Known as the "Master of Nations," Tartini taught more
than seventy distinguished students. He was among the first violinists to emphasize the importance
of methodology and the theoretical systematization of violin playing and performance techniques.

Violin sonatas. According to Paul Brainard's Thematic Catalogue (1975), Tartini
composed 191 sonatas for violin and basso continuo. Among the defining characteristics of these
sonatas are the sonata da chiesa structure, tonal unity, monothematic design, and the use of
contrapuntal compositional techniques. Like many violinist-composers of his time, Tartini notated
only the left-hand bass line of the continuo part, leaving the realization of the right hand to the
harpsichordist's improvisation. It is believed that he performed many of his sonatas accompanied
solely by a cello serving as the basso continuo instrument.

Violin concertos. According to the catalogue compiled by Minos Dounias, Tartini's
authenticated output includes 110 solo violin concertos. In addition, there are 15 concertos of
uncertain attribution and 10 concertos catalogued by Guglielmo, bringing the total to
approximately 135 works. The majority of Tartini's concerto repertoire remains unpublished and
survives in manuscript form in the libraries of Padua, Berlin, Dresden, Brussels, Vienna,
Schwerin, and Berkeley. With the exception of the concertos published during the composer's
lifetime as Opp. 1 and 2, most of the remaining concertos have been preserved as autograph
manuscripts or contemporary copies.

Tartini may be regarded as the link between the older violin tradition represented by
Antonio Vivaldi and the emerging Classical style embodied by Giovanni Battista Viotti. His
musical language gradually evolved from the Baroque style toward the gallant style, ultimately
becoming a synthesis of gallant elegance and Baroque discipline. His international reputation
rested upon a rare combination of extraordinary virtuosity, expressive performance, and the
enduring artistic value of his violin compositions.

Giuseppe Tartini thus remains a musician of remarkable originality and forward-looking
vision. He was a violinist who sought to understand the resonant principles underlying his
instrument, anticipated later acoustical observations, and laid the foundations for a more accurate
approach to violin intonation.

Keywords: Tartini, baroque, academy, treatises, sonatas, concertos, violin
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The current stage of societal development is characterized by the active integration of
digital technologies into various spheres of cultural and educational life. One of the important
directions of this process is the digitalization of the cultural heritage, particularly musical heritage.
Musical cultural heritage is an essential component of the spiritual legacy of humanity, reflecting
historical traditions, national identity, and the artistic values of different peoples.

Digital technologies open up new opportunities for the preservation, systematization, and
popularization of musical heritage. The digitization of musical manuscripts, audio recordings, and
archival materials, as well as the creation of electronic libraries and digital archives, contribute to
the preservation of cultural values and ensure broad access to them. A special role is played by
virtual museums, multimedia platforms, and interactive educational resources, which make it
possible to reproduce historical musical traditions and promote musical art among a wide
audience.

In the system of art education, the digitalization of musical cultural heritage contributes to
the modernization of the educational process. The use of digital archives, multimedia resources,
and online platforms enables students to work with unique musical sources, analyze historical
musical manuscripts, listen to authentic recordings of folk music, and conduct comparative
analysis of various performance traditions. This contributes to the development of professional
competencies of future music teachers, as well as tothe formation of their artistic thinking and
creative activity.

Moreover, digital technologies create new opportunities for interactive learning. The use of
multimedia presentations, virtual tours, digital music libraries, and distance learning platforms

9 E-mail: o.d.churikova.kushnir@gmail.com
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enhances students’ motivation and broadens their cultural horizons. An important direction also
includes the application of artificial intelligence for the analysis of musical works, recognition of
musical notation, and the creation of digital databases of musical heritage.

Additionally, the integration of digital technologies into art education expands access to
musical heritage, supports innovative teaching, and helps preserve intangible musical traditions,
though it requires proper infrastructure and teacher training.

Thus, the digitalization of the musical cultural heritage is an important factor in the
development of contemporary art education. It ensures the preservation of cultural values, expands
access to musical sources, and contributes to the formation of professional competencies of future
specialists in the field of musical arts.

Keywords: digitalization, musical cultural heritage, art education, digital technologies,
digital archives, electronic resources, music pedagogy

Etapa actuald de dezvoltare a societdtii se caracterizeaza prin integrarea activd a
tehnologiilor digitale in diverse domenii ale vietii culturale si educationale. Una dintre directiile
importante ale acestui proces este digitalizarea patrimoniului cultural, in special a patrimoniului
muzical. Patrimoniul cultural muzical reprezintd o componenta esentiald a mostenirii spirituale a
umanitatii, reflectand traditiile istorice, identitatea nationald si valorile artistice ale diferitelor
popoare.

Tehnologiile digitale deschid noi oportunitdti pentru conservarea, sistematizarea si
promovarea patrimoniului muzical. Digitalizarea manuscriselor muzicale, a inregistrarilor audio si
a materialelor de arhiva, precum si crearea bibliotecilor electronice si a arhivelor digitale
contribuie la conservarea valorilor culturale si asigura un acces larg la acestea. Un rol deosebit il
au muzeele virtuale, platformele multimedia si resursele educationale interactive, care permit
reproducerea traditiilor muzicale istorice si promovarea artei muzicale Tn randul unui public larg.

In sistemul educatiei artistice, digitalizarea patrimoniului cultural muzical contribuie la
modernizarea procesului educational. Utilizarea arhivelor digitale, a resurselor multimedia si a
platformelor online le ofera studentilor posibilitatea de a lucra cu surse muzicale de valoare, de a
analiza manuscrise muzicale istorice, de a asculta inregistrari autentice ale muzicii populare si de a
realiza analize comparative ale diferitelor traditii interpretative. Acest lucru contribuie la
dezvoltarea competentelor profesionale ale viitorilor profesori de muzica, precum si la formarea
gandirii lor artistice si a creativitatii.

Totodatd, tehnologiile digitale creeaza noi oportunitati pentru Iinvatarea interactiva.
Utilizarea prezentdrilor multimedia, a tururilor virtuale, a bibliotecilor muzicale digitale si a
platformelor de invatare la distanta sporeste motivatia studentilor si le largeste orizontul cultural.

O directie importantd o constituie si aplicarea inteligentei artificiale pentru analiza operelor
muzicale, recunoasterea notatiei muzicale si crearea bazelor de date digitale dedicate
patrimoniului muzical.

In plus, integrarea tehnologiilor digitale in educatia artistic extinde accesul la patrimoniul
muzical, sprijind inovarea procesului didactic si contribuie la conservarea traditiillor muzicale
imateriale, insd presupune existenta unei infrastructuri adecvate si formarea continua a cadrelor
didactice.

Astfel, digitalizarea patrimoniului cultural muzical reprezintda un factor important in
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dezvoltarea educatiei artistice contemporane. Aceasta asigurd conservarea valorilor culturale,
extinde accesul la sursele muzicale si contribuie la formarea competentelor profesionale ale
viitorilor specialisti din domeniul artelor muzicale.

Cuvinte-cheie: digitalizare, patrimoniu cultural muzical, educatie artistica, tehnologii
digitale, arhive digitale, resurse electronice, pedagogie muzicala
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Studiul de fata exploreazd un fenomen de o importantd majord in peisajul muzicologic
european al secolului al XIX-lea si inceputului de secol XX: receptarea si integrarea idiomului
sonor romanesc in creatia unor personalitati marcante ale panteonului componistic universal.
Pornind de la premisa cd ,,spiritul national” a reprezentat forta motrice a romantismului, autorul
analizeaza modul in care melosul romanesc a transcendat granitele geografice, devenind o sursa
vitala de inspiratie pentru compozitori din spatii culturale diverse, precum Ucraina, Franta si
Spania. Cercetarea se concentreazd pe un triptic componistic reprezentativ, format din Mikola
Lisenko, Charles Gounod si Pablo de Sarasate, ale caror abordari reflectd strategii diferite de
asimilare a elementului etnic. In cazul lui Mikola Lisenko, reprezentant al scolilor nationale est-
europene, lucrarea Dans moldovenesc pentru cvintet de coarde (1858/1869) este analizatd ca o
dovadd a proximitdtii geografice si a interferentelor culturale de la granita latinitatii cu lumea
slavd. Autorul subliniazd modul in care Lisenko, desi aflat la inceputurile carierei, reuseste sa
asimileze structura ciclicd a jocurilor populare si sd utilizeze viorile Intr-o manierd care evoca
textura eterofond a unui taraf, subordondnd armonia ritmului si melodiei. Perspectiva vest-
europeand este reprezentatd de Charles Gounod, a carui lucrare Dans romdnesc pentru pian cu
pedalier si orchestrd (1888-1889) este tratatd ca un simbol al rafinamentului francez. Spre
deosebire de aborddrile etnomuzicologice de teren, Gounod propune o stilizare de inaltd tinutd,

1 E-mail: ghilasvictor@yahoo.com
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unde ,,spiritul latin” al muzicii romanesti este filtrat prin estetica pariziand a epocii. Analiza
morfologicd a piesei releva utilizarea formei de sonatd si a unei orchestratii transparente, unde
suflatorii de lemn evoca sonoritdtile arhaice ale fluierului, iar staticitatea armonicd mimeaza
sunetul cimpoiului, totul fiind integrat intr-un discurs simfonic universal. In completarea acestor
perspective, studiul examineaza contributia celebrului virtuoz Pablo de Sarasate. Lucrarea sa,
Melodie romdneasca, op. 47, este vazuta ca un omagiu adus bogatiei noastre etnice, rezultat in
urma turneelor sale de succes la Timisoara, Bucuresti si Chisindu. Autorul subliniaza finetea cu

care Sarasate utilizeaza registrele viorii si surdina pentru a crea o atmosferd introspectiva,
specificd lirismului roméanesc, integrand metrul legdnat al horei in canonul virtuozitatii
internationale.

Concluziile studiului subliniaza universalitatea melosului roméanesc, care s-a dovedit a fi
un material de o plasticitate rard, capabil sa genereze forme noi de expresie in limbaj cult. Aceasta
cercetare demonstreaza ca interesul europenilor pentru muzica nationald romaneascad nu a fost un
simplu accident estetic sau un exotism superficial, ci o recunoastere a unei identitati sonore
complexe, care a servit drept punte culturald intre traditia orala a satului romanesc si marile scene
de concert ale lumii.

Cuvinte-cheie: muzica romdneasca, romantism european, dialog transfrontalier, stilizare
componistica, identitate sonord, patrimoniu universal, asimilare culturala

This study explores a phenomenon of major significance within the 19th and early 20th
century European musicological landscape: the reception and integration of the Romanian sonic
idiom into the works of prominent figures of the universal compositional pantheon. Starting from
the premise that the “national spirit” was the driving force of Romanticism, the author analyzes
how the Romanian melos transcended geographical borders to become a vital source of inspiration
for composers from diverse cultural spheres, including Ukraine, France, and Spain. The research
focuses on a representative compositional triptych consisting of Mykola Lysenko, Charles
Gounod, and Pablo de Sarasate, whose approaches reflect distinct strategies for assimilating ethnic
elements. In the case of Mykola Lysenko, a representative of Eastern European national schools,
the work Moldavian Dance for String Quintet (1858/1869) is analyzed as evidence of
geographical proximity and cultural interferences at the eastern border of Latinity meeting the
Slavic world. The author highlights how Lysenko, despite being at the beginning of his career,
managed to assimilate the cyclic structure of folk dances and utilize violins in a manner evoking
the heterophonic texture of a taraf (folk ensemble), subordinating harmony to rhythm and melody.
The Western European perspective is represented by Charles Gounod, whose work Romanian
Dance for pedal piano and orchestra (1888-1889) is treated as a symbol of French refinement.
Unlike field-based ethnomusicological approaches, Gounod proposes high-level stylization where
the “Latin spirit” of Romanian music is filtered through the Parisian aesthetics of the era. The
morphological analysis of the piece reveals the use of sonata form and transparent orchestration,
where woodwinds evoke the archaic sounds of the flute and harmonic staticity mimics the sound
of the bagpipes, all integrated into a universal symphonic discourse. Complementing these
perspectives, the study examines the contribution of the celebrated virtuoso Pablo de Sarasate. His
work, Romanian Melody, Op. 47, is seen as an homage to our ethnic richness, resulting from his
successful concert tours in Timisoara, Bucharest, and Chisinau. The author emphasizes the finesse
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with which Sarasate employs violin registers and the mute (con sordino) to create an introspective
atmosphere specific to Romanian lyricism, integrating the rhythmic “sway” of the hora into the
canon of international virtuosity.

The study’s conclusions underscore the universality of the Romanian melos, which proved
to be a material of rare plasticity, capable of generating new forms of expression within academic
musical language. This research demonstrates that European interest in Romanian national music
was not a mere aesthetic accident or superficial exoticism, but the recognition of a complex sonic
identity that served as a cultural bridge between the oral tradition of the Romanian village and the
great concert stages of the world.

Keywords: Romanian music, European Romanticism, cross-border dialogue,
compositional stylization, sonic identity, universal heritage, cultural assimilation
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Ha ocHoBe aHasnm3a apXuBHBIX JOKYMEHTOB B CTaThe PACKPBIBAIOTCS HEM3BECTHBIC (haKThI
xm3Hu u  jgesrenvHoctd K. [lurpoBa, mepBoro mpo¢eCCHOHAIBHOTO — XY/I05KECTBEHHOTO
PYKOBOAMTEIIS MOJIIABCKOM Kaneuibl /Jotina. OHU CBS3aHBI C MOJTUTHYECKUMU TTPECIICIOBAHUSIMHU
U OCBEeHIalOT mnepuretun ero cyabObl B Omecce 1920-x rr., BBISBISIOT MOTHBBI TpHE3Ia B
Tupacnions (1930) u 00BsicHIOT TOCHE YOI yX01 U3 Kanemwtsl (1938). Ocyxnennsiii B 1928 1.
B Opecce «3a pacnpoCTpaHEHHE CTUXOTBOPEHMSI KOHTPPEBOJIIOLIMOHHOTO COACPKAHUS) MU
BBIHYKJICHHBII HCKaTh pabOTy 3a MpeaeaamMu Y KpauHbl, OH MPUHSUI IPUTJIAILIEHUE HA JOJKHOCTh
XyJoxkecTBeHHOro pykoBoautens /ounvr B cromune MACCP, raoe oxazancs B koHue 1930 r.
OdunmanpHOM 1aTO OCHOBAHUS Karesutbl cauTtaercs 15 urons 1931 r.

[IpepBanacy nestenbHocTh K. IlurpoBa B /louine ctonb xke TparuuyHo: 4 ¢eBpans 1938 r.
oH 0b11 apectoBaH opranamu YI'b HKBJI MACCP u nomenien B TupacnoiabCKyto TIOpbMY, 1€
mpoBesn 22 Mecsiia BO BpeMsi CIEACTBHS, CyIAeOHOro pazOupaTesNbcTBa M IMOCIECYIEOHOrO
KAaCCallMOHHOTO paccMOTpeHus Jena. EMy HMHKpUMUHUPOBAINCH «KOHTPPEBOJIIOLIMOHHBIE
NEHCTBUS» B BHUJE «3aCOPEHMsD» pernepryapa Kamesuibl HEPKOBHBIMU MEJIOJUSMH, MECHSMHU C
«PYMBIHU3UPOBAHHBIMI» TEKCTAaMH IPU MaJIOM YJIEJIbHOM BECE COBPEMEHHBIX COBETCKHX IMECEH, a
TAaK)K€ «3aCOPEHHUS DPSJIOB Kamlellibl KJIacCOBO YYXKIBIMU JIMLAMHU, W3 OBIBIIUX LEPKOBHUKOB WU
ciyxuteneit kynbpray. OcBoboauics 4 nexkadpst 1939 r. B pesynbrare pemennst BepxoBHoro cyaa
YCCP, ormenuBmiero oOBHHHTENbHOE 3akitoueHue Bepxosnoro cyma MACCP. B Joiiny
K. IIurpoB He BepHyics. Ilocne ero apecra «J/loiiny» BosrimaBwi Jleonnn Bakcman, 1o Toro
ObIBIIMIA XOpMelicTepoM B KueBckoit XxopoBoii kanemie «Jlymka» u mpopaboTtaBimii ¢ /JotiHoi ¢
1939 r. no nronsa 1941 r.

[Tomumo 3TOro, aBTOPHI BOCCO3AAOT JUYHBIA COCTaB M KOHILIEPTHBIA pernepryap /[oiinbl
TOTO BPEMEHM, XapaKTepU3YIOT XYyJI0KECTBEHHbIE MJOCTH)KCHHUS KOJIJISKTUBA U MX OILICHKY
crenuanucTamMu. BriepBele B Hay4dHbI OOMXOJ BBOSTCS MaTepuajbl, OTPAXKAIOUIHE ydacThe
Jlotinbt BO Bcecoro3Hol onmmMmuane camonesrenbHoro uckyccrtsa (1932) m Bo BceecorozHoid
xopoBoit omumnuaze (1936) — oT3bIBEI X1OpH, TyOIUKaIuu B pecce. OOHapykeHHas OpoIopa,
coJieprKaliasi penepTyapHbIi CIIMCOK KaneJIbl U HECKOJIKO HOTHBIX IPUMEPOB, JalOT OCHOBaHHE
JUIS BBIBOJIA O TOM, YTO penepTyap /{otiHbl COCTABIISIICA B T€ TOABI UCXOS U3 YHUPUIIMPOBAHHOTO
K cepenune 1930-x rr. 00111€COI03HOT0 TPeOOBAHUS — OPUEHTUPOBATHCS HA T€POUKY, ONITUMU3M U
KylbT BOJeH. [IpoaHann3upoBaHHBIM CHUCOK CBUIETENBCTBYET O Pa3HOOOpa3MU HUCTOIHIEMBIX
/lotinou pou3BeNeHUI MO COAEPKAHUIO U CPEACTBaM BBIPa3UTENbHOCTU. OCHOBY COCTaBISIOT
MECHU Pa3HBIX HApPOJIOB — MOJJIABCKOTO, YKPAaWHCKOTO, pyccKoro. bompinoe mecTto 3aHMMAarOT
COBpEMEHHBIE COYMHEHHS PEBOJIOIMOHHOTO XapakTepa, BOCIEBAIOIINE TOCYIapCTBEHHBIX
nesiteneit 1 repoeB BoitHbl — CtanuHa, Bopommnosa, Kotosckoro, byaennoro. [Ipocnasmusiercs
Tpyad Ha Omaro oOmectBa. lIpucyTCTBYIOT mpHUMEphl KIACCHYECKOW MY3BIKHU — PYCCKOM U
3aIaITHOEBPOIIEHCKOM.

[TonpITOXKMBAsI CKA3aHHOE, aBTOPHI OTMEYAIOT, YTO B JINYHOU U MPOECCHOHATBHON Cyap0€
K. ITurpoBa MHOroe OOBSCHSETCS €ro MPOUCXOXKIEHUEM (ChIH CBSIICHHUKA), 0O0pa30BaHHUEM
(CraBpomonbckoe AyXOBHOE YyuWJIMINE, IyXOoBHas ceMuHapus, IletepOyprckas meByeckas
Kamesula) U PEreHTCKOW AesITeNbHOCThIO B HECKOJIBKHX IOKHBIX Tropofax Poccwuiickoll mmmepuu.
Bricokuii mpodeccuoHaNM3M B COYETaHMH C AHAIMTUYECKUM CKIIAJIOM yMa, BHYTpPEHHEH
JTMCLUUIUIMHON M CaMOOTBEPKEHHOCTHIO 00ECTIEYMBAIIN €My JOCTH)KEHHE XOPOIIUX Pe3yIbTaTOB B
paboTe C caMbIMH pa3HBIMH XOPOBBIMH KOJUIEKTUBAMH — IIEPKOBHBIMH, Y4YEOHBIMH,
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XYJI0)KECTBEHHBIMH, B TOM YHCJE C IMOJYCaMOJCSATEIbHBIM COCTAaBOM MOJIJIABCKON /{otinbi.
TpeboBarenbHOCTh W MPUHIUIHAILHOCTE XOpMeEHcTepa CIIOCOOCTBOBAM OBICTPOMY POCTY
Kanesulbl, HO TIOJIOKUTEJIbHBIM OTKJIMK BCTPETWIM HE y BCEX MEBLOB. [pymma XOpUCTOB
WHULIMUPOBaAja OOBHHEHUE IUPIDKEPA, UTO TMOCTYXKUJIO MOBOJAOM K €ro TpaBj€ W YTrOJIOBHOMY
MpeciieIoBaHui0. BHYTpeHHASI CTOMKOCTh M YOEXKICHHOCTh B COOCTBEHHOW MpaBOTE MOMOTIIN
XOpMENCTEPY NOCTOMHO MEPEHECTH BBINABILKE HA €TI0 JIOJI0 UCIIBITAHUS.

Kntouesvie cnosa: Koncmanmun Iluepos, onumnuaoa, penepmyap, penpeccuiu, Xoposasl
xanenna «/lotinay

In baza analizei documentelor de arhiva, articolul dezviluie fapte necunoscute din viata si
activitatea lui C. Pigrov, primul conducator artistic profesionist al Capelei Moldovenesti Doina.
Acestea sunt legate de persecutiile politice si evidentiazd traseul destinului sdu la Odesa in anii
1920, identificd motivele venirii la Tiraspol (1930) si explica plecarea ulterioard din Capela
(1938). Condamnat in 1928 la Odesa ,pentru raspandirea unei poezii cu continut
contrarevolutionar” si nevoit sa caute de lucru in afara Ucrainei, el a acceptat invitatia de a ocupa
functia de conducator artistic al Doinei In capitala RASSM, unde a ajuns la sfarsitul anului 1930.

Data oficiala a fondarii Capelei este considerata 15 iulie 1931.

Activitatea lui C. Pigrov in Doina a fost intrerupta la fel de tragic: la 4 februarie 1938, el a
fost arestat de organele UGB ale NKVD din RASSM si inchis in penitenciarul din Tiraspol, unde
a petrecut 22 de luni pe durata anchetei, procesului si examindrii ulterioare in recurs. I s-au
imputat ,,actiuni contrarevolutionare”, manifestate prin ,,incarcarea” repertoriului Capelei cu
melodii bisericesti, cantece cu texte ,,;omanizate”, in conditiile unei ponderi reduse a cantecelor
sovietice contemporane, precum si ,infiltrarea in rdndurile Capelei a unor persoane strdine din
punct de vedere social, provenite dintre fosti clerici si slujitori ai cultului”. A fost eliberat la 4
decembrie 1939 in urma deciziei Curtii Supreme a RSS Ucrainene, care a anulat sentinta de
condamnare a Curtii Supreme a RASSM. C. Pigrov nu s-a mai intors la Doina. Dupa arestarea sa,
Doina a fost condusa de Leonid Vaksman, care anterior fusese dirijor de cor in capela corala
Dumka din Kiev si a activat cu Doina din 1939 pana in iunie 1941.

Pe langa aceasta, autorii reconstituie componenta personald si repertoriul concertistic al
Doinei din acea perioada, caracterizeaza realizarile artistice ale colectivului si evaluarea acestora
de catre specialisti. Pentru prima data in circuitul stiintific sunt introduse materiale care reflecta
participarea Doinei la Olimpiada unionald a artei de amatori (1932) si la Olimpiada corala
unionald (1936) — aprecieri ale juriului si publicatii din presa. Brosura descoperitd, care contine
lista repertoriului Capelei si cateva exemple de note, oferd temei pentru concluzia ca repertoriul
Doinei era alcatuit in acei ani in conformitate cu cerinta unionald, unificatd pana la mijlocul anilor
1930, de a se orienta spre eroism, optimism si cultul conducatorilor. Lista analizatd atesta
diversitatea lucrarilor interpretate de Doina in ceea ce priveste continutul si mijloacele de
expresie. Baza o constituie cantecele diferitelor popoare — moldovenesc, ucrainean, rus. Un loc
important 1l ocupa creatiile contemporane cu caracter revolutionar, care 1i glorificd pe oamenii de
stat si eroii de rdzboi — Stalin, Vorosilov, Kotovski, Budionnii. Este elogiatd munca in folosul
societatii. Sunt prezente si exemple de muzica clasicd — rusa si vest-europeana.

Rezumand cele expuse, autorii subliniazd ca multe aspecte ale destinului personal si
profesional al lui C. Pigrov se explica prin originea (fiu de preot), educatia (Scoala Teologica din
Stavropol, Seminarul Teologic, Capela Corald din Sankt Petersburg) si activitatea sa de
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conducitor de cor bisericesc in mai multe orase sudice ale Imperiului Rus. Inaltul profesionalism,
combinat cu o gandire analiticd, disciplind interioarda si abnegatie, i-au asigurat obtinerea unor
rezultate bune in lucrul cu cele mai diverse colective corale — bisericesti, didactice, artistice,
inclusiv cu componenta semi-amatoare a Doinei moldovenesti. Exigenta si principiile ferme ale
dirijorului au contribuit la cresterea rapida a Capelei, Tnsd nu au fost intAmpinate pozitiv de toti
coristii. Un grup de cantareti a initiat acuzatii impotriva dirijorului, ceea ce a devenit pretext
pentru persecutarea si urmarirea sa penald. Taria interioara si convingerea in propria dreptate l-au
ajutat pe dirijor sa suporte cu demnitate incercarile care i-au revenit.

Cuvinte-cheie: Constantin Pigrov, olimpiada, repertoriu, represiuni, Capela Corala
,,Doina”

Based on an analysis of archival documents, the article reveals previously unknown facts
about the life and work of K. Pigrov, the first professional artistic director of the Moldavian Doina
Choral Chapel. These facts are connected with political persecution and shed light on the twists
and turns of his fate in Odessa in the 1920s, identify the motives for his move to Tiraspol (1930),
and explain his subsequent departure from the Chapel (1938). Convicted in 1928 in Odessa “for
disseminating a poem of counter-revolutionary content” and forced to seek employment outside
Ukraine, he accepted an invitation to take the position of artistic director of the Doina in the
capital of the MASSR, where he arrived at the end of 1930. The official date of the chapel’s
foundation is considered to be July 15, 1931.

K. Pigrov’s work with Doina came to an equally tragic end: on February 4, 1938, he was
arrested by the UGB of the NKVD of the MASSR and placed in the Tiraspol prison, where he
spent 22 months during the investigation, trial, and post-trial cassation review of the case. He was
charged with “counter-revolutionary activities,” namely ‘“cluttering” the chapel’s repertoire with
church melodies, songs with “Romanianized” texts while maintaining a low proportion of
contemporary Soviet songs, as well as “filling the ranks of the chapel with socially alien elements
from among former clergy and religious servants.” He was released on December 4, 1939,
following a decision by the Supreme Court of the Ukrainian SSR, which overturned the conviction
issued by the Supreme Court of the MASSR. K. Pigrov did not return to Doina. After his arrest,
“Doina” was headed by Leonid Vaksman, who had previously served as a choirmaster at the Kyiv
choral chapel Dumka and worked with Doina from 1939 until June 1941.

In addition, the authors reconstruct the personnel and concert repertoire of Doina during
that period, characterize the ensemble’s artistic achievements, and their evaluation by specialists.

For the first time, materials reflecting Doina’s participation in the All-Union Amateur Arts
Olympiad (1932) and the All-Union Choral Olympiad (1936) are introduced into scholarly
circulation, including jury reviews and press publications.

The discovered brochure, containing the chapel’s repertoire list and several musical
examples, provides grounds for concluding that during those years Doina’s repertoire was shaped
in accordance with the all-Union requirement, standardized by the mid-1930s, to focus on
heroism, optimism, and the cult of leaders. The analyzed list demonstrates the diversity of works
performed by Doina in terms of both content and expressive means. The main repertoire consists
of songs of various peoples — Moldavian, Ukrainian, and Russian. A significant place is occupied
by contemporary compositions of a revolutionary character, glorifying state figures and war
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heroes such as Stalin, Voroshilov, Kotovsky, and Budyonny. Labor for the benefit of society is
praised. Examples of classical music — both Russian and Western European —are also present.

In summary, the authors note that many aspects of K. Pigrov’s personal and professional
fate can be explained by his background (the son of a priest), his education (the Stavropol
Theological School, a theological seminary, and the St. Petersburg Court Capella), and his work as
a choirmaster in several southern cities of the Russian Empire. His high level of professionalism,
combined with an analytical mindset, inner discipline, and dedication, enabled him to achieve
strong results with a wide range of choral ensembles — ecclesiastical, educational, and artistic,
including the semi-amateur Moldavian Doina.

The choirmaster’s exacting standards and principled approach contributed to the Chapel’s
rapid growth but they were not positively received by all the singers. A group of choristers
initiated accusations against the conductor, which became the pretext for his harassment and
criminal prosecution. His inner resilience and conviction in his own rightness helped him endure
the trials that befell him with dignity.

Keywords: Konstantin Pigrov, Olympiad, repertoire, repressions, the ,,Doina” Choral
Chapel
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Lucrarile pentru pian ale lui V. Zagorschi (1926-2003) ocupd un loc de seama in
mostenirea compozitorului care, pe parcursul celei de-a doua jumaititi a secolului al XX-lea, a
definit in mare masura profilul traditiei muzicale din Republica Moldova. Autor al doua balete si
al unui impunator numar de lucrari vocal-simfonice, camerale, corale si vocale, Zagorschi a apelat
fantezie, precum si piese de anvergurd de tip concertant: Cdntec de leagan, Studiu-Impromptu,
Nuvela, Burlesca, Fantezia si Malagueria. Toate aceste opusuri se disting prin prospetimea
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imaginilor artistice, originalitatea limbajului muzical, apetenta pentru formele ample si 0 maniera
de scriere virtuoasa si densa. Prin urmare, este firesc faptul ca piesele enumerate s-au impus ferm
in repertoriul concertistic si pedagogic al studentilor AMTAP.

Una dintre cele mai reusite mostre de miniaturd pianistica lirica, atat in creatia lui
Zagorschi cat si 1n cultura muzicald nationald, per ansamblu, este Cdntecul de leagan. Lucrarea
cucereste prin caracterul profund, meditativ si prin farmecul melodic. Intr-o cheie romantici este
conceput virtuozul Studiu-impromptu — prima lucrare in creatia componistici din Republicii
Moldova apartinand genului de studiu pentru pian. Acesta se bazeazad, in principal, pe tehnica
pasajelor de agilitate si constituie un fenomen artistic autentic, cu o sferd imagisticd plind de
culoare. Nuvela a fost compusa special pentru prima editie a Concursului Republican de Pianisti
(1963), ca piesd obligatorie pentru etapa a doua. Este o lucrare de proportii, marcanta de pregnanta
imaginilor evocate si prin tematismul viu, fundamentat pe intonatiile folclorului moldovenesc.
Burlesca se distinge prin dinamism, manifestat prin tempoul alert, prin alternanta frecventd a
sectiunilor contrastante din punct de vedere intonational si prin nuantarea expresiva, cu ample
ascensiuni sonore. Intregul complex tematic al Fanteziei este strabatut de un simt acut al
modernitatii, valorificind totodatd, intr-o manierd transfiguratd, elemente intonationale ale
folclorului popular moldovenesc. Interpretarea acestei lucrari necesitd o pregatire tehnica solida
din partea pianistului, virtuozitate, precum si calitati artistice si volitive deosebite, fiind
recomandata studentilor cu un potential mare. Malagueria, conceputa ca o transcriptie pentru pian
a unui fragment din baletul Rascrucea, este o lucrare ampla, distinctd prin rafinamentul paletei
armonice $i timbrale. Destinatd cu precadere studentilor din anii terminali, interpretul trebuie sa
dispuna de capacitatea de a reliefa melosul specific spaniol al acestei miniaturi elegante, stapanind
cu maiestrie tuseul si pedalizarea.

In concluzie, creatiile pentru pian ale lui V. Zagorschi, integrate organic in repertoriul
pedagogic al Catedrei Pian a AMTAP, sintetizeaza principiile compozitionale si dramaturgice ale
artei muzicale universale din secol XX cu mijloacele limbajului muzical tipic folclorului national
moldovenesc. Particularitdtile de gen ale materialului tematic dicteaza utilizarea unor tipuri
corespunzatoare de scriiturd pianistica, iar varietatea tehnicilor abordate de catre compozitor
transforma aceste lucrari intr-un material didactic versatil, potrivit pentru atingerea unor obiective
pedagogice complexe.

Cuvinte-cheie: pian, piese pentru pian, V. Zagorschi, creatia lui V. Zagorschi, repertoriul
planistic

The piano works of V. Zagorschi (1926-2003) occupy a prominent place in the composer’s
creative legacy, as he significantly shaped the musical tradition of the Republic of Moldova during
the second half of the twentieth century. The author of two ballets, as well as numerous vocal-
symphonic, chamber-instrumental, choral, and chamber-vocal compositions, V. Zagorschi
regularly turned to the expressive possibilities of the piano. His output for this instrument includes
the Sonata in F major, the Sonata-Fantasy, and large-scale concert pieces such as Lullaby, Etude-
Improvisation, Novella, Burlesque, Fantasy, and Malagueria. All these works are distinguished by
the freshness of their artistic imagery, the originality of their musical language, a tendency toward
large-scale forms, and a richly virtuosic texture. It is therefore natural that they have become
firmly established in the concert and pedagogical repertoire of AMTAP students.
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One of the finest examples of a lyrical piano miniature, both in Zagorschi’s oeuvre and in
the national musical culture as a whole, is Lullaby, which captivates with its deeply expressive
character and melodic charm. The virtuosic Etude-Improvisation is conceived in a Romantic vein
and represents the first composition in the genre of the piano étude in the Republic of Moldova. It
is based primarily on rapid passagework and constitutes an original artistic phenomenon with a
vivid and distinctive imagery. Novella was composed specifically for the First Republican Piano
Competition (1963) as a compulsory piece for the second round. This large-scale work is notable
for its striking imagery and colorful thematic material rooted in Moldovan folk intonations. The
music of Burlesque 1is characterized by dynamism, manifested in its rapid tempo, frequent
alternation of contrasting sections, and expressive nuance with vivid dynamic surges. The entire
thematic complex of Fantasy is imbued with a keen sense of modernity while at the same time
indirectly incorporating elements of Moldovan folk musical language. Its performance requires
solid technical training, virtuosity, and strong artistic and volitional qualities; it may therefore be
recommended for the most gifted students. Malaguernia, which originated as a piano arrangement
of a fragment from Zagorschi’s ballet Crossroads, is an extended work distinguished by refined
harmonic and timbre colors and is intended primarily for advanced piano students. Its performance
demands the ability to convey the Spanish national character of this elegant miniature, as well as
refined control of tone and pedaling.

The study concludes that Zagorschi’s piano works, firmly integrated into the pedagogical
repertoire of the Special Piano Department at AMTAP, organically synthesize compositional and
dramaturgical principles shaped in the twentieth-century Western art with musical language
features typical of Moldovan folklore. The genre characteristics of the thematic material determine
the use of corresponding types of piano texture, while the variety of piano techniques employed by
the composer makes these works suitable material for addressing a wide range of pedagogical
objectives.

Keywords: piano, piano pieces, V. Zagorschi, works by V. Zagorschi, piano repertoire

ASPECTE ALE SURSEI SI TEXTULUI LITERAR IN
MUZICA VOCALA DE CAMERA CONTEMPORANA
DIN REPUBLICA MOLDOVA

ASPECTS OF THE SOURCE AND LITERARY TEXT IN CONTEMPORARY
VOCAL CHAMBER MUSIC
IN THE REPUBLIC OF MOLDOVA

VLAD BURLEA'
lector universitar,
Academia de Muzica, Teatru si Arte Plastice

https://orcid.org/0009-0001-7861-055X

15 E-mail: vburlea@gmail.com

46



CZU 784.3(478):82
DOI https://doi.org/10.55383/iadc2026.11

Articolul abordeaza o problematicd actuald si complexd a muzicii vocal-camerale
contemporane — sursa si textul literar. Aceste doud dimensiuni ale discursului cameral constituie
un suport esential ce se referd in mod direct la viziunea si conceptul artistic al compozitorului,
fiind modelate 1n functie de ideile specifice fiecarei lucrari. Sursa literara contureaza in mod direct
profilul genuistic si arhitectura conceptualda a creatiei, contribuind la edificarea dramaturgiei si
influentdnd atat forma cat si substanta sonord. In contextul muzicii contemporane, ea depiseste
statutul de simplu suport melodic, devenind un veritabil catalizator al tehnicilor si procedeelor
componistice, orientand atat procesul de creatie cat si expresia finala. Totodata, in egala masura,
textul literar — fie poetic, fie In prozd — marcheaza discursul muzical prin propria structura,
ritmicitate si intonatie. Textul literar este tratat nu doar ca un ,,purtitor” al ideii muzicale —
compozitorii sunt in cdutarea unor surse originale ce apartin unor culturi indepartate, scrise in
limbi vechi sau In limbi straine, avand structuri poetice sau prozodice care evitd constructiile
proportionale ale poeziei traditionale, preferand profilurile asimetrice, cu un ritm individual ce
anuleaza rima, alcatuite dupa principiul de text alb etc.

La confluenta secolelor XX-XXI, muzica vocal-camerala din Republica Moldova se
indeparteaza treptat de genuri precum cantecul, romanta, liedul — asociate formelor strofice sau
strofice cu refren. Compozitorii exploreazd noi teritorii genuistice, acordand prioritate ciclurilor
vocale, atribuindu-si propriile creatii genurilor de ,,studiu sonor”, ,,poem-requiem” s.a. Discursul
componistic se configureazad ca o constructie libera si ampld, in care sunt modelate stari
psihologice de o mare complexitate, adesea contradictorii sau complementare, purtdnd frecvent
amprenta simbolismului ori a reflectiei existentialiste. Deseori, in cadrul creatiilor apar
compartimente libere plenare, menite, aidoma celor din scenele teatrale, sa edifice linii
dramaturgice complexe, In ascensiune, cu atingerea unor culminatii puternice.

In perioada contemporani compozitorii moldoveni exceleazi in abordari originale, extrem
de interesante a sursei si textului literar, pentru creatiile vocal-camerale. Astfel, Snejana Paslari
semneaza in 1995 ciclul Ballate provensale vechi pentru voce feminind si vioard, pe un text in
limba occitana (1995); Vlad Burlea, in 1998, scrie ciclul vocal Monologuri latente pentru mezzo-
soprand, clarinet si pian, pe ciclul de poeme in proza de Vlad Druc; in 1989, Ghenadie Ciobanu
compune Cdntdri uitate (Inchinare muzicald lui Dosofiei) pentru bas, bariton si ansamblu de
solisti, pe versurile lui Dosoftei, iar In 2000 —Katai Tayama Songs, pentru mezzo-soprand, corn
englez si percutie dupd poezia japoneza (in limba japoneza); Zlata Tcaci scrie lucrari pe texte in
ivrit — Kadis pentru voce si orgd (1998) etc. Autorul articolului formuleazd, in final, o serie de
concluzii privind unele aspecte ale problematicii complexe legate de sursa si textul literar in
muzica vocala de camera contemporana din Republica Moldova.

Cuvinte-cheie: sursa si text literar, muzica vocala de camera

This article addresses a current and complex issue in contemporary vocal-chamber music:
the source and the literary text. These two dimensions of the chamber discourse constitute an
essential support that directly refers to the composer's vision and artistic concept, being shaped
according to the specific ideas of each work. The literary source directly shapes the genre profile
and conceptual architecture of the work, contributing to the construction of the dramaturgy and
influencing both the form and the sonic substance. In the context of contemporary music, it
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transcends the status of a simple melodic support, becoming a veritable catalyst for compositional
techniques and methods, guiding both the creative process and the final expression. At the same
time, equally, the literary text — whether poetic or in prose — marks the musical discourse through

its own structure, rhythm and intonation. The literary text is treated not only as a ,,carrier” of the
musical idea — composers are looking for original sources belonging to distant cultures, written in
ancient languages or in foreign languages, having poetic or prosodic structures that avoid the
proportional constructions of traditional poetry, preferring asymmetrical profiles, with an
individual rhythm that cancels the rhyme, made up according to the principle of white text etc.

At the confluence of the twentieth and twenty-first centuries, vocal-chamber music
gradually moved away from genres such as song, romance, lied — associated with strophic or
strophic forms with a chorus. Composers explore new genre territories, giving priority to vocal
cycles, attributing their own creations to the genres of ,,sound study”, ,,poem-requiem’ and so on.

The compositional discourse is configured as a free and broad construction, in which
psychological states of great complexity are modeled, often contradictory or complementary,
frequently bearing the imprint of symbolism or existentialist reflection. Often, within the creations
there are free-plenary compartments intended, like those in the theatrical stages, to build complex
dramaturgical lines, on the rise, with the achievement of strong culminations.

In the contemporary era, Moldovan composers have excelled in developing original and
highly interesting approaches to musical sources and literary texts for vocal-chamber works. In
1995, Snejana Paslari composed the cycle Old Provensale Ballate for female voice and violin,
based on a text in Occitan (1995); Vlad Burlea, in 1998, wrote the vocal cycle Monologuri latente
for mezzo-soprano, clarinet, and piano, based on Vlad Druc’s cycle of prose poems; in 1989,
Ghenadie Ciobanu composed Forgotten Songs (A Musical Tribute to Dosoftei) for bass, baritone,
and an ensemble of soloists, based on Dosoftei’s lyrics, and in 2000 — Katai Tayama Songs, for
mezzo-soprano, English horn and percussion, based on Japanese poetry (in Japanese); Zlata Tcaci
wrote works based on Hebrew texts — Kaddish for voice and organ (1998), etc.

The author of the article finally formulates a series of conclusions regarding certain aspects
of the complex issues related to the source and literary text in contemporary vocal chamber music
in the Republic of Moldova.

Keywords: literary source and text, chamber vocal music
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The article studies materials of the cultural heritage of Ukraine and Europe that possess
significant cultural and historical value; to ensure their preservation, digitization methods have
been applied. The relevance of the research topic aligns with the current global strategy of
preserving historical and cultural heritage and providing access to information by digitizing
analogue materials. In Ukraine, as in other countries, since the beginning of the 21st century, there
have been significant changes in the practices and current goals of organizations responsible for
preserving historical and cultural heritage. Several factors have both facilitated and necessitated
this development. The key ones include the advancement of information technologies, more
extensive use of scientific achievements, and awareness that cultural artifacts are vulnerable to
destruction in the course of wars, as well as due to natural or technological disasters. One of the
most important current tasks for libraries, archives, sound archives, and museums is the
preservation of documentary cultural materials, which constitute a significant portion of the
country’s historical and cultural heritage and contribute to fostering a sense of national identity,
dignity, and patriotism.

At present, under martial law in Ukraine, the problem of preserving historical and cultural
heritage is particularly urgent. The current level of scientific development enables, through
digitization, the full recording of the informational state of an object at a given moment in digital
form, thereby significantly increasing the likelihood of its preservation and protection from
potential threats posed by adverse factors.

The history of preserving audio information begins with early mechanical devices and
extends to modern digital systems. A major breakthrough in the history of sound recording is
associated with Emile Berliner’s invention of the gramophone in 1887, alongside the introduction
of phonogram recording technology, as well as effective disc pressing methods, which enabled the
mass production and commercial distribution of audio recordings.

Repositories for sound recordings, manufactured or obtained through both state-funded and

private organizations, have existed since the 20th century. However, such storage systems were far
from ideal, as records required careful handling and maintenance. Additionally, the duplication of

discs created significant challenges.

At the end of the 20th century, specialists from the Department of Music Collections at the
Vernadsky National Library of Ukraine participated in the digitization of the ‘Bach Archive’.
Being unloaded in crates directly into the corridor of the conservatoire, this archive had been taken
as a war trophy to Kyiv by Soviet soldiers in 1945.

According to eyewitness accounts, access to the archive’s contents remained open for a
considerable time, until an (unknown) authority decided to relocate the materials to a more secure
and appropriate storage location. As a result, unique manuscripts of certain works by Johann
Sebastian Bach, along with those of his contemporaries, were transferred to the Archive of
Musical Art within the Historical and Cultural Reserve of the Kyiv Pechersk Lavra.

As the 21st century approached, awareness of the archive’s unique significance remained
limited — fragile, antique, unusually textured paper, illegible musical notation written in keys
unfamiliar to modern musicians, and the general impracticability of text interpretation saved the
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collection from looting, as these seemingly mere relics attracted little attention. The author of the
article was tasked with examining the archive and providing an expert assessment. Even a
preliminary review revealed that it was likely authentic and of considerable historical and cultural
value. It was subsequently discovered that historians and musicians from America and Europe had
been long searching for the archive.

Later, the archive identification was performed by German scholars specializing in Bach
studies. At the highest state level, an agreement was reached to return the archive to its historical
homeland, while Ukraine retained its digitized version, jointly processed by German and
Ukrainian specialists and made accessible to interested audiences.

With the development of digital technologies in Ukraine, the range of digitized materials
has expanded significantly. Considerable interest has been attracted to the collection of musical
scores from the Razumovsky Library, which contains sheet music, manuscripts, and rare editions
that were published only once in the 19th century and never reissued, all of which represent
substantial cultural value. Many performing musicians have expressed interest in this collection,
and the works that constitute a significant part of it have begun to be performed in concerts and
incorporated into educational programs. Besides, music theorists and historians have also
demonstrated interest, and the library of sheet music has become the subject of academic research.

In 2024, specialists of the Department of Music Collections of the Vernadsky National
Library of Ukraine participated in the preparation of proposals for a project on the digitization of
printed materials and manuscripts from various departments of the library, aimed at creating
preservation copies of the collections. It was approved by a joint group of German enterprises and
organizations, including the Ukraine Art Aid Centre (UAAC), funded by the Federal Foreign
Office in Berlin in cooperation with the German — Ukrainian Society (DUG) and SCHLIEN &
Friends GmbH; the Répertoire International des Sources Musicales (RISM); the Saxon State and
University Library Dresden (SLUB Dresden); the Gesellschaft fiir Musikforschung (GfM);
Heidelberg University; and the Berlin State Library — Prussian Cultural Heritage Foundation.

The German side assumed responsibility for funding the equipment required for the
digitization of copies from the shellac disc collections. The project for digitizing and restoring the
audio recordings from this collection was implemented in 2025 in cooperation with the Institute
for Information Recording of the National Academy of Sciences of Ukraine and the Department of
Music Collections of the Vernadsky National Library of Ukraine.

The gramophone records stored in the Department of Music Collections of the Vernadsky
National Library of Ukraine number approximately 2,300 items, dating from 1902 to the 1950s.
They constitute part of the historical and cultural heritage of the country and serve as a direct
source of information for the study of musical tastes, particularly among the citizens of Kyiv,
during the period corresponding to the production and early collection of these recordings. The
collection includes recordings made without microphones using the acoustic method, as well as
those from a later period produced using electro-mechanical recording techniques with
microphones. From this collection of gramophone records, 500 shellac discs were selected for
digitization.

Collectable records from the early period of sound recording, like early printed materials
(incunabula, palaeotypes), are regarded by librarians, archivists, and museum professionals as rare
and valuable artifacts, simply by virtue of the period in which they were produced. The value of
rare and unique printed paper editions depends on many factors, one of the most important being
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the number of surviving copies. The rarity and uniqueness of sound recordings, however, depend
not only on the number of surviving carriers but also on the preservation of the recordings
themselves.

Having studied the results of empirical observations conducted by custodians of shellac
gramophone records at the Vernadsky National Library of Ukraine over nearly the past 100 years,
it has been confirmed that each subsequent playback of these records contributes to their
deterioration, given the fragility of the material from which they are made. This conclusion is
supported by precise measurements of the physical parameters of the information carriers with
various sound-measuring equipment, as well as the properties of the reconstructed audio produced
with a wide range of technical equipment. Having considered these research findings, both
scholars and practitioners in this field have concluded that the digitization of rare cultural assets,
both audio and manuscripts, and the creation of preservation copies make it possible to optimize
and improve access to musical heritage, while ensuring its safeguarding in the event of damage to
or loss of the original materials.

Keywords: digitization of sound recordings, musical manuscripts, rare materials, digital
formats, musical cultural heritage

In aceastd publicatic sunt analizate materiale ale patrimoniului cultural al Ucrainei si al
Europei, care prezinta o valoare culturala si istoricd deosebita si pentru conservarea carora a fost
aplicatd metoda digitizarii. Actualitatea temei corespunde strategiei mondiale contemporane
privind conservarea patrimoniului istorico-cultural si asigurarea accesului la informatie prin
digitizarea originalelor pe suport analogic. In Ucraina, ca si in alte state, incepand cu inceputul
secolului XXI, au loc schimbari semnificative in practica si in obiectivele actuale ale institutiilor
responsabile de conservarea patrimoniului istorico-cultural. Aceste transformari sunt determinate
si, In acelasi timp, impuse de o serie de factori. Printre cei mai importanti se numara dezvoltarea
tehnologiilor informationale, utilizarea tot mai intensd a realizdrilor stiintifice si constientizarea
vulnerabilitatii monumentelor de culturda in fata rdzboaielor, a catastrofelor naturale si a celor
provocate de activitatea umana. Una dintre cele mai importante misiuni ale bibliotecilor, arhivelor,
fonotecilor si muzeelor este, in prezent, conservarea documentelor de patrimoniu cultural, care
constituie o parte esentiald a patrimoniului istorico-cultural al tarii si contribuie la consolidarea
identitatii nationale, a demnitatii si a patriotismului.

In prezent, in conditiile stirii de rizboi din Ucraina, problema conservirii patrimoniului
istorico-cultural a devenit deosebit de acuta. Nivelul actual al dezvoltarii stiintei permite ca, prin
digitizare, starea informationald a unui obiect sa fie fixata integral in format digital, ceea ce ofera
garantii sporite privind conservarea acestuia si protectia impotriva eventualelor efecte ale
factorilor distructivi.

Istoria conservarii informatiei sonore incepe odata cu primele dispozitive mecanice si
continud pand la sistemele digitale moderne. Un moment de cotiturd in istoria inregistrarii
sunetului 1-a constituit inventarea gramofonului de catre Emile Berliner in anul 1887 si
introducerea tehnologiei de inregistrare a fonogramelor, precum si a metodelor eficiente de presare
a discurilor, fapt care a facut posibila producerea in serie si distribuirea comerciala a inregistrarilor
sonore.

Colectiile destinate pastrarii Inregistrarilor sonore, create sau detinute de institutii publice
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si private, exista incd din secolul XX. Totusi, aceastda modalitate de conservare nu era una perfecta,
deoarece discurile necesitau permanent conditii speciale de intretinere si manipulare. Dificultati
apdreau si in procesul copierii acestora.

La sfarsitul secolului XX, colaboratorii Departamentului Fondurilor Muzicale al Bibliotecii
Nationale ,,V.I. Vernadskyi” a Ucrainei au participat la digitizarea asa-numitei ,,Arhive Bach”,
care fusese transportata la Kiev in anul 1945 de catre militarii armatei sovietice ca trofeu de razboi
si descarcata 1n 1azi chiar pe coridorul conservatorului. Mult timp, potrivit marturiilor persoanelor
care au asistat la acest eveniment fara precedent, accesul la continutul arhivei a fost practic liber,
pana cand s-a decis (nu se cunoaste de catre cine) transferarea documentelor intr-un spatiu mai
adecvat pentru pastrare. Astfel, manuscrisele unice ale unor lucrari de Johann Sebastian Bach,
precum si, in principal, ale contemporanilor sdi, au ajuns in Arhiva de Artd Muzicald a Rezervatiei
Istorico-Culturale Lavra Pecerska din Kiev.

Se apropia inceputul secolului XXI. Importanta exceptionald a materialelor unice pastrate
in aceastd arhivd nu era Incd pe deplin constientizata. Hartia veche si deterioratd, cu o texturd
neobisnuitd, manuscrisele muzicale greu lizibile, redactate in chei necunoscute muzicienilor
contemporani, precum $i imposibilitatea descifrdrii textelor au facut ca arhiva sa fie, in mod
paradoxal, feritd de distrugere, intrucat aceastd ,,vechiturd” nu suscita un interes deosebit.
Autorului prezentei publicatii i-a fost incredintata sarcina de a examina arhiva si de a formula o
expertizd. Chiar si o analizd sumara a demonstrat cd arhiva era, cel mai probabil, autentica si
reprezenta un patrimoniu de o valoare istorica si culturald exceptionald. Ulterior, s-a constatat ca
aceasta era de mult timp cautatd de istorici si muzicologi din Statele Unite ale Americii si din
numeroase tari europene.

Ulterior, identificarea arhivei a fost realizatd de cercetdtori germani specializati in studiile
bachiene (,,bachisti”). La nivelul autoritatilor de stat a fost incheiat un acord privind restituirea
Arhivei in locul sdu de origine, iar Ucraina a pastrat patrimoniul digitizat, realizat In comun de
specialisti germani si ucraineni si pus la dispozitia tuturor celor interesati.

Odata cu dezvoltarea tehnologiilor digitale in Ucraina, s-a extins considerabil gama
materialelor digitizate. Un interes deosebit a suscitat colectia de partituri a Bibliotecii
Razumovski, care cuprinde manuscrise muzicale, editii rare publicate o singura data in secolul al
XIX-lea si care nu au mai fost reeditate ulterior, reprezentand valori culturale de o importanta
exceptionald. Numerosi interpreti si-au manifestat interesul fatd de aceastd colectie, iar multe
dintre lucrarile pe care aceasta le contine au fost incluse in programele de concert si In procesul de
invatamant. Totodatd, colectia a atras atentia muzicologilor si istoricilor muzicii, materialele
muzicale devenind obiectul unor cercetari stiintifice.

In anul 2024, colaboratorii Departamentului Fondurilor Muzicale al Bibliotecii Nationale a
Ucrainei V.1 Vernadskyi au participat la elaborarea propunerilor pentru un proiect de digitizare a
documentelor tiparite si manuscrise din diferite departamente ale bibliotecii, in vederea realizarii
copiilor de sigurantd ale colectiilor. Proiectul a fost aprobat de un consortiu format din institutii si
organizatii germane.

Printre partenerii proiectului se numard: Ukraine Art Aid Center (UAAC), finantat de
Ministerul Federal al Afacerilor Externe al Germaniei (Auswirtiges Amt Berlin), in colaborare cu
Societatea Germano-Ucraineana (Deutsch-Ukrainische Gesellschaft — DUG) si SCHLIEN &
Friends GmbH; Repertoire International des Sources Musicales (RISM); Biblioteca de Stat si
Universitara Saxond din Dresda (Sédchsische Landesbibliothek — Staats — und
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Universitétsbibliothek Dresden — SLUB Dresden); Societatea pentru Cercetare Muzicala
(Gesellschaft fiir Musikforschung — GfM); Universitatea din Heidelberg (Universitit Heidelberg);
precum si Biblioteca de Stat din Berlin — Fundatia Patrimoniului Cultural Prusac
(Staatsbibliothek zu Berlin — PreuBlischer Kulturbesitz).

Partea germand si-a asumat finantarea echipamentelor necesare digitizarii copiilor din
colectiile de discuri din selac. Proiectul de digitizare si restaurare a fonogramelor din aceastad
colectie a fost implementat in anul 2025, in colaborare cu Institutul pentru Problemele Restaurarii
Informatiei al Academiei Nationale de Stiinte a Ucrainei si Departamentul Fondurilor al
Bibliotecii Nationale a Ucrainei V.1. Vernadskyi.

Colectia de discuri de gramofon pastratda in Departamentul Fondurilor Muzicale al
Bibliotecii Nationale a Ucrainei V. I. Vernadskyi numara aproximativ 2.300 de unitati de pastrare,
datand din perioada 1902 — anii 1950. Aceasta constituie o parte valoroasd a patrimoniului
istorico-cultural al Ucrainei si reprezintd o sursa documentard de primd importantd pentru
cercetarea gusturilor muzicale ale populatiei, In special ale locuitorilor orasului Kiev, din perioada
in care aceste inregistrari au fost realizate si au inceput sa fie colectionate. Colectia cuprinde atat
inregistrari realizate prin metoda acustica, fard utilizarea microfonului, cat si discuri apartindnd
etapei urmatoare a Inregistrarii sonore, efectuate prin procedeul electromecanic cu ajutorul
microfoanelor.

Din fondul de discuri de gramofon au fost selectate 500 de discuri din selac pentru
digitizare. Discurile de colectie din perioada timpurie a inregistrarii sonore, asemenea publicatiilor
tiparite vechi (incunabule, paleotipuri), sunt considerate de bibliotecari, arhivisti si muzeografi
drept piese rare si de patrimoniu datorita vechimii lor. Valoarea editiilor de carte rare si unice pe
suport de hartie depinde de numerosi factori, insd unul dintre cei mai importanti este numarul
exemplarelor pdstrate pana in prezent. Caracterul de raritate si unicitatea Inregistrarilor sonore
depind, in mare masura, nu doar de numarul suporturilor conservate, ci si de gradul de pastrare a
fonogramelor propriu-zise.

Rezultatele observatiilor empirice efectuate de catre custodele colectiei de discuri din selac
a Bibliotecii Nationale a Ucrainei V.I. Vernadskyi pe parcursul ultimului secol au confirmat faptul
ca fiecare noua redare a acestor discuri contribuie la degradarea lor, avand in vedere fragilitatea
materialului din care sunt fabricate. Acest fapt este demonstrat prin metode precise de masurare a
parametrilor fizici ai suporturilor de informatie, prin utilizarea diverselor echipamente de analiza
acustica, precum si prin evaluarea caracteristicilor rezultatelor reproducerii sunetului cu ajutorul
diferitelor sisteme tehnice.

Pe baza analizei tuturor rezultatelor cercetarilor, specialistii si practicienii din acest
domeniu au ajuns la concluzia ca digitizarea bunurilor culturale de patrimoniu — atat sonore cat si
documentare — si realizarea copiilor de sigurantd permit optimizarea si imbunatatirea accesului la
patrimoniul muzical, precum si asigurarea conservarii acestuia In cazul deteriordrii sau pierderii
documentelor originale.

Cuvinte-cheie: digitizarea inregistrarilor sonore, digitizarea manuscriselor muzicale,
materiale de patrimoniu, formate digitale, patrimoniu cultural muzical
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Articolul propus investigheaza locul si rolul creatiei lui Vasile Zagorschi in repertoriul
contemporan al Capelei Corale Academice Doina, cu focalizare asupra cantatei vocal-simfonice
Cine scutura roua. Demersul se bazeazd pe analiza concertului aniversar din 3 martie 2026,
realizat in colaborare cu Orchestra Simfonicd a Filarmonicii Nationale Serghei Lunchevici,
precum si pe un corpus de marturii, reflectii i evaludri critice formulate de interpreti si
personalitati notorii ale vietii muzicale din Republica Moldova — Ilona Stepan, Mihai Agafita,
Snejana Pislari, Constantin Rusnac, Ana Simbariov.

Analiza evidentiaza caracterul paradigmatic al lucrarii in contextul creatiei vocal-simfonice
nationale ca unul dintre cele mai reprezentative opusuri ale repertoriului autohton. Din perspectiva
stilistica, cantata este definitd prin sinteza dintre neofolclorism si neoclasicism, cu insertii de
gandire polifonica si eterofonica, ceea ce conferd discursului muzical profunzime expresiva si
complexitate timbrald. Actualitatea limbajului muzical zagorschian constd in integrarea organica
in contextul european contemporan, in special prin dimensiunea neoromanticd a expresiei.
Totodata, se contureaza ideea ,,reactualizarii” operei prin actul interpretativ, fiecare generatie de

17 E-mail: nataliacons1290@gmail.com
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interpreti contribuind la resemantizarea discursului muzical si la revelarea unor noi niveluri de
sens.

Marturiile subliniaza rolul esential al Capelei Corale Doina 1n valorificarea si perpetuarea
patrimoniului componistic national, evidentiind totodatd maturizarea interpretativa a colectivului
ca factor determinant in redarea plenitudinii expresive a lucrarii. Se remarcd ideea sincronizarii
istorice dintre complexitatea creatiei si nivelul actual al culturii interpretative, ceea ce confirma
,venirea timpului” acestei muzici.

In concluzie, cantata Cine scuturd roua este interpretati ca o operd deschisa,
polisemanticd, a carei vitalitate artisticd este sustinutd de dinamica practicii interpretative
contemporane a Doinei. Studiul demonstreazd cd creatia lui Zagorschi depaseste statutul de
patrimoniu istoric, afirmandu-se ca un reper activ in definirea identitdtii muzicale nationale si in
dialogul acesteia cu spatiul cultural european.

Cuvinte-cheie: cantata ,,Cine scutura roua”, Capela Corala Academica ,,Doina”, concert
aniversa,r muzica corala, Vasile Zagorschi

The proposed paper investigates the place and role of the creation of Vasile Zagorschi
within the contemporary repertoire of the Academic Choral Chapel Doina with a particular focus
on the vocal-symphonic cantata Cine scutura roua. The study is based on the analysis of the
anniversary concert held on March 3, 2026, in collaboration with the Symphony Orchestra of the
National Philharmonic Serghei Lunchevici, as well as on a corpus of testimonies, reflections, and
critical assessments formulated by performers and prominent figures of the musical life of the
Republic of Moldova, including Ilona Stepan, Mihai Agafita, Snejana Pislari, Constantin Rusnac,
and Ana Simbariov.

The analysis highlights the paradigmatic character of the work within the national vocal-
symphonic repertoire, positioning it as one of the most representative compositions of Moldovan
musical culture. From a stylistic perspective, the cantata is defined by a synthesis of neofolklorism
and neoclassicism, enriched by polyphonic and heterophonic writing techniques that contribute to
its expressive depth and timbre complexity. The relevance of Zagorschi’s musical language is
emphasized through its organic integration into the contemporary European context, particularly
through its neo-romantic expressive dimension.

At the same time, the study outlines the concept of the ‘“re-actualization” of the work
through performance practice, where each generation of performers contributes to the re-
semanticization of the musical discourse and to the revelation of new layers of meaning. The
collected testimonies underline the essential role of the Academic Choral Chapel Doina in the
preservation and promotion of the national compositional heritage, while also emphasizing the
ensemble’s interpretative maturity as a decisive factor in rendering the full expressive potential of
the work.

The idea of a historical synchronization between the complexity of the composition and the
current level of interpretative culture is particularly significant, confirming the notion that the time
of this music has fully arrived.

In conclusion, the cantata Cine scutura roua is interpreted as an open, polysemantic work
whose artistic vitality is sustained by the dynamics of contemporary performance practice. The
study demonstrates that Zagorschi’s creation transcends its status as historical heritage, asserting
itself as an active reference point in shaping national musical identity and in fostering its dialogue
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with the European cultural space.
Keywords: the cantata , Cine scutura roua” , the Academic Choral Chapel “Doina”,
anniversary concert, choral music, Vasile Zagorschi
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Hanpasnenne munumanusma, nosisusiieecs B CIIIA B 1950-1960-e roabl u oxBaTuBIiee
pasHble BHJBl HCKYCCTBA, BBICTYNWJIO KaK 3aKOHOMEpHas pEaklus Ha IMepeyCI0XHEHHOCTb
BTOpOro aBaHrapja. CyiHocTHble ycTaHOBKHM Minimal art oTpa3ui 3HaMEHUTBIN J€BU3 «MEHbIIIE
— 3Ha4YUT OOJIBIIE», MPOBO3INIALICHHBIH HEMELKUM apXUTEKTOpoM-MozaepHucToM JI.M. BaH aep
Po3. B My3bike, Bcien 3a 3TalioM OTKPBITHS W OCBOCHMS HOBBIX INPHEMOB MHUHHMMaIM3Ma
(pa3oBoro cnBura, aagUIMM, NETIH), HACTYNWI TMEPHOJ CHUHTE3a C JPYTUMH CTUJIEBBIMU
TEHACHUUAMU M TexHukamu. Haumnag ¢ 1980-x romoB M mo Hacrosimiee BpeMsl NPaBOMEPHO
TOBOPUTh O IOCTMUHUMAIU3ME, KOTOpPbIM MpOKJIaablBaeT IyTH B3aUMOJEHCTBHA C
HEO(OJIBKIIOPU3MOM, HEOPOMAHTH3MOM U «HOBOH IMPOCTOTON», 3THO/KA30M. 3a KaXKyIIUMCS
OrpaHUYEHHEM HEpEAKO KpOHTCS IiIyOokHue (QuiIocopCKUe KOHLEMIUH, OTBEYAIOUIHE B LIEIOM
ACTETUYECKOM YCTaHOBKE IPOILE — 3HAUUT CIIOKHEEY.

B tBOpuectBe CHexanbl IIsicnaps 2000-2020 romoB 0OHapYyKUBAETCS MHOXKECTBO TOUYEK
COIIPUKOCHOBEHHUSI C 3CTETHMKOW NOCTMHHUManu3Ma. KoMno3suTop omnupaercs B TOM WM HMHOU
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CTETIEHM Ha NPUHIUI PEIyKIHMH MY3bIKaIbHOTO MaTepuasia B IIEJIOM psieé COYMHEHHH,
MIPEACTABIISASA KaXABIA Pa3 HOBbIE I'PAaHM €ro peanusauud. IIopoil naHHBINA IPUHIUI OXBATHIBACT
JUIIb OMpEACTICHHBIM pa3/iell COYMHEHHs], COSAMHSACTCS C AJIEMEHTaMHU JIPYTHX TEXHUK. 3/1eCh
BBISIBJISIOTCS. HECKOJIBKO Pa3HOBUHOCTEN MOCTMUHUMANIN3MA: 1) CEHTUMEHTaNbHBIN — Malinconia
Ui compaHo, To0os wu  Qopremmano (2025), Shibui s anmcamOns et  (2025);
2) skcnpeccuBHbIt — 5 Brodsky Verserts (2022), Remove the springs njii MHCTPYMEHTAJIBLHOTO
ancam6iist (2025); 3) apxanueckuii — Batuta nnst ancamO1st CakcOOHOB, a TAKXKE €€ TIEPEIIOKEHHIE
s opkectpa (2011), Vanatoreasca nns ¢arora u doprenmano (2005) u apxamdecku-
akcripeccuBHbIl — Cine merge tot pe drum nns ¢ueltsl, BUOpadoHa, CKPUIIKA ¥ BHOJIOHYCITH
(2008); 4) opuentanmbHblii — Prince of Moldavia nns cumdonndeckoro opkectpa (2014); 5)
ATHOJIKA30BbIN — Pravo horo nns ¢poprenuano B 4 pyku (2014) u Smart-colind nnst cMenianHoro
xopa a cappella (2025). Texauka agauinuu U3 apceHala MUHUMAJIM3Ma U 3JIEMEHThHI KpUNTO(QOHUM
UCIOJIB3YIOTCSL TaK)Ke B COUMHEHMU [ make mistakes as mistakes make me njisa KiapHeTa coJio
(2025). Kaxnmoe mnpousBeneHUE JIEMOHCTPUPYET HHIUBUAYaJIbHBIM MOAXOJ K MPUMEHEHHUIO
COOTBETCTBYIOIIIEH TEXHWKH W  BBICTPaWBaeT SPKYK  XYJIOKECTBEHHYI  KOHIICTIIHIO,
JEMOHCTPHPYIOYI0 OPUTHHAIBHBINA 3aMBICENT KOMITO3UTOPA.

Knroueevie cnoea: nocmmunumanusm, meopuecmeo Creorcanvl HblCJlapb, cuHmes
MURUMATUIMA U H60¢0Jlbl<710pu3ﬂ/la, CEHMUMEHMANbHBIL NOCMMUHUMATIUIM

Directia minimalismului, aparuta in SUA in anii 1950-1960 si care a cuprins diverse forme
de arta, s-a manifestat ca o reactie fireasca la supracomplexitatea celui de-al doilea avangardism.
Principiile esentiale ale Minimal art au fost reflectate in celebrul deviz ,,mai putin Tnseamna mai
mult”, proclamat de arhitectul modernist german L.M. van der Rohe. In muzici, dupi etapa
descoperirii si explorarii noilor tehnici ale minimalismului (deplasarea de faza, aditia, bucla), a
urmat o perioada de sinteza cu alte tendinte stilistice si tehnici. Incepand cu anii 1980 si pana in
prezent, este justificat s vorbim despre postminimalism, care deschide cdi de interactiune cu
neofolclorismul, neoromantismul si ,,noua simplitate”, precum si cu etnojazzul. In spatele limitirii
aparente se ascund adesea conceptii filozofice profunde, care corespund, in ansamblu, principiului
estetic ,,mai simplu inseamna mai complex”.

In creatia Snejanei Pislari din anii 2000-2020 se descopera numeroase puncte de contact cu
estetica postminimalismului. Compozitoarea se bazeaza, intr-o masura mai mare sau mai mica, pe
principiul reducerii materialului muzical intr-o serie de lucrari, prezentand de fiecare data noi
fatete ale realizarii acestuia. Uneori acest principiu cuprinde doar o anumita sectiune a lucrarii si
se combina cu elemente ale altor tehnici. Se evidentiaza aici mai multe tipuri de postminimalism:

1) sentimental — Malinconia pentru soprana, oboi si pian (2025), Shibui pentru ansamblu de
flauturi (2025); 2) expresiv — 5 Brodsky Verserts (2022), Remove the springs pentru ansamblu
instrumental (2025); 3) arhaic — Batuta pentru ansamblu de saxofone, precum si versiunea sa
pentru orchestra (2011), Vanatoreasca pentru fagot si pian (2005) si arhaic-expresiv — Cine merge

tot pe drum pentru flaut, vibrafon, vioard si violoncel (2008); 4) oriental — Prince of Moldavia
pentru orchestra simfonica (2014); 5) etnojazz — Pravo horo pentru pian la patru maini (2014) si
Smart-colind pentru cor mixt a cappella (2025). Tehnica aditiei din arsenalul minimalismului si
elemente de criptofonie sunt utilizate, de asemenea, in lucrarea I make mistakes as mistakes make

me pentru clarinet solo (2025). Fiecare lucrare demonstreaza o abordare individuala in utilizarea
tehnicii respective si construieste un concept artistic expresiv, evidentiind conceptia originala a
compozitoarei.

57



Cuvinte-cheie: postminimalism, creatia Snejanei Pislari, sinteza minimalismului si
neofolclorismului, postminimalism sentimental

The direction of minimalism, which emerged in the United States in the 1950s—1960s and
encompassed various forms of art, appeared as a natural reaction to the excessive complexity of
the second avant-garde. The essential principles of Minimal art were reflected in the famous motto
“less is more,” proclaimed by the German modernist architect L.M. van der Rohe. In music,
following the stage of discovering and mastering new minimalist techniques (phase shifting,
addition, looping), a period of synthesis with other stylistic trends and techniques began. From the
1980s to the present, it is appropriate to speak of post-minimalism, which opens paths for
interaction with neo-folklorism, neo-romanticism, the “new simplicity,” and ethno-jazz. Behind
the apparent limitation there often lie deep philosophical concepts that correspond, overall, to the
aesthetic principle “simpler means more complex.”

In the works of Snejana Pislari from 2000 to 2020, numerous points of contact with the
aesthetics of post-minimalism can be observed. The composer relies, to varying degrees, on the
principle of reduction of musical material in a number of compositions, each time presenting new
facets of its realization. At times, this principle encompasses only a specific section of a work and
is combined with elements of other techniques. Several types of post-minimalism can be identified
here: 1) sentimental — Malinconia for soprano, oboe, and piano (2025), Shibui for flute ensemble
(2025); 2) expressive — 5 Brodsky Verserts (2022), Remove the springs for instrumental ensemble
(2025); 3) archaic v Batuta for saxophone ensemble, as well as its orchestral version (2011),
Vanatoreasca for bassoon and piano (2005), and archaic-expressive — Cine merge tot pe drum for
flute, vibraphone, violin, and cello (2008); 4) oriental — Prince of Moldavia for symphony
orchestra (2014); 5) ethno-jazz — Pravo horo for piano four hands (2014) and Smart-colind for
mixed a cappella choir (2025). The technique of addition from the arsenal of minimalism, as well
as elements of cryptophony, are also used in the work I Make Mistakes as Mistakes Make Me for
solo clarinet (2025). Each composition demonstrates an individual approach to the use of the
respective technique and constructs a vivid artistic concept, revealing the composer’s original
intent.

Keywords: post-minimalism, the work of Snejana Pislari, synthesis of minimalism and neo-
folklorism, sentimental post-minimalism

TOOLS FOR CREATING A PERSONAL BRAND FOR
ART EDUCATION PROFESSIONALS
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In today’s climate of digitalisation and growing competition in the field of arts education, a
professional’s personal brand has become a vital tool for professional fulfilment and engaging
with their audience. This article examines the key tools and mechanisms for building the personal
brand of an artist-educator, including the use of social media, the creation of original content, the
development of a visual identity, public speaking, and participation in professional communities.
Particular attention is paid to the role of digital platforms in promoting creative achievements and
establishing effective dialogue with students. This paper analyses self-presentation strategies that
help to raise a professional’s profile and build trust in their professional work. The findings of this
study may be of use to teachers of arts subjects, students and anyone seeking to develop their own
brand within the cultural and educational sphere.

Building a personal brand is a focused process that requires the use of specific techniques
and tools. For arts education professionals, this toolkit has its own specific characteristics, given
the dual nature of their work — artistic and pedagogical.

The first step is to define the brand strategy. This involves clarifying the key elements,
namely: who is the target audience (students, employers, colleagues, funders)?

The portfolio is the key tool for professionals in the arts sector. However, for an arts
education professional, it should demonstrate not only artistic work but also pedagogical expertise
and philosophy. This may include examples of student work (with permission), curriculum
development, teaching materials, video recordings of lessons or masterclasses, and feedback from
students or colleagues. It is important to take a careful approach to choosing the content, the
platform on which to publish it (a personal website, specialist platforms such as Behance) and the
quality of the presentation. A portfolio should be tailored to specific objectives (for example,
looking for a teaching job or applying for an artist residency).

That said, a portfolio should be viewed not merely as a showcase of achievements, but as a
powerful narrative tool. Since effective branding relies heavily on storytelling and communicating
value, a portfolio can serve as a platform for telling a professional’s story. Simply compiling a list
of assignments or study plans may not be enough. Instead, a conscious selection and organisation
of materials, supplemented by context, reflections, the articulation of a pedagogical philosophy,
and descriptions of projects and their outcomes (such as case studies of student success), can
transform a portfolio from a passive showcase into a dynamic branding tool.

This approach allows you not only to show what a professional does, but also why and
how, revealing their values, approach and uniqueness. Future professionals should be advised to
curate their portfolios with precisely this narrative aim in mind, creating a cohesive story that
aligns with their desired brand.

Keywords: personal brand, arts education, portfolio, professional reputation,

59



communication, digital platforms

In contextul actual al digitalizarii si al intensificarii concurentei in domeniul educatiei
artistice, brandul personal al unui profesionist a devenit un instrument esential pentru afirmarea
profesionald si pentru interactiunea cu publicul sdu. Acest articol examineazd principalele
instrumente si mecanisme de construire a brandului personal al artistului-pedagog, inclusiv
utilizarea retelelor sociale, crearea de continut original, dezvoltarea unei identititi vizuale,
participarea la evenimente publice si implicarea In comunitati profesionale. O atentie deosebitd
este acordatd rolului platformelor digitale in promovarea realizarilor creative si in stabilirea unui
dialog eficient cu studentii. Lucrarea analizeazd strategiile de autoprezentare care contribuie la
consolidarea vizibilitatii profesionale si la cresterea increderii In activitatea specialistului.
Rezultatele acestui studiu pot fi utile cadrelor didactice din domeniul artelor, studentilor si tuturor
celor care doresc sa 1si dezvolte propriul brand in sfera culturala si educationala.

Construirea unui brand personal reprezintd un proces orientat si sistematic, care presupune
utilizarea unor tehnici si instrumente specifice. Pentru profesionistii din domeniul educatiei
artistice, acest set de instrumente are particularitati proprii, determinate de natura duald a activitatii
lor — artisticd si pedagogica.

Primul pas constd in definirea strategiei de brand. Aceasta presupune clarificarea
elementelor-cheie, si anume: cine este publicul-tintd (studenti, angajatori, colegi, finantatori)?

Portofoliul reprezintd principalul instrument al profesionistilor din domeniul artistic.
Totusi, pentru un specialist In educatia artisticd, acesta trebuie sa reflecte nu doar activitatea
artistica, ci si competentele si filosofia pedagogica. Portofoliul poate include exemple de lucrari
ale studentilor (cu acordul acestora), programe curriculare elaborate, materiale didactice,
inregistrari video ale lectiilor sau masterclass-urilor, precum si feedback din partea studentilor sau
a colegilor. Este importantd selectarea atenta a continutului, alegerea platformei de publicare (site
personal sau platforme specializate, precum Behance) si asigurarea unei prezentari de inalta
calitate. Portofoliul trebuie adaptat obiectivelor specifice (de exemplu, obtinerea unui post didactic
sau aplicarea pentru o rezidenta artistica).

Totodata, portofoliul nu trebuie privit doar ca o simpla prezentare a realizarilor, ci si ca un
instrument puternic de construire a unei naratiuni profesionale. Deoarece brandingul eficient se
bazeaza In mare masura pe storytelling si pe comunicarea valorii profesionale, portofoliul poate
deveni o platformad prin care specialistul isi spune propria poveste. Simpla enumerare a
activitatilor desfisurate sau a planurilor de studiu nu este suficienta. In schimb, selectarea si
organizarea constientd a materialelor, completate de context, reflectii, formularea unei filozofii
pedagogice si descrierea proiectelor impreund cu rezultatele acestora (de exemplu, studii de caz
privind succesul studentilor), pot transforma portofoliul dintr-o colectie pasiva de realizari intr-un
instrument dinamic de branding personal.

Aceastd abordare permite nu doar prezentarea activitdtilor desfasurate de un profesionist, ci
si explicarea motivelor si a modului in care acestea sunt realizate, evidentiind valorile, abordarea
si unicitatea sa. Viitorii specialisti trebuie incurajati sd isi conceapa portofoliul avand in vedere
aceastd dimensiune narativa, construind o poveste coerentd, in concordanta cu brandul personal pe
care doresc sa 1l dezvolte.

Cuvinte-cheie: brand personal, educatie artistica, portofoliu, reputatie profesionald,
comunicare, platforme digitale
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Fundamentarea teoreticd a relatiei dintre cantul coral si dezvoltarea cognitiv-auditiva la
preadolescenti, au drept scop integrarea perspectivelor socioculturale, cognitive si
neuropsihologice asupra invitirii muzicale in context colectiv. In acest sens, cAntul coral va
fi conceptualizat, In baza teoriei socioculturale a lui Lev Vigotsky, ca mediu de mediere si co-
constructie a reprezentdrilor auditive, in care interactiunea, imitatia si reglarea reciproca faciliteaza
dezvoltarea functiilor psihice superioare implicate in gandirea muzicald. Se anticipeaza
valorificarea teoriei invatarii sociale formulate de Albert Bandura, pentru explicarea mecanismelor
de modelare auditivd sicomportamentald in cadrul ansamblului coral, unde elevii isi ajusteaza
permanent emisia vocald in raport cu modelul colectiv. Din perspectiva cognitiva, se prevede
integrarea teoriilor procesarii informatiei, care vor permite descrierea cantului coral ca proces
complex de codare, stocare si reactualizare a informatiei muzicale, implicdnd procese precum
memoria auditiva, atentia selective si anticiparea sonora.

In plan neurocognitive si al cognitiei muzicale, se anticipeazi valorificarea contributiilor
lui Aniruddh D. Patel privind sincronizarea si predictia auditiva, care vor sustine idea ca
participarea la Cantul coral dezvoltd capacitatea de anticipare si reglare temporald a sunetului.
Totodata, se prevede integrarea teoriei integrarii senzoriale, elaborate de A. Jean Ayres, pentru a
explica coordonarea Dintre componentele auditiva, kinestezica si respiratorie implicate in actul
vocal colectiv. In acest cadru teoretic, cercetarea va contribui la conceptualizarea cantului coral ca
sistem complex de dezvoltare cognitiv-auditiva, in care interactiunea dintre perceptie, actiune
vocald, sincronizare si feedback social conduce la formarea si consolidarea reprezentdrilor
muzical-auditive.

Cantul coral reprezintd un instrument pedagogic eficient pentru dezvoltarea calitdtilor
auditive la preadolescenti. Studiul evidentiazd modul in care exercitiile de intonatie, ritm si
armonie contribuie la perfectionarea perceptiei sonore si a discrimindrii nuantelor muzicale.
Participarea sistematicd la kepetitii si interpretarea partiturilor stimuleazd atentia auditiva,
memoria muzicald si recunoasterea structurilor armonice. Activitatea corald faciliteaza, de

21 E-mail: marina.caliga@usarb.md
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asemenea, coordonarea intre perceptia auditiva, expresia vocala si controlul respiratiei. Rezultatele
indicd faptul ca cantul coral nu numai cd dezvoltd competentele auditive, ci sustine si formarea
aptitudinilor cognitive si emotionale ale preadolescentilor.

Cuvintele-cheie: reprezentari cognitiv-auditive, dezvoltarea reprezentarilor auditive,
cantul coral la preadolescenti, cantul coral

The theoretical grounding of the relationship between choral singing and cognitive-
auditory development in preadolescents aims at integrating sociocultural, cognitive, and
neuropsychological perspectives on musical learning in a collective context. In this regard, choral
singing will be conceptualized, on the basis of the sociocultural theory of Lev Vygotsky, as a
mediating environment and a space for the co-construction of auditory representations, in which
interaction, imitation, and mutual regulation facilitate the development of higher psychological
functions involved in musical thinking. The valorization of the social learning theory formulated
by Albert Bandura is anticipated, in order to explain the mechanisms of auditory and behavioral
modeling within the choral ensemble, where students continuously adjust their vocal emission in
relation to the collective model. From a cognitive perspective, the integration of information
processing theories is envisaged, which will allow the description of choral singing as a complex
process of encoding, storage, and retrieval of musical information, involving processes such as
auditory memory, selective attention, and sound anticipation.

At the neurocognitive and music cognition level, the valorization of the contributions of
Aniruddh D. Patel regarding synchronization and auditory prediction is anticipated, supporting the
idea that participation in choral singing develops the capacity for anticipation and temporal
regulation of sound. At the same time, the integration of the sensory integration theory developed
by A. Jean Ayres is envisaged, in order to explain the coordination between the auditory,
kinesthetic, and respiratory components involved in the collective vocal act. Within this
theoretical framework, the research will contribute to the conceptualization of choral singing as a
complex system of cognitive-auditory development, in which the interaction between perception,
vocal action, synchronization, and social feedback leads to the formation and consolidation of
musical-auditory representations.

Choral singing represents an effective pedagogical tool for the development of auditory
qualities in preadolescents. The study highlights how intonation, rhythm, and harmony exercises
contribute to the refinement of sound perception and the discrimination of musical nuances.
Systematic participation in rehearsals and the performance of scores develops auditory attention,
musical memory, and the recognition of harmonic structures. Choral activity also facilitates the
coordination between auditory perception, vocal expression, and breath control. The results
indicate that choral singing not only develops auditory abilities, but also supports the formation of
cognitive and emotional abilities in preadolescents.

Keywords: auditory representations, the development of auditory representations, choral
singing in preadolescents, choral singing
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In creatia lui Gheorghe Mustea instrumentele populare sunt integrate intr-un discurs de
amploare simfonicd, avand o functie predominant dramaturgicd si simbolica. La Gh. Mustea
timbrul popular capatd o semnificatie extinsa, reprezentdnd adesea vocea spiritului national, a
istoriei si a memoriei colective. Instrumentele populare sunt valorificate in contexte simfonice,
vocal-simfonice, coral-instrumentale, unde sunt integrate intr-un ansamblu sonor complex.
Stilistica compozitorului se distinge prin monumentalitate, densitate armonica, caracter national,
intonatii folclorice, dramatism accentuat, constructie arhitectonica riguroasa. Astfel, la Gh. Mustea
instrumentul popular functioneaza aici ca element de simbolizare sonord, purtand valori semantice
profunde, cum ar fi apartenenta, identitate, suferinta, sperantd si continuitate istorica. Prin aceasta
abordare, compozitorul reuseste sd confere creatiilor sale o dimensiune filozofica si spirituala
ampla.

Lucrarea Monodie de Gheorghe Mustea se inscrie in categoria pieselor monodice moderne
pentru instrument solo, apartinand esteticii post-neoclasiciste cu elemente de expresionism si
arhaism modal. Titlul este esential pentru decodarea conceptiei componistice: termenul monodie
trimite atdt la monodia medievala (discurs unisonic) cat si la ideea de discurs interior solitar, de
confesiune sonora.

Genul piesei Monodie este unul liber, concertant, de tip poem instrumental, in care nu se
aplica tipare clasice fixe (sonatd, variatiuni etc.), ci se dezvoltd un flux dramaturgic continuu,
bazat pe transformarea permanentd a materialului intonational. Din punct de vedere stilistic,
lucrarea imbina arhaismul modal, expresivitatea rubato de tip recitativ, impulsul motoric de tip
toccata, tehnici moderne de articulare timbrala (pizzicato, flageolete, staccato percutant). Aceasta
sinteza stilisticd confera piesei un caracter meditativ-dramatic, cu puternicd Incarcatura
psihologica.

Forma lucrarii este liberd, de tip arcuit, cu caracter rapsodic, structuratd in mai multe
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episoade contrastante, unite prin transformarea motivicd continud. Pe baza partiturii, se pot
delimita urmatoarele compartimente: Introducere, rubato — caracter improvizatoric; Prima
sectiune, Allegro vivace — caracter motoric; Episodul central — caracter lirico-expresiv; Sectiunea
Presto — climax tehnic si energic; Coda — recapitulativ—transfiguratd. Forma este astfel una
dinamica, procesuald, tipicd gandirii componistice moderne, bazatd pe acumulare tensionatd si
rezolutie finala.

In Monodie tambalul este tratat ca instrument percutant, instrument liric cantabil.
Compozitorul exploateaza tremolo, pizzicato, flageolete, registre extreme, succesiuni rapide intre
grave si acute. Tambalul devine astfel ,,vocea” monologului interior, un substitut al discursului
uman, un instrument al dramatismului psihologic.

Intelegem ci Monodie de Gheorghe Mustea este o lucrare de mare importantd artistica,
care valorifica potentialul maxim al tambalului solo, integreaza limbajul modern intr-o conceptie
arhaica de tip monodic, creeaza o forma dramaturgica liberd, intens expresivd, exploateaza
contrastul dintre liric si motoric, transforma instrumentul intr-un adevdrat ,,personaj” al discursului
sonor. Lucrarea se impune ca una dintre cele mai complexe creatii moderne pentru tambal din
repertoriul academic est-european.

Cuvinte-cheie: Monodie, tambal, rol, dramaturgie, stilistica, gen

In the creation of Gheorghe Mustea, folk instruments are integrated into a discourse of
symphonic scope, having a predominantly dramaturgical and symbolic function. In Gh. Mustea’s
works, the folk timbre acquires an extended significance, often representing the voice of the
national spirit, history and collective memory. Folk instruments are exploited in symphonic,
vocal-symphonic, choral-instrumental contexts, where they are integrated into a complex sound
ensemble.

The composer's style is distinguished by monumentality, harmonic density, deep national,
folkloric intonations, accentuated drama, rigorous architectural construction. Thus, for Gh.
Mustea, the folk instrument functions here as an element of sound symbolization, carrying
profound semantic values such as belonging, identity, suffering, hope and historical continuity.
Through this approach, the composer manages to give his creations a broad philosophical and
spiritual dimension.

The work Monodie by Gheorghe Mustea falls into the category of modern monodic pieces
for solo instrument, belonging to the aesthetics of post-neoclassicism with elements of
expressionism and modal archaism. The title is essential for decoding the compositional
conception: the term monody refers both to medieval monody (unisonic speech) and to the idea of
solitary inner speech, of sound confession.

The genre of the piece Monodie is a free, concertant, instrumental poem type, in which
fixed classical patterns are not applied (sonata, variations, etc.), but a continuous dramaturgical
flow develops, based on the permanent transformation of the intonational material. From a
stylistic point of view, the work combines modal archaism, the expressiveness of recitative-type
rubato, the motor impulse of toccata, modern techniques of timbral articulation (pizzicato,
flageolet, percussive staccato). This stylistic synthesis gives the piece a meditative-dramatic
character, with a strong psychological charge.

The form of the work is free, of the arched type, with a rhapsodic character, structured in
several contrasting episodes, united by continuous motivic transformation. Based on the score, the
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following compartments can be delimited: Rubato Introduction — improvisational character; First
Allegro vivace section — motoric character; Lyrical-expressive central episode; Presto section —
technical and energetic climax and recapitulatory—transfigured Coda. The form is thus dynamic,
processual, typical of modern compositional thinking, based on tense accumulation and final
resolution.

In Monodie, the cymbal is treated as a resonant instrument, a percussive instrument, a
cantable lyrical instrument, an implicit polyphonic instrument. The composer exploits tremolo,
pizzicato, flageolets, extreme registers, rapid successions between the low and high. The cymbal
thus becomes the “voice” of the interior monologue, a substitute for human discourse, an
instrument of psychological drama.

We understand that Monodie by Gheorghe Mustea is a work of great artistic importance,
which capitalizes on the maximum potential of the solo dulcimer, integrates modern language into
an archaic monodic conception, creates a free, intensely expressive dramaturgical form, exploits
the contrast between the lyrical and the motoric, transforms the instrument into a true "character"
of the sound discourse. The work stands out as one of the most complex modern creations for
dulcimer in the European academic repertoire.

Keywords: Monodie, dulcimer, role, dramaturgy, stylistics, genre
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B crarbe nccnenmyrorcs Tpu eBpeiickux necHu M. PaBens mns romoca m Qoprenmano.
Ilepeas — Chanson hébraique — sBusercs uacTbio BokambHoro iukia Chants populaires,
obpaboranHomy M. PaBenem s romoca u ¢oprenuano B 1910 r. 1 yJoCTOEHHOMY HpeMHUHM Ha
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V xonkypce /foma nechu B MockBe. J|Be apyrue mecHu oOpa3yrT MUHU-IHMKI Deux mélodies
hébraiques, HanuCaHHbBIN 1O IPOChOE conpaHo A. AJIbBH.

ABTOp aHaAIM3HUPYET MOITUYECKUM TEKCT, CTPYKTYpYy BOKAJIBbHOM MEJIOJUH, €€ CBSI3b C
¢dopTenmaHHBIM  akkoMmaHeMeHToM. Oco0oe BHHMaHWe yaensercs mnpodneMam  (PakTypsl
dbopTenuaHHON MApPTHH, CIOCOOCTBYIOMIEH Oo0Jee TITyOOKOMY PACKPBITHIO XYI0KECTBEHHOTO
COJIepKaHusl.

IIpemiaraercss CpaBHUTENbHBIA aHAIU3 TPEX WHTEPIpPETAlMid Ha3BaHHBIX nieceH. [lepBbii
aHcaMmOJIb BKJIIOYAET UTAIBSIHCKYIO Mello-conpano Y. bapTonu 1 10)KHOKOPEWCKOro NuaHUCTa u
mapmwkepa M.X. Uona; Bropoii — Oenbruiickoro Oac-6aputona K. BaH Jlama W aMepHKaHCKOTO
nuanucta /1. bongywHa; Tpetmii — kaHanckoro omepHoro OaputoHa JIx. @uHIM ¢ OpUTaHCKUM
nuanuctoM JIx. Jlpeiikom. CpaBHeHHE MX MHTEpHpETalil BbIABISET OOTaTCTBO TBOPYECKUX
BO3MOXKHOCTEH BOKaJIbHOM My3bikn M. PaBens u 1gaeT 00OOCHOBAaHHOE TpEJCTaBIEHUE O
XYJI0’)KECTBEHHBIX HAMEPEHUSIX KOMIIO3UTOPA.

Knroueevie cnosa: xamepno-60KanbHuIl ancambOb, okanvuvil yuki, Mopuc Pasenw,
Gopmenuannasn napmus, Xy00HceCmMEeHHAs. UHMEPNPEMayusl

Articolul de fatd contine o schitd analiticd a trei cantece evreiesti ale lui Maurice Ravel
pentru voce si pian. Prima lucrare, Chanson hébraique, apartine ciclului vocal Cdantece populare,
aranjat de Maurice Ravel pentru voce si pian in 1910 si distins cu un premiu la a V-a editie a
Concursului International de Canto organizat de Casa Muzicii de la Moscova. Celelalte doua
cantece formeaza mini-ciclul Deux mélodies hébraiques, compus la cererea sopranei Alvina Alvi.

Autorul analizeaza textul poetic, structura melodiei vocale, legatura sa cu
acompaniamentul pianului. O atentie deosebitd este acordatd problemelor texturii pianului, care
contribuie la o dezvaluire mai profunda a continutului artistic. Se propune o analizd comparativa a
mai multor interpretari ale ciclului vocal numit. Printre aceste colaborari se numara mezzosoprana
italiand Cecilia Bartoli, alaturi de pianistul si dirijjorul sud-coreeanMyung Whun Chung; bas-
baritonul belgian José van Dam, in parteneriat artistic cu pianistul american Dalton Baldwin; si
baritonul de opera canadian Gerald Finley, acompaniat de pianistul britanic Julius Drake.

Printr-o examinare comparativd a interpretdrilor mentionate anterior ale ciclurilor vocale
inspirate din melodii populare se evidentiazd bogdtia posibilitatilor interpretative si se oferd o
perspectiva aprofundatd asupra intentiilor artistice ale compozitorului. Fiecare interpretare
reprezintd o declaratie artistica distincta, evidentiind atdt individualitatea interpretilor cat si
perspectiva lor interpretativa asupra muzicii lui Maurice Ravel.

Cuvinte-cheie: ansamblu vocal de camera, ciclu vocal, Maurice Ravel, partida pianului,
interpretare artistica

This article analyzes three Jewish songs for voice and piano by Maurice Ravel. The first
piece, Chanson hébraique, belongs to the vocal cycle Folk Songs, arranged by Maurice Ravel for
voice and piano in 1910 and awarded at the Fifth Song House Competition in Moscow. The
remaining two songs constitute the mini-cycle Deux mélodies hébraiques, composed at the request
of soprano Alvina Alvi.

The author examines the poetic text, the structure of the vocal melody, and its connection
with the piano accompaniment. Special attention is given to the issues of piano texture, which
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contribute to a deeper revelation of the artistic content. A comparative analysis of several
interpretations of the vocal cycle is proposed. These collaborations include the Italian mezzo-
soprano Cecilia Bartoli performing with South Korean pianist and conductor Myung Whun
Chung; the Belgian bass-baritone José van Dam in partnership with the American pianist Dalton
Baldwin; and the Canadian operatic baritone Gerald Finley accompanied by the British pianist
Julius Drake.

A comparative study of the aforementioned interpretations of vocal cycles based on folk
melodies reveals the richness of their interpretative possibilities and provides deeper insight into
the composer’s artistic intentions. Each interpretation represents a distinctive artistic statement,
revealing both the performers’ individuality and their interpretative insight into the music of
Maurice Ravel.

Keywords: vocal chamber ensemble, vocal cycle, Maurice Ravel, piano accompaniment
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Lucrarea de fatd isi propune sd evidentieze rolul repertoriului adecvat in initierea vocala a
copilului prin analiza unui studiu de caz centrat pe eleva A.B., in varstd de 5 ani, aflatd la
inceputul studiului individual de canto. Cercetarea urmareste modul in care selectia repertoriala
influenteaza dezvoltarea abilitdtilor vocale, a sigurantei interpretative si a relatiei copilului cu actul
cantului.

In perioada copiliriei vocea se afld intr-un proces continuu de dezvoltare, determinat de
maturizarea structurilor anatomice si de experientele muzicale timpurii. In acest context,
pedagogia vocala timpurie trebuie sd adopte o abordare adaptata particularitatilor fiziologice si
psihologice ale copilului, evitand aplicarea unor criterii specifice vocii adulte. Accentul este pus
pe dezvoltarea naturald a emisiei sonore, pe stabilitatea intonatiei si pe coordonarea dintre auz si
voce.

Studiul de caz analizat evidentiaza importanta relatiei dintre repertoriu si nivelul real de
dezvoltare al copilului. La etapa initiala a formarii vocale eleva a manifestat un auz muzical bine

24 E-mail: ioana_oty@yahoo.com
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dezvoltat si o acuratete intonationald corespunzitoare varstei, insd procesul de invitare a fost
influentat de factori emotionali, precum atasamentul fatd de mama si nevoia de siguranta afectiva.
Aceste aspecte au impus organizarea unui cadru didactic stabil si adaptat nevoilor copilului.

Un moment important in parcursul pedagogic a fost reprezentat de confruntarea cu un
repertoriu initial nepotrivit, care depasea nivelul de dezvoltare vocala si emotionala al elevei. Desi
in cadrul lectiilor interpretarea parea satisfacitoare, in context scenic au aparut dificultati
semnificative de intonatie, ritm si sigurantd interpretativa. Aceasta experienta a evidentiat faptul
ca reproducerea corecta in cadrul lectiilor nu garanteaza o interpretare stabild in situatii reale si a
subliniat necesitatea unei selectii repertoriale riguroase.

In acest context, alegerea cantecului Ceasul a reprezentat un moment de reorientare
pedagogica. Piesa s-a dovedit adecvatd nivelului de dezvoltare al copilului, atat din punct de
vedere textual cat si muzical. Textul valorifica teme apropiate universului copilariei, precum
organizarea activitatilor zilnice, utilizand procedee expresive accesibile, cum sunt personificarea si
onomatopeele, care faciliteaza intelegerea si memorarea.

Din punct de vedere muzical, cantecul este construit pe o linie melodicd predominant
treptatd, cu intervale mici, ceea ce permite mentinerea unei intonatii stabile. Structura formala
clard, bazata pe alternanta dintre strofe si refren, oferd puncte de sprijin interpretativ si contribuie
la consolidarea memoriei muzicale. Ritmul regulat si repetitiv sustine dezvoltarea simtului metric
si faciliteazd coordonarea dintre text si muzica.

Un element important al analizei il constituie ambitusul piesei, care, desi relativ extins
pentru aceastd varstd, este integrat Intr-o constructie melodica accesibila, bazatd pe miscare
treptatd. Nota acuta este atinsa fara a fi sustinuta, fiind urmata de revenirea in registrul mediu, ceea
ce permite o emisie vocald confortabild si evita solicitarea excesiva a aparatului fonator.

Din punct de vedere pedagogic, cantecul Ceasul s-a dovedit un instrument eficient in
dezvoltarea abilitdtilor vocale de baza. Studiul acestei piese a contribuit la imbunatatirea claritatii
dictiei, la stabilizarea intonatiei si la dezvoltarea sigurantei ritmice. In acelasi timp, caracterul
descriptiv al piesei a favorizat implicarea activa a copilului in interpretare si a stimulat exprimarea
naturala.

In cadrul procesului de invitare s-au observat progrese semnificative in ceea ce priveste
coordonarea dintre auz si voce, controlul respiratiei si calitatea emisiei sonore. De asemenea, s-a
remarcat o crestere a Increderii in actul interpretativ, copilul devenind mai sigur si mai relaxat in
timpul cantului.

Rezultatele studiului confirma faptul ca alegerea repertoriului reprezintd un factor esential in
initierea vocala a copilului. Un repertoriu adecvat nivelului de dezvoltare contribuie la formarea
unei tehnici vocale sinitoase si la dezvoltarea unei relatii pozitive cu actul cantului. In acelasi
timp, experienta analizatd evidentiazd importanta unei abordari pedagogice flexibile, centrate pe
nevoile individuale ale copilului si pe evolutia sa graduala.

In concluzie, cantecul Ceasul poate fi considerat un suport pedagogic valoros in etapa de
initiere vocala, intrucat imbind accesibilitatea muzicala cu valoarea educativa si expresiva. Studiul
de caz analizat demonstreaza ca succesul procesului de formare vocala timpurie depinde in mod
decisiv de adecvarea repertoriului si de capacitatea profesorului de a adapta demersul didactic la
particularitatile fiecarui copil.

Cuvinte-cheie: vocea copilului, initiere vocala, repertoriu vocal, studiu de caz, pedagogie
muzicala
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The present paper aims to highlight the role of appropriate repertoire in the vocal initiation
of the child through the analysis of a case study focused on the student A.B., a 5-year-old child at
the beginning of individual vocal training. The research examines how repertoire selection
influences the development of vocal skills, performance confidence, and the child’s relationship
with singing.

During childhood, the voice undergoes a continuous process of development, shaped by the
maturation of anatomical structures and early musical experiences. In this context, early vocal
pedagogy must adopt an approach adapted to the physiological and psychological characteristics
of the child, avoiding the application of criteria specific to the adult voice. The focus is placed on
the natural development of sound emission, intonation stability, and the coordination between
hearing and voice.

The analyzed case study highlights the importance of the relationship between the repertoire
and the child’s actual level of development. In the initial stage of vocal training, the student
demonstrated well-developed musical hearing and age-appropriate intonation accuracy; however,
the learning process was influenced by emotional factors such as attachment to the mother and the
need for emotional security. These aspects required the establishment of a stable and supportive
learning environment adapted to the child’s needs.

A significant moment in the pedagogical process was represented by the encounter with an
initially unsuitable repertoire that exceeded the student’s vocal and emotional development.
Although the performance appeared satisfactory during lessons, significant difficulties in
intonation, rhythm, and performance confidence emerged in a stage context. This experience
demonstrated that accurate reproduction during lessons does not guarantee stable performance in
real situations and emphasized the need for careful repertoire selection.

In this context, the choice of the song The Clock (Ceasul) represented a moment of
pedagogical reorientation. The piece proved to be appropriate for the child’s level of development,
both textually and musically. The lyrics address themes close to the child’s everyday experience,
such as daily routines, and make use of accessible expressive devices, including personification
and onomatopoeia, which facilitate understanding and memorization.

From a musical perspective, the song is constructed on a predominantly stepwise melodic
line, with small intervals that support stable intonation. Its clear formal structure, based on the
alternation between verses and refrain, provides interpretative reference points and contributes to
the consolidation of musical memory. The regular and repetitive rhythm supports the development
of a sense of meter and facilitates the coordination between text and music.

An important aspect of the analysis is the vocal range of the piece, which, although
relatively extended for this age, is integrated into an accessible melodic construction based on
stepwise motion. The highest note is reached without being sustained and is followed by a return
to the middle register, allowing for comfortable vocal production and avoiding excessive strain on
the vocal apparatus.

From a pedagogical perspective, the song The Clock proved to be an effective tool in
developing fundamental vocal skills. The study of this piece contributed to improving diction
clarity, stabilizing intonation, and developing rhythmic accuracy. At the same time, the descriptive
character of the song encouraged active engagement and supported natural expressive
development.

Throughout the learning process, significant progress was observed in the coordination
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between hearing and voice, breath control, and the quality of vocal production. Additionally, an
increase in performance confidence was noted, with the child becoming more secure and relaxed
during singing.

The results of the study confirm that repertoire selection is a key factor in the vocal
initiation of the child. An appropriate repertoire contributes to the development of healthy vocal
technique and fosters a positive relationship with singing. At the same time, the analyzed
experience highlights the importance of a flexible pedagogical approach centered on the individual
needs of the child and on gradual development.

In conclusion, the song The Clock can be considered a valuable pedagogical resource in
early vocal training, as it combines musical accessibility with educational and expressive value.
The analyzed case study demonstrates that the success of early vocal training depends largely on
the appropriateness of the repertoire and on the teacher’s ability to adapt the teaching process to
the individual characteristics of each child.

Keywords: child voice, early vocal training, vocal repertoire, case study, music pedagogy
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Operele remarcabile ale poetului german Heinrich Heine (1797-1856) ocupa un loc aparte in
poezia europeand din perioadd romantismului. Lirismul subtil, cuplat cu trasaturi de realism si satira,

a cucerit mintile si inimile nu doar cititorilor, ci si compozitorilor europeni, devenind sursa de
inspiratie pentru Franz Schubert, Clara Schumann, Felix Mendelssohnlohannes Brahms, Hugo
Wolf, Richard Straus siNadia Boulanger.

Poezia lui Heinrich Heine este prezentata in mai multe creatii ale marelui compozitor german
Robert Schumann, printre care: ciclul vocal Dichterliebe, op. 48, unul dintre cele mai cunoscute ale
compozitorului; Liederkreis, op. 24; Myrthen, op. 25; balada dramatica Belsatzar, op. 57.

In centrul atentiei noastre se afla miniaturile vocale semnate pe versurile lui Heinrich Heine

25 E-mail: a.ghimbovscaia@gmail.com
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din ciclul vocal Myrthen, op. 25, semnat in anul 1840 pe versurile poetilor europeni — Friedrich
Riickert, Johann Wolfgang von Goethe, George Gordon Byron, Julius Mosen, Thomas Moore,
Robert Burns si Catherine Maria Fanshawe. Din cele doudzeci si sase de cantece ale ciclului, trei

sunt scrise pe textele lui Heinrich Heine si anume — Die Lotosblume, Was will die einsame Trdne si

Du bist wie aine Blume. O analiza a imaginilor poetice, a limbajului muzical si a particularitatilor
interpretative ale liedurilor selectate, dezvédluie o viziune componistica individuald a lui Robert
Schumann.

Astfel, miniatura vocala Die Lotosblume descrie dragostea unei flori de lotus fata de Luna.
Aceasta poezie, dintr-o parte, este o personificare, deoarece o floare traieste sentimente umane, iar
din altd parte poate sa fie si o ironie. Oare poate a iubi o floare? Dar Schumann a scris aceastd
miniaturd in mod atit de gingas, incat dispar toate intrebdrile si rdmane numai admiratia.
Recomandarea compozitorului privind tempoul miniaturii este: ziemlich langsam (relativ lent).
Factura acordicd a partidei pianului ilustreazd undele, iar intonatiile liniei vocale construite pe
miscarea ascendentd imitd destul de exact capul unei flori, care fie se ascunde de soare, fie isi
intoarce privirea In sus catre Luna.

Was will die einsame Trdne (Ce vrea o lacrima singuratica) povesteste despre suferinta cu
care sunt asociate lacrimile eroului conventional al miniaturii, dar si despre dragostea care s-a
dizolvat odatd cu aceste lacrimi. Remarca compozitorului este: ziemlich langsam, mit inniger
Empfindung (relativ lent, cu sentiment profund). Ca si in liedul anterior, partida pianistica se
bazeaza pe textura acordica, iar linia vocald suna destul de lin, fard sarituri ascutite. Desi miniatura
este scrisd in tonalitatea A-dur, totodatd, discursul sonor tinde spre tonalitati minore, gratie
inflexiunilor constante in tonalitatile grupei subdominantei — fie in h-moll (ca, de exemplu, in
introducere), fie in e-moll. Miniatura se incheie cu postludiul in tonalitatea principald, simbolizand
la nivel sonor eliberarea de tristete.

Du bist wie aine Blume (Esti ca o floare) este a treia miniaturd vocala a carei idee poetica se
bazeazd pe o metafora: o floare fragild personifica frumusetea si puritatea (so hold, so schén un).
Din punct de vedere muzical, compozitorul implicd acompaniamentul pianistic construit pe factura
acordicd, iar indicatia catre interpreti este: langsam (lent).

Asadar, liedurile pe versurile lui Heinrich Heine Intruchipate de Robert Schumann, ofera o
imagine cuprinzatoare asupra stilului vocal al compozitorului, asupra alegerii sale caracteristice de
imagini poetice si de mijloace de expresivitate muzicala. Sinteza cuvantului poetic cu partea
muzicald transmite puritatea, naivitatea si sinceritatea, aducand in prim-plan sentimentul de dragoste
caracteristic versurilor lui Heinrich Heine intr-o maniera lirica, tandra si luminoasa.

Fara a fi legate de o linie narativa si fiind imprastiate printre miniaturile vocale pe versurile
altor poeti europeni ai epocii romantismului, miniaturile vocale se caracterizeaza printr-o trasdtura
comuni in ceea ce priveste planul psihologic si imaginile muzical-poetice. In acelasi timp, fiecare
din miniaturile vocale scrise de Robert Schumann pe versurile lui Heinrich Heine, ca o parte
componentd a ciclului Myrthen, op. 25, are o semnificatie proprie si este conceputd ca o operd
separata si de sine statdtoare.

Cuvinte-cheie: ciclu vocal, Heinrich Heine, miniatura vocala, poezie, R. Schumann

The remarkable works of the German poet Heinrich Heine (1797-1856) holds a special place
in the European poetry of the Romanticism period. His subtle lyricism, combined with elements of
realism and satire, captured the minds and hearts not only of readers but also of European
composers, becoming a source of inspiration for Franz Schubert, Clara Schumann, Felix
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Mendelssohn, Johannes Brahms, Hugo Wolf, Richard Strauss, and Nadia Boulanger.

Heinrich Heine’s poetry is featured in several works by the great German composer Robert
Schumann, including: the song cycle Dichterliebe, Op. 48, one of the composer’s best-known works
Liederkreis, Op. 24; Myrthen, Op. 25; and the dramatic ballad Belsatzar, Op. 57.

The focus of our attention is on the vocal miniatures set to Heinrich Heine’s verses from the
song cycle Myrthen, Op. 25, composed in 1840 to the verses of European poets — Friedrich Riickert,
Johann Wolfgang von Goethe, George Gordon Byron, Julius Mosen, Thomas Moore, Robert Burns,
and Catherine Maria Fanshawe. Of the twenty-six songs in the cycle, three are set to texts by
Heinrich Heine, namely Die Lotosblume, Was will die einsame Trdne, and Du bist wie eine Blume.

An analysis of the poetic imagery, musical language, and interpretive characteristics of the selected
lieder reveals Robert Schumann’s individual compositional vision.

Thus, the vocal miniature Die Lotosblume depicts the love of a lotus flower for the Moon.

This poem is, on the one hand, a personification, since a flower experiences human emotions, and on

the other hand, it may also be an irony. Can a flower truly love? Yet Schumann composed this
miniature so tenderly that all questions fade away, leaving only admiration. The composer’s
recommendation regarding the tempo of the miniature is: ziemlich langsam (relatively slow). The
chordal texture of the piano part illustrates the waves, and the intonations of the vocal line, built on

an ascending movement, quite accurately mimic the head of a flower, which either hides from the

sun or turns its gaze upward toward the Moon.

Was will die einsame Trdne (What does a lonely tear want) tells of the suffering associated
with the tears of the song’s conventional hero, but also of the love that dissolved along with those
tears. The composer’s indication is: ziemlich langsam, mit inniger Empfindung (relatively slow,
with deep feeling). As in the previous lied, the piano part is based on chords texture, and the vocal
line flows quite smoothly, without sharp leaps. Although the miniature is written in the key of A
major, the musical discourse tends toward minor keys, thanks to constant shifts into the subdominant
group — either B minor (as, for example, in the introduction) or E minor. The miniature concludes
with a postlude in the main key, symbolizing, through sound, a release from sadness.

Du bist wie eine Blume (You Are Like a Flower) is the third vocal miniature whose poetic
concept is based on a metaphor: a delicate flower personifies beauty and purity (so hold, so schon
un). Musically, a certain regularity can be observed: the piano accompaniment is built on chords
texture, and the marking for the performers is: langsam (slow).

Thus, the lieder set to Heinrich Heine’s verses and embodied by Robert Schumann offer a
comprehensive picture of the composer’s vocal style, of his characteristic choice of poetic imagery
and means of musical expression. The synthesis of the poetic word with the musical part conveys
purity, naivety, and sincerity, bringing to the fore the feeling of love characteristic of Heinrich
Heine’s verses in a lyrical, tender, and luminous manner. Unbound by a narrative thread and
interspersed among the vocal miniatures set to the verses of other European poets of the
Romanticism era, these vocal miniatures are characterized by common traits in terms of
psychological depth and musical-poetic imagery. At the same time, each of the vocal miniatures
written by Robert Schumann to the verses of Heinrich Heine as part of the cycle Myrthen, Op. 25,
has its own significance and is conceived as a separate, self-contained work.

Keywords: vocal cycle, Heinrich Heine, vocal miniature, poetry, R. Schumann
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Igor lachimciuc — compozitorul, creatia caruia cuprinde un larg spectru de genuri, stiluri,
tehnici de compozitie s.a., se remarcd printr-o permanenta cdutare a limbajului propriu. Aflat la
intersectiile dintre traditia est-europeana si tendintele muzicii contemporane occidentale, parcursul
sau componisticd se caracterizeaza printr-o tranzitie de la expresivitatea folcloricd, lirico-
dramatica a perioadei de formare la o gandire componisticd moderna, inovativa, uneori abstracta.
Lucrarea Leopard’s Path reprezinta un ciclu alcatuit din treisprezece viziuni pentru ansamblu de
camera, conceput ca o reflectie sonora inspirata de pictura lui Jesse Allen, cu care compozitorul a
avut fericirea de a se cunoaste intamplator. Frumusetea, dar si viata ireala prezentata in acesta, 1-a
inspirat pe compozitor la crearea unei muzici care sd corespundd vietii fantastice ,,de pe alta
planetd”, ceea ce a determinat denumirea partilor: Sky, Sun, First Interlude, Planets, Birds, Stones,
Second Interlude, Leopard, Trees, Plants, Third Interlude, Mountains, Ground. Din punct de
vedere muzical si dramaturgic, numerele nu depind una de alta, ca urmare, fiecare poate fi
interpretat separat. Dupa cum ne-a relatat compozitorul, lucrarea a fost interpretata, impreuna cu
un grup de elevi, doar prin prezentarea citorva numere, in statele Utah si Arizona din SUA.

Ciclul Leopard’s Path este scris pentru urmdtoarea componentd instrumentald: flaut,
piccolo, clarinet in Bb, Eb, bass clarinet, viori, violoncel, tambal si pian. Se remarca, pe langa
diversitatea timbrald a ansamblului si prezenta tambalului — instrument de care Igor lachimciuc
este profund legat. Integrarea acestuia in cadrul formulei camerale nu este una intdmplatoare ci
reflectd atat experienta artistica a compozitorului, cat si tendinta de a extinde paleta timbrala prin
valorificarea instrumentului pe care il poseda liber.

Toate cele 13 numere ale ciclului sunt scrise pentru componenta tutti cu exceptia
interludiilor care sunt destinate duetelor (nr. 3 — flaut si clarinet, nr. 4 — vioara si violoncel, nr. 11
— tambal si pian). Aceste sectiuni indeplinesc functia de legdturd intre tablourile sonore, de
dezvoltare si transformare a materialul muzical expus anterior, precum si de a crea contraste
timbrale si expresive in cadrul desfasurarii discursului muzical.

Limbajul componistic este organizat conform tehnicii dodecafonice formata din 12 sunete

28 E-mail: hatipovainna@yahoo.com
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organizate dupa principii prestabilite. Cu toate acestea, compozitorul nu rdmane in limitele
sistemului serial, depdsind cadrul strict al acestuia prin diverse modificari libere asupra
materialului sonor si prin adaptabilitatea tratirii seriei. In vederea argumentirii aspectelor
mentionate, analiza realizatd in articol, se va concentra asupra primului numar al ciclului Sky,
considerat relevant pentru evidentierea procedeelor componistice utilizare. Ideea centrald a
compozitorul, a fost de a redea ,,cerul” prin viziunea unui Leopard aflat pe o alta planeta ireala, de
aici si reiese ambianta timbrald si armonicd neobisnuita.

Cuvinte-cheie: Igor lachimciuc, lucrarea Leopard’s Path, limbaj muzical, scriitura
componisticad, tehnica contemporand

Igor Tachimciuc is a composer whose oeuvre encompasses a wide spectrum of genres,
styles, and compositional techniques, distinguished by a constant search for a personal musical
language. Situated at the intersection of Eastern European tradition and the tendencies of
contemporary Western music, his compositional path is characterized by a transition from the
folkloric, lyrical-dramatic expressiveness of his formative period to a modern, innovative, and at
times abstract compositional thinking.

The work Leopard’s Path represents a cycle consisting of thirteen visions for chamber
ensemble, conceived as a sonic reflection inspired by the painting of Jesse Allen, whom the
composer had the fortunate opportunity to meet by chance. The beauty, as well as the unreal life
depicted in the painting, inspired the composer to create music corresponding to a fantastic life
“on another planet,” which determined the titles of the movements: Sky, Sun, First Interlude,
Planets, Birds, Stones, Second Interlude, Leopard, Trees, Plants, Third Interlude, Mountains,
Ground. From a musical and dramaturgical point of view, the numbers are not interdependent;
therefore, each can be performed separately. As the composer has stated, the work was performed,
together with a group of students, through the presentation of several numbers in the states of Utah
and Arizona in the United States.

The cycle Leopard’s Path is written for the following instrumental ensemble: flute,

piccolo, clarinet in Bb, Eb clarinet, bass clarinet, violins, violoncello, cimbalom, and piano. Along
with the ensemble’s timbre diversity, particular attention should be given to the presence of the
cimbalom—an instrument to which Igor Iachimciuc is deeply connected. Its integration into the
chamber ensemble is not accidental, but rather reflects both the composer’s artistic experience and
his tendency to expand the timbre palette by exploiting an instrument he freely masters.

All thirteen numbers of the cycle are written for the full ensemble (tutti), with the
exception of the interludes, which are intended for duets (No. 3 — flute and clarinet; No. 4 — violin
and violoncello; No. 11 — cimbalom and piano). These sections serve as links between the sonic
tableaux, contributing to the development and transformation of the previously exposed musical
material, as well as creating timbral and expressive contrasts within the unfolding musical
discourse.

The compositional language is organized according to the twelve-tone (dodecaphonic)
technique, based on a series of twelve pitches arranged according to predetermined principles.
However, the composer does not remain confined within the limits of the serial system, surpassing
its strict framework through various free modifications of the sound material and through a
flexible treatment of the series. In order to substantiate these aspects, the analysis presented in this
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article will focus on the first number of the cycle, ,,Sky”, considered relevant for highlighting the
compositional procedures employed. The composer’s central idea was to depict the “sky” through
the vision of a leopard located on another unreal planet, which explains the unusual timbre and
harmonic atmosphere.

Keywords: Igor lachimciuc, Leopard’s Path, musical language, compositional writing,
contemporary technique

COYUHEHMUA O. HETPYULI IJI5 ABYX ®OPTEIIMAHO
ITAPA®PA3 HA HAPO/IHYIO TEMY BABA MEA N XOPA
KAK OBPA3IIbI ®OJIbKJIOPHOU CTUJINCTUKH

CREATIILE PENTRU DOUA PIANE LUI O. NEGRUTA
PARAFRAZ LA TEMA POPULARA BABA MEA S1 HORA CA EXEMPLELE
STILISTICII FOLCLORICA

O. NEGRUCA'S WORKS FOR TWO PIANOS
PARAPHRASE ON A FOLK THEME BABA MEA AND
HORA AS EXAMPLES OF FOLKLORE STYLISTICS

MARINA MAMALIGA?

doctor in studiul artelor si culturologie,
Academia de Muzica, Teatru si Arte Plastice

CZU [780.8:780.616.433.087.32]:781.61
DOI https://doi.org/10.55383/iadc2026.22

B nmanHoli crathe aHanmusupyroTcs npomsBeaeHus O. Herpyubl mis nByx ¢oprenuaHo
IHapaghpasz na napoomyro memy Baba mea w Xopa xak mpuMepsl OIyCOB, UMEIOIIMX B CBOEH
OocHOBE (DOJILKJIOPDHOE Havajao. ABTOp TMOAPOOHO pPAacCMAaTPUBAET OCOOCHHOCTH JKaHPOBOU
cnienn(UKU COYMHEHU, UX CoJepKaHue u (hopMy, a TAKIKE KOMIUIEKC BBIPA3UTEIbHBIX CPEICTB,
0a3uMpYIONIUIiCS Ha B3aMMOCBSI3M KOMITIO3UTOPCKHX W HApPOTHBIX HCTOKOB. I[IpociexuBaroTcs
WHTOHAIIMOHHO-TEMaTHYECKHE MPOIIECChI, PACKPBIBAETCS crienndrka aHcaMOJIeBOH (haKTypHl.

Ilapagppas na napoonyro memy Baba mea O. Herpy1iibl IpeTBOpsieT YepThl MY3bIKaTbHOTO
XKaHpa, MPUOOPETIIEro MOMYyJISIPHOCTh B SMOXY pOMaHTuU3Ma. TepMuUH napagpasza npencTaBiseT
co0oil pox BUPTYO3HOHW cBOOOMHOW ¢aHTa3uu (yamie Bcero st (GOpTENHaHO) Ha TEMbI
MOMYJIAPHBIX TECEH M ONEpPHBIX apuil. B JaHHOM ciy4ae KOMIIO3UTOP B3sUI 3a OCHOBY
(GONBKIOPHBIA  TEPBOMCTOYHHUK, CO3JAB SPKOE IO CBOEMY MY3bIKAILHOMY MaTepHaty
IBYXpOsUIbHOE Tpou3BeneHue. IHTepecHO, 4YTO JMYHOCTH aBTOPA-TPAHCKPHUIITOpA 3/€Ch
MIOJTHOCTBIO BBICTYIAET Ha MEpeIHHI Tu1aH 1 00paboTKa TaKOoro ypOBHS, B MIOJIHOM Mepe OTpaXkaeT

2" E-mail: marinal985021 2@gmail.com
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TOHKOCTB €I'0 MBIIIJICHUA U «IIOJIET q)aHTa3I/II/I».

Eme oxno coumnenue ¢onpkinopHoit opueHtanmu O. Herpyusl ams nByx Qoprenuaso,
paccMaTpuBacMoC B I[aHHOﬁ CTaThC, HA3bIBACTCA Xopa. I/ICXOILSI U3 HaAaMMCHOBAHHUA BUIHO, 4YTO
3]IeCh aBTOP OMHPAJCS HAa COOTBETCTBYIOMIUH (DONBKIOPHO-XOpeorpaduiIecKrii THI — OJWH W3
caMbIX pacrpocTpaHeHHBIX B PecmyOmuke MongoBa. B nmaHHOM ciiydae 3TO TaHIIEBaJbHAs
«3apuCOBKa», TaJAHTIIMBO BOCCO3JaHHAsA KOMIIO3UTOPOM C TMOMOIIBIO MY3BIKHM 4 JABYX
¢doprenuaHo.

Knwouesvie cnosa: gopmenuannvlii 0y3m, MY3bIKATbHO-8bIPA3UMENbHbIE CPEeOCmEd,

Gonvrnop, pakmypa, napaghpas, xopa

In prezentul articol sunt analizate lucrarile lui O. Negruta pentru doud piane, Parafirazd pe
tema populara Baba mea s1 Hora, ca exemple de creatii fundamentate pe valorificarea folclorului
muzical. Autoarea examineaza in detaliu particularitatile genului acestor compozitii, continutul si
forma lor, precum si ansamblul mijloacelor de expresie, bazat pe interactiunea dintre principiile
componistice si sursele folclorice. Sunt urmdrite procesele intonational-tematice si este evidentiata
specificitatea texturii muzicale de ansamblu.

Parafraza pe tema populara Baba mea de O. Negruta valorifica trasaturile genului muzical
al parafrazei, devenit deosebit de popular in perioada romantismului. Termenul parafraza
desemneazd o fantezie libera, de regula, de factura virtuozisticd (cel mai adesea pentru pian),
construitd pe teme din cantece populare sau arii de operd cunoscute. In acest caz, compozitorul
utilizeaza ca punct de plecare o sursa folclorica, realizdnd o lucrare pentru doua piane de o
remarcabild expresivitate si originalitate. Este interesant faptul ca personalitatea autorului-
transcriptor se afirmad aici in prim-plan, iar prelucrarea de un asemenea nivel reflectd pe deplin
rafinamentul gandirii sale muzicale si bogatia imaginatiei creatoare.

O alta creatie de inspiratie folcloricd pentru doua piane semnata de O. Negruta, analizata in
acest articol, este Hora. Chiar titlul lucrarii indica faptul ca autorul se bazeaza pe tipul folcloric
coregrafic corespunzitor — unul dintre cele mai raspandite in Republica Moldova. in acest caz,
este vorba despre o veritabila ,,schitd” dansantd, reconstituitd cu madiestrie de compozitor prin
intermediul muzicii pentru doua piane.

Cuvinte-cheie: duet pianistic, mijloace de expresie muzicala, folclor, textura muzicald,
parafraza, hora

This article examines O. Negruta’s compositions for two pianos, Paraphrase on the Folk
Tune Baba mea and Hora, as examples of works rooted in the folk music tradition. The author
provides a detailed analysis of the genre-specific characteristics of these compositions, their
content and formal structure, as well as the system of expressive means based on the interaction
between the composer's individual style and folk music sources. Particular attention is paid to the
development of intonational and thematic processes and to the distinctive features of the ensemble
texture.

O. Negruta’s Paraphrase on the Folk Tune Baba mea embodies the characteristics of the
musical paraphrase, a genre that gained widespread popularity during the Romantic era. The term
paraphrase refers to a virtuoso free fantasy (most often for piano) based on themes from well-
known songs or operatic arias. In this work, the composer draws upon a folk melody as the
primary source, creating a vivid and expressive composition for two pianos. Particularly
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noteworthy is the fact that the personality of the composer-transcriber comes fully to the fore,
while the arrangement itself reflects the subtlety of the composer's musical thinking and the
richness of his creative imagination.

Another folk-inspired composition for two pianos by O. Negruta discussed in this article is
Hora. As its title suggests, the work is based on the corresponding choreographic folk genre — one
of the most widespread traditional dances in the Republic of Moldova. In this case, the composer
creates a musical "dance sketch," skillfully recreating the character and vitality of the traditional
hora through the expressive possibilities of the two-piano ensemble.

Keywords: piano duet, musical expressive means, folklore, musical texture, paraphrase,
hora
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Opusul Rituri si dansuri teluricé® prezinti un ciclu din trei lucriri scrise pentru pian,
declamator si ansamblu orchestral: vioara, violoncel, flaut, clarinet in B si percutie (2017). Fiecare
parte are un titlu: partea intai — Rumeondra — fata care danseaza, partea a dova — Cornul lunii si
finalul — Calusul. Creatia datd a fost dedicatd aniversarii de 30 de ani ai ansamblului 7raiect,
fondat in anul 1982 de catre compozitorul Sorin Lerescu, cu scopul de a promova valorile muzicii
contemporane romanesti si internationale. In aceasti lucrare, Vlad Burlea implementeazi
principiul de teatralizare, aplicand diverse procedee. Fiecare parte are propriul sinopsis, care este
recitat de declamator, astfel este transmis nemijlocit mesajul ideatic, unde este redat intreg peisajul
muzical si, totodata, creeaza efectul de basm, fantezie.

Rumeondra — fata care danseazd are urmitorul Sinopsis: Fata interpreteaza’un dans ritualic
cunoscut numai de ea./ Fortele telurice vor sa i fure dansul./ Inocenta si puritatea fetei, salveaza =
dansul. Din punct de vedere al limbajului muzical si al elementelor de scriiturd, evidentiem un
limbaj modern, cu armonii disonante, utilizarea frecventa a clusterelor, cromatismelor si Iimbinate
cu tehnicile componistice contemporane precum sonoristica, elemente de poantilism etc.

* E-mail: leancamardari@gmail.com
2 https://www.youtube.com/watch?v=GMj7HQAdBOS8
77



Partea a doua Cornul Lunii are urmatorul sinopsis: | 1 lumina palida a semilunei, barbati si
femei rostesc textul magic, textul descatecului de dragoste, preluat din folclor. Ei incep si se
miste i ritmurile sale, toti si fiecare i parte. Cornul lunii se oglindeste palid in sticla geamului.
Declamator: Luna, luna Vargaluna./ Tu esti mandra si frumoasa/ Al noptii craiasa. Lund luna tu
ai cal, dar brdu nu ai/ N-ati tie brau si fa calului frau./Luna luna, luna Vargoluna./ Tu esti
mandra si frumoasa/ Luna, Al noptii craiasda. Lund luna, sa faci brau calului meu/ Sa mergi dupa
ursitul meu/ Lund, luna Vargoluna./ Tu esti mandra si frumoasa/ Mdndra si frumoasa/ Luna, al
noptii craiasa.

Partea a treia din ciclul Rituri si Dansuri telurice se numeste Calusul — un dans cunoscut
din repertoriul obiceiului Calusarii, care se practica In perioada de primavara-vard a ciclului
calendaristic. Una din functiile calusarilor era purificarea si alungarea spiritelor malefice din sate,
stane, campuri si alte locul unde executau ritualul coregrafic. Vlad Burlea asociazd semanticii
dansului Calusul un subiect literar, directionand ascultdtorul spre un obiectiv concret, text preluat
din folclor: S-a luminat de-a binelea. Flacaii se intorc de la cosit fan, obositi dar bucurosi, e
multd iarbd vara acesta. In cale le iese o lduzd si ii roagd sd joace in fata portii sd-i creascd
pruncul ca ei, mare gi voinic. Sursa folcloricd este valorificatd In primul rand la nivel semantic
prin semnificatia ritualului sacru axat pe dansul barbatesc Calusul. Acest nivel de valorificare este
completat cu nivelul de abordare creativa a diferitor elemente ale limbajului muzical folcloric, ne
referim la ritm, ornamentarea melodiei, isonul s.a. Toate Tn ansamblu conlucreaza la redarea
continutului cu tehnicile componistice specifice muzicii contemporane, precum: izoritmia,
asimetria, ostinato, sonoristica s.a.

Cuvinte-cheie: Viad Burlea sursa folclorica, dans, creatia de camera, limbaj muzical

The opus Rites and Telluric Dances presents a cycle of three works written for piano,
declamation and orchestral ensemble: violin, cello, flute, clarinet in B flat and percussion (2017).
Each part has a title: the first part — Rumeondra — the dancing girl, the second part — The Moon
Horn and the finale — The Calusul. This creation was dedicated to the 30th anniversary of the
Traiect ensemble, founded in 1982 by the composer Sorin Lerescu, with the aim of promoting the
values of contemporary Romanian and international music. In this work, Vlad Burlea implements
the principle of theatricalization, applying various procedures. Each part has its own synopsis,
which is recited by the declaimer, thus the ideological message is directly transmitted, where the
entire musical landscape is rendered and at the same time creates the effect of a fairy tale, fantasy.
Rumeondra — the dancing girl has the following Synopsis: The girl performs a ritual dance known
only to her./ The telluric forces want to steal her dance./ The innocence and purity of the girl
saves the dance. From the point of view of musical language and writing elements, we highlight a
modern language, with dissonant harmonies, the frequent use of clusters, chromaticisms and
combined with contemporary compositional techniques such as sonoristics, elements of
pointillism, etc. Part two The Horn of the Moon has the following synopsis: In the pale light of the
crescent moon, men and women recite the magical text, the text of the love spell, taken from
folklore. They begin to move in their rhythms, all of them and each one separately. The moon's
horn is palely reflected in the glass of the window. Declamator: Moon, moon, Vargaluna./ You are
proud and beautiful/ Queen of the night. Moon, moon, you have a horse, but you have no girth/

Don't have a girth and make a bridle for the horse./Moon, moon, Vargoluna./ You are proud and
beautiful/ Moon, Queen of the night. Moon, moon, make a girth for my horse/ To follow my bear/
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Moon, moon, Vargoluna./ You are proud and beautiful/ Proud and beautiful/ Moon, queen of the
night.

The third part of the cycle of Telluric Rites and Dances is called Calusul —a well-known
dance from the Calusarii custom, which was practiced during the spring-summer period of the
calendar cycle. One of the functions of the Calusari was to purify and drive away evil spirits from
villages, sheepfolds, fields and other places where they performed the choreographic ritual. Vlad
Burlea associates the semantics of the Calusul dance with a literary subject, directing the listener
towards a concrete objective, a text taken from folklore: It has really dawned. The boys return
from mowing hay, tired but happy, there is a lot of grass this summer. A woman after childbirth
comes across their path and asks them to play in front of the gate so that her baby can grow up like
them, big and strong.

The folkloric source is valued primarily at a semantic level through the significance of the
sacred ritual focused on the male dance Calusul. This level of valorization is complemented by the
level of creative approach to various elements of the folkloric musical language, we refer to
rhythm, melody ornamentation, ison, etc. All of them work together to reproduce the content with
compositional techniques specific to contemporary music, such as: isorhythm, asymmetry,
ostinato, sonoristics, etc.

Keywords: Viad Burlea, folklore source, dance, chamber creation, musical language
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Expeditiile folclorice organizate de Academia de Muzicd, Teatru si Arte Plastice
reprezintd un pilon fundamental in conservarea patrimoniului imaterial, marcand o perioadda de
profesionalizare a culegerii in teren prin utilizarea metodelor sistematice de inregistrare audio si

3% E-mail: miaun.ecaterina@gmail.com
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transcriere muzicologicd. Protejarea materialelor de arhiva privind obiceiurile de iarnd, inclusiv
cele din anii 1970 este un imperativ cultural, deoarece acestea fixeaza in timp forme ritualice si

texte poetice care astazi fie au disparut fie au suferit transformdri majore sub presiunea
modernizarii. Inregistririle de teren realizate in cadrul expeditiilor de catre studentii si profesorii

ai AMTAP in anii 1970 constituie un tezaur sonor irepetabil, fixand variante ale colindului ritualic

si ale jocurilor cu masti intr-un stadiu de conservare arhaica.

Analiza materialelor audio relevd o bogatie de particularitati stilistice si ornamentale
specifice repertoriului de iarnd, demonstrand o simbiozad perfectd intre textul poetic ritualic si
structurile melodico-ritmice (precum sistemul giusto-silabic) caracteristice spatiului nostru
cultural. Inregistrarile de teren din anif 70 atesti o simbiozd organica intre repertoriul religios
(colindul crestin) si cel profan-ritualic (uratura, jocurile cu masti), oferind o imagine completa a
sincretismului cultural specific sarbatorilor de iarna din acea perioada. Integrarea materialelor de
arhiva din anii ’70 in procesul educational actual al AMTAP constituie o strategie de rezilienta
culturala, permitand studentilor sd acceseze sursa primard nealterata, dincolo de interpretdrile
stilizate ale folclorului de scena.

Cuvinte-cheie: Arhiva de folclor AMTAP, elemente de patrimoniu, perioada de iarnd,
conservare, valorificare

The folklore expeditions organized by the Academy of Music, Theatre and Fine Arts
represent a fundamental pillar in the preservation of intangible heritage, marking a period of
professionalization of field collection through the use of systematic methods of audio recording
and musicological transcription. Protecting archival materials on winter customs, including those
from the 1970s, is a cultural imperative, as they fix in time ritual forms and poetic texts that today
have either disappeared or undergone major transformations under the pressure of modernization.
Field recordings made during expeditions by AMTAP students and professors in the 1970s
constitute a unique sound treasure trove, capturing variants of ritual caroling and masked games in
an archaic state of preservation.

The analysis of the audio materials reveals a wealth of stylistic and ornamental
particularities specific to the winter repertoire, demonstrating a perfect symbiosis between the
ritual poetic text and the melodic-rhythmic structures (such as the giusto-syllabic system)
characteristic of our cultural space. Field recordings from the 1970s testify to an organic
symbiosis between the religious repertoire (Christian carols) and the profane-ritual (uratura,
masked games), offering a complete picture of the cultural syncretism specific to the winter
holidays of that period. The integration of archival materials from the 1970s into the current
educational process of AMTAP constitutes a strategy of cultural resilience, allowing students to
access the unaltered primary source, beyond the stylized interpretations of stage folklore.

Keywords: folklore archive AMTAP, heritage elements, winter period, conservation,
valorization
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Miniaturile corale scrise de Vasile Zagorschi sunt adevarate perle ale creatiei corale
autohtone. Pieselor sale le sunt caracteristice expresivitatea, echilibrul sonor si formele bine
conturate. Aceste lucrdri corale si-au castigat pe bund dreptate aprecierea datoritd efectului
extraordinar de a reda expresiv textul poetic dimpreund cu stdrile sufletesti ce 11 apartin.
Cunostintele ample ale lui Zagorschi in domeniul literaturii, arhitecturii, artei plastice si istoriei
diferitor civilizatii, 1-a ajutat mult in realizarea imaginilor muzicale. Zagorschi exploateaza tehnica
de scriitura polifonica, ambitusurile melodice, planul dinamic si alte mijloace de expresie.

Improvizatie Moldava este una dintre cele mai reprezentative creatii corale ale lui Vasile
Zagorschi. Aceastd miniaturd apare pentru prima datd documentatd si inregistratd in fondul
Radioteleviziunii in interpretarea Capelei Corale ,,Doina”, in anul 1975. Editarea in culegeri de
note o identificam abia la anul 1988 1n antologia de coruri moldovenesti Aici e patria mea.
Compozitorul foloseste ca mod de exprimare genul de miniaturda corala, ca fiind unul ce are
posibilitatea de a reda concis o serie de idei sau impresii. Pentru crearea piesei analizate
compozitorul foloseste versurile poetului de origine armeand Asot Grasi In traducere de Grigore
Vieru. Bazandu-se pe acestea, Zagorschi realizeaza o piesd in formd de rondo mic in care
observam respectare principiului  de organizare a facturii corale caracteristicd perioadei
Renasterii, strofele fiind scrise intr-o factura polifonica iar refrenele folosesc o factura omofona.

Materialul muzical-tematic al creatiei Improvizatie Moldava constituie linii melodice
diverse combinate intre ele pe baza principiilor polifonice. Formulele ritmice sunt stabile,
reprezentate de durate optimi, patrimi, si rareori patrimi cu punct, ceea ce face ca miscarea axei
orizontale a discursului muzical sd fie stabila si pe alocuri chiar statica. Distribuirea materialului
melodic intre partidele corale reprezintd un interes deosebit pentru orice dirijor, dar si pentru
studiul nostru. V. Zagorschi foloseste tehnici de scriitura polifonica care isi au originile Tnainte de
secolul XVI: faux-bourdon, cantus firmus si gymelus.

3! E-mail: mihalasmm@gmail.com
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Creatia corald analizatd, poartd un caracter liric-meditativ. Acest fapt il deducem din
sensul textului poetic, dar si din cursivitatea liniilor melodice. Fluxul sonor stabil si linistit in
sectiunile principale este determinat din inlantuirea lind a Tndltimilor in interiorul partidelor prin
intervale mici, dar si a formulelor ritmice folosite de compozitor. Acesti factori, creeaza o
inldntuire serpuita Intre partide si o miscare linistita a intregii facturi.

Cu toate acestea, pregitirea pentru interpretarea in scend a miniaturii Improvizatie
Moldava aduce cu sine o serie de dificultati interpretative identificate in cadrul repetitiilor cu
Capela Corala Academica Doina. Prezentul articol descrie atat tehnicile componistice folosite de
compozitor cat si procedeele de aplicare in practica ale acestora in timpul lucrului cu colectivul
coral. Consideram ca cele expuse vor fi de ajutor dirijorilor de cor, dar si artistilor de cor in
vederea prevenirii unor posibile obstacole de ordin tehnic interpretativ, ori scopul fiecarei creatii
muzicale este acela de a fi interpretata auditoriului in cea mai buna lumina.

Cuvinte-cheie: forma muzicala, interpretare, mijloace de expresivitate, mijloace tehnice,
miniatura corala, polifonie vocala, scriitura corala, V. Zagorschi.

The choral miniatures written by Vasile Zagorschi are true pearls of the local choral
creation. His pieces are characterized by expressiveness, sound balance and well-defined forms.
These choral works have rightly gained their appreciation due to the extraordinary effect of
expressively rendering the poetic text together with the states of mind that belong to it. Zagorschi's
extensive knowledge in the field of literature, architecture, fine arts and the history of different
civilizations helped him a lot in creating musical images. Zagorschi exploits the polyphonic
writing technique, melodic scopes, dynamic plan and other means of expression.

Improvizatie Moldava is one of the most representative choral creations of Vasile
Zagorschi. This miniature appears for the first time documented and recorded in the Radio-
television’s collection in the interpretation of the Doina Choral Chapel, in 1975. We identify its
editing in collections of notes only in 1988 in the anthology of Moldavian choirs Aici e patria
mea. The composer uses the genre of choral miniature as a way of expression, as one that has the
possibility of concisely rendering a series of ideas or impressions. To create the analyzed piece,
the composer uses the verses of the Armenian poet Ashot Grashi translated by Grigore Vieru.
Based on these, Zagorschi creates a piece in the form of a small rondo in which we observe a
principle of organization of the choral texture characteristic of the Renaissance period, the
couplets being written in a polyphonic texture and the choruses using a homophonic texture.

The musical-thematic material of the miniature /mprovizatie Moldava constitutes diverse
melodic lines combined with each other based on polyphonic principles. The rhythmic formulas
are stable, represented by durations of eighths, quarters, and rarely dotted quarters, which makes
the movement of the horizontal axis of the musical discourse stable and sometimes even static.
The distribution of the melodic material between the choral parts is of particular interest to any
conductor, but also to our study. V. Zagorschi uses polyphonic writing techniques that have their
origins far before the 16th century, such as: faux-bourdon, cantus firmus and gymelus.

The analyzed choral piece has a lyrical-meditative character. We deduce this fact from
the meaning of the poetic text, but also from the flow of the melodic lines. The stable and quiet
sound flow in the main sections is determined by the smooth chaining of pitches within the parts
through small intervals, but also by the rhythmic formulas used by the composer. These factors

create a meandering chaining between the parts and a quiet movement of the entire composition.
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However, the preparation for the stage performance of the miniature Improvizatie
Moldava brings with it a series of interpretative difficulties identified during the rehearsals with
the Doina Academic Choir. This article describes both the compositional techniques used by the
composer and the procedures for their practical application while working with the choral group.
We believe that the presented ones will be helpful to choir conductors, but also to choir artists in
order to prevent possible obstacles of a technical interpretative nature, since the purpose of each
musical creation is to be interpreted to the audience in the best light.

Keywords: musical form, interpretation, means of expressiveness, technical means, choral
miniature, vocal polyphony, choral writing, V. Zagorschi
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Jazz rock fuzion este considerat un curent muzical aparut ca urmare a interactiunii jazz-ului
cu idiomurile muzicii rock, al carui evolutie coincide cu anii 70-’90 ai secolului trecut. Dintr-o
perspectiva sociologica, jazz rock fusion a actionat ca o modalitate de a salva publicul de jazz in
fata scaderii masive a interesului publicului pentru acest tip de arta, gratie faptului ca free jazz din
anii 1960 a devenit un fenomen ezoteric, Inchis, prea complex, destinat unui public elitist si
restrans. Astfel, prin atragerea de resurse sonore ale muzicii rock, o parte din public s-a Intors 1n
silile de concert sau la festivaluri de muzica jazz. In acelasi timp, jazz-ul a fost fortat sa simplifice
oarecum limbajul muzical, sintetizdnd idiomurile jazz-ului cu elementele de baza ale limbajului
muzicii rock. Imbinarea elementelor jazz-ului cu muzici rock a fost realizatd pe baza unor
divergente 1Intre ele: astfel, caracterul improvizatoric al limbajului muzical (melodie,
acompaniament, texturd, aspecte sonore, aranjament etc.) este suprapus caracterului destul de
stabil al tuturor elementelor ale limbajului muzical (factura, timbru, aranjament), rolul primordial
al improvizatiei in muzica jazz a fost substitut de importanta mai putin semnificativa a acesteia in
compozitiile care apartin stilului jazz rock fusion. Natura mai complexd a aspectelor melodice,
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armonice, arhitectonice cedeazd 1n favoarea unui limbaj muzical mai simplu, construit pe
repetarea unor pattern-uri rudimentare. La capitolul ,,dinamicd” le putem descoperi diferentele
esentiale: astfel, profilul dinamic tipic muzicii jazz, bazat pe alternarea tensiunii si relaxarii, care

in teoria jazzistica a capatat denumirile de ,,swing” sau ,,groove”, este substituit in jazz rock fusion
de nivelul constant de intensitatea sonord, tipic muzicii rock.

Este stiut faptul, ca gandirea ritmica in muzica rock este mult mai simpla, chiar primitiva
in comparatie cu cultura ritmicd a jazz-ului: astfel, daca jazz-ul se bazeazad pe structuri metro-
ritmice complexe si rafinate, imbinand diverse procedee (on beat, off beat, down beat etc.), atunci
conceptul metro-ritmic al stilului jazz rock fuzion pare mult mai simplu, folosind accentuarea
sistemului metric de tip four beat sau 8/8. O altd polarizare a jazz-ului si a muzicii rock consta in
alegerea modului de interpretare: cel acustic cu interpretarea live in cazul jazz-ului si cu folosirea
instrumentelor electrice, amplificate, in cazul muzicii rock. Totodata unii specialisti afirma cd nu
este corect sa delimitdm in cadrul stilului jazz rock fusion doar influentele rock-ului, afirméand, ca
sursele stilistice si de gen precum gospel, funk, R&B, Motown, au influentat considerabil
imaginea sonora a stilului jazz rock fusion. Mai multi cercetdtori afirmd ca, jazz rock fusion
mixeaza improvizatia jazzistica cu instrumentatie si conceptul ritmic al R&B.

In ceea ce priveste tratarea sectiei de ritm in cadrul jazz rock fusion, aici se atestd unele
schimbari semnificative: pianul electric inlocuieste pianul acustic, se folosesc activ si
sintetizatoare. Instrumentul acustic de coarde, precum contrabas, este inlocuit de bas electric, deci,
chitard bas: chitaristii folosesc pe scara larga riff-uri repetitive in acompaniament sau pattern-uri
tipice stilului Motown de la sférsitul anilor 60 ai secolului trecut.

Maniera interpretativa a tobosarilor devine foarte activa, densa, cu sunetul plin, cu nivelul
dinamic tare, ceea ce se explicd prin sonoritatea generald a ansamblului n conditiile sunetului
amplificat, precum si prin gandirea metroritmica generala tipica stilului dat. In cadrul stilului jazz
rock fusion sentimentul ritmic ofera alte mijloace imprumutate din muzica rock si funk. Daca in
muzica jazz accentul este pus doar pe flexibilitate si relaxare, rock-ul sau funk subliniaza
intensitatea si fermitatea, accentudnd fiecare bataie. Nu intamplator, jazzmanii descriu senzatia
temporald a muzicienilor rock si funk ca fiind ,,stright up and down”, deci un ritm ,,sus-jos”.

Schimbarile manierei de interpretare la tobe in cadrul stilului jazz rock fusion au fost
esentiale. Astfel, unele componente ale setului de tobe 1si pierd importanta in conditiile sonoritatii
generale noi tipice, concomitent tobosarii invatd noi modele de asa numite timekeeping patterns,
deci, cele de redare a pulsatiei ritmice de baza, care seamana cu cele ale stilului R&B-ului, precum
si cu cele ale stilurilor latino-americane. Se observd o crestere a utilizarii tobelor, in special, a
tobei mari (bass drum), si o scadere a utilizarii lui high-hat pentru redarea pulsatiei de baza. Acest
fapt se explica cu usurinta printr-o schimbare a sonoritatii generale, In cadrul céreia partida de hi-
hat nu poate fi suficient auzita.

Pionerii stilului jazz rock fusion au fost bateristii Billy Cobham si Tony Williams, iar mai
tarziu realizdrile artistice a acestora au fost preluate de Steve Gadd (jumatate a doua a anilor
1970), si, mai tarziu, Dave Weckl (jumatate a doua a anilor 1980). Lista poate fi completata si cu
alte nume ale muzicienilor notorii, care au contribuit la formarea stilului interpretativ la
instrumente de percutie: Lenny White, Leon Chancler, Ronald Shannon Jackson, Peter Erskine, Al
Foster, David Weekl, Omar Hakim Erik Gravatt, si Alphonse Mouzon.

Cuvinte-cheie: funk, jazz rock fusion, instrumente de percutie, rock, R&B
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Jazz-rock fusion is considered a musical trend that emerged from the interaction between
jazz and rock music, whose development coincided with the 1970s-1990s. From a sociological
perspective, jazz rock fusion served as a means of saving the jazz audience in the face of a
massive decline in public interest in this art form, due to the fact that its 1960s free jazz, had
become an esoteric, closed-off, overly complex phenomenon, intended for an elitist and limited
audience. Thus, by incorporating elements of rock music, a portion of the audience returned to
concert halls and jazz festivals. At the same time, jazz was forced to simplify its musical language
to some extent, synthesizing jazz idioms with the basic elements of rock music.

The fusion of jazz and rock music was achieved by contrasting their respective
characteristics: thus, the improvisational nature of the musical language (melody, accompaniment,
texture, sonic aspects, arrangement, etc.) is superimposed upon the relatively stable nature of all
elements of the musical language (form, timbre, arrangement), the primary role of improvisation
in jazz has been replaced by its less significant importance in compositions belonging to the jazz
rock fusion style. The more complex nature of the melodic, harmonic, and structural aspects gives
way to a simpler musical language, built on the repetition of rudimentary patterns. In terms of
dynamics, we can also identify essential differences: thus, the dynamic profile typical of jazz
music, based on the alternation of tension and release — which in jazz theory has been termed
”swing” or “groove” — is replaced in jazz rock fusion by the constant level of sound intensity
typical of rock music.

It is well known that rhythmic thinking in rock music is much simpler, even primitive,
compared to the rhythmic culture of jazz: thus, while jazz is based on complex and refined metro-
rhythmic structures, combining various techniques (on beat, off beat, down beat, etc.), the metro-
rhythmic concept of the jazz rock fusion style appears much simpler, relying on the accentuation
of the four-beat or 8/8 metric system. Another distinction between jazz and rock music lies in the
choice of performance style: the acoustic one with live performance in the case of jazz, and the
use of electronic, amplified instruments in the case of rock music.

At the same time, some experts argue that it is incorrect to limit jazz rock fusion to rock
influences alone, noting that stylistic and genre sources such as gospel, funk, R&B, and Motown
have significantly influenced the sound of jazz rock fusion. Several researchers argue that jazz
rock fusion blends jazz improvisation with the instrumentation and rhythmic concepts of R&B.

As for the treatment of the rhythm section in jazz rock fusion, there have been some
significant changes: the electric piano has replaced the acoustic piano, and drum machines and
synthesizers are used. Acoustic string instruments, such as the double bass, are replaced by the
electric bass, and guitarists make extensive use of repetitive riffs in the accompaniment or patterns
typical of the Motown style from the late 1960s.

The drummers’ performing style becomes very active and dense, with a full sound and
high dynamic range, which is explained by the overall sound of the ensemble in an amplified
setting, as well as by the general metro-rhythmic approach typical of this style. In jazz-rock
fusion, the rhythmic feel incorporates elements borrowed from rock and funk music. While jazz
focuses solely on flexibility and relaxation, rock and funk emphasize intensity and firmness,
highlighting every beat. It is no coincidence that jazz musicians describe the rhythmic feel of rock
and funk musicians as “straight up and down”. Changes in drumming style within the jazz rock
fusion were essential. Thus, some components of the drum set lose their importance within the
context of the new, typical overall sound, while drummers learn new so-called timekeeping
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patterns — that is, patterns for rendering the basic rhythmic pulse — which resemble those of R&B
as well as Latin American styles.

There has been an increase in the use of drums, particularly the bass drum, and a decrease
in the use of the hi-hat to provide the basic beat. This can easily be explained by a change in the
overall sound, in which the hi-hat part is not sufficiently audible.

The pioneers of the jazz rock fusion style were the drummers Billy Cobham and Tony
Williams, and later their artistic achievements were carried on by Steve Gadd (second half of the
1970s) and, later, Dave Weckl (second half of the 1980s). The list can also be expanded to include
other notable musicians who contributed to the development of the performance style on
percussion instruments: Lenny White, Leon Chancler, Ronald Shannon Jackson, Peter Erskine, Al
Foster, David Weekl, Omar Hakim, Erik Gravatt, and Alphonse Mouzon.

Keywords: funk, jazz rock fusion, percussion instruments, rock, R&B
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Moldovan folk music originates from the work of wandering musicians — lautari ~ who
performed in ensembles at folk festivals, weddings, and theatrical events. Over time, the musical
traditions of lautari were continued and developed by numerous orchestras of Moldovan folk
instruments, including Flueras, Folclor, Martisor, Mugurel, and Lautarii.

It was with the folk music orchestra Lautarii that prominent Moldovan composers such as
Dumitru Blajin, Petru Teodorovici, and Gheorghe Banariuc collaborated productively, creating
works that continue to delight even the most discerning audiences. Contemporary folk music is no
longer associated with itinerant lautari, but rather with professional musicians who have received
formal higher musical education. At the same time, Moldovan folk music reflects modern artistic
trends, while performers carefully preserve the traditions of their predecessors. What they have
inherited from their distant ancestors is the power of talent and an enduring drive for creativity and
artistic development.

The artistic director of the folk music orchestra Lautarii, Nicolae Botgros (b. 1953), is a
distinguished Moldovan cultural figure, People’s Artist (1988), recipient of the Order of the
Republic (1993), as well as a composer, violinist, and conductor. He graduated from the Chisindu
Conservatory in 1990, specializing in both violin performance and conducting. Since 1978, he has
served as the director of the ensemble Lautarii, founded by the renowned singer Nicolae Sulac.

During his career, together with the National Folk Music Orchestra Lautarii, Botgros has
toured extensively, giving concerts in most European countries, as well as in the United States,
Australia, and New Zealand. In 2015, the ensemble celebrated the 45th anniversary of its artistic
activity. The orchestra continues to tour actively and performs up to 200 concerts annually at its
home philharmonic hall. Under Botgros’s direction, numerous solo albums have been recorded,
along with countless collaborations with folk music performers.

Future generations should remember these names, recognize their contribution to the
national cultural heritage, and pass on the invaluable works of renowned composers to younger
audiences. Leading ensembles continue to tour internationally, and many performers are invited to
participate in collaborative artistic projects abroad, contributing to the strengthening of cultural
ties. Overall, Moldovan folk music is polyphonic, complex, and remarkably rich in its possibilities
for development.

Keywords: Moldova, composers, orchestras, ensembles, lautari, folk music, N. Botgros

Muzica populara moldoveneasca isi are originile in creatia muzicantilor ambulanti —
lautarii — care interpretau muzica in cadrul formatiilor instrumentale la sarbatori populare, nunti si
spectacole teatrale. De-a lungul timpului, traditiile muzicale ale lautarilor au fost continuate si
dezvoltate de numeroase orchestre de muzica populard, precum Flueras, Folclor, Martisor,
Mugurel si Lautarii.

Anume cu Orchestra de Muzicd Populard Lautarii au colaborat fructuos compozitori de
seama ai Republicii Moldova, precum Dumitru Blajin, Petru Teodorovici si Gheorghe Banariuc,
crednd lucrdri care continud sd incante chiar si cel mai exigent public. Muzica populard
contemporand nu mai este asociatd cu imaginea lautarilor ambulanti, ci cu muzicieni profesionisti,
formati in institutii superioare de invitimant muzical. In acelasi timp, muzica populari
moldoveneasca reflectd tendintele artistice contemporane, iar interpretii pastreaza cu grija traditiile
inaintasilor lor. De la stramosii indepartati au mostenit talentul autentic si dorinta necontenita de
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creatie si perfectionare artistica.

Directorul artistic al Orchestrei de Muzica Populard Lautarii, Nicolae Botgros (n. 1953),
este un remarcabil om de culturd din Republica Moldova, Artist al Poporului (1988), laureat al
Ordinului Republicii (1993), precum si compozitor, violonist si dirijor. In anul 1990 a absolvit
Conservatorul din Chisindu, specializdndu-se atit in interpretarea la vioard, cat si in dirijat. Din
anul 1978 conduce Orchestra Lautarii, fondata de renumitul interpret Nicolae Sulac.

De-a lungul carierei sale, impreuna cu Orchestra Nationala de Muzica Populara Lautarii,
Nicolae Botgros a sustinut numeroase turnee, concertand in majoritatea tarilor europene, precum
si in Statele Unite ale Americii, Australia si Noua Zeelanda. in anul 2015, orchestra a sarbatorit 45
de ani de activitate artisticd. Formatia continud sa desfasoare o intensd activitate concertistica,
sustinand anual pand la 200 de concerte pe scena filarmonicii de origine. Sub conducerea lui
Nicolae Botgros au fost realizate numeroase albume solistice si Inregistrate nenumarate colaborari
cu interpreti de muzica populara.

Generatiile viitoare trebuie sd cunoascd aceste nume, sa le aprecieze contributia la
patrimoniul cultural national si sd transmitd tinerilor creatiile de nepretuit ale compozitorilor
consacrati. Ansamblurile reprezentative continud sa intreprindd turnee internationale, iar numerosi
interpreti sunt invitati sa participe la proiecte artistice comune peste hotare, contribuind astfel la
consolidarea legaturilor culturale. In ansamblu, muzica populard moldoveneasca se remarca prin

Cuvinte-cheie: Republica Moldova, compozitori, orchestre, ansambluri, lautari, muzica
populara, Nicolae Botgros
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I Hate Music: A Cycle of Five Kid Songs este un ciclu vocal pentru soprand si pian,
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folosita de Edys Merril, o artistd, care era vecina lui L. Bernstein la inceputul anilor 1940,
bazandu-se pe exclamatiile ei frecvente cand era exasperata de sunetul constant al pianului.

Conceptul ideatic al ciclului a fost legat de dorinta compozitorului de a reda
microcosmosul emotional si psihologic al copilului, viziunea lui asupra lumii — naiva si
paradoxald. Ciclul este alcatuit din cinci miniaturi vocale: My Name is Barbara/l Hate
Music!l/Jupiter Has Seven Moons/A Big Indian and A Little Indian/I’'m a Person Too, fiecare din
cantece avand un caracter personalizat si distinct. Astfel, partea incipientd a ciclului vocal My
Name is Barbara este o schita de portret a unei fetite foarte naive si curioase — cu jucdriile ei,
dragostea ei pentru gradina zoologica etc. Partea a doua, / Hate Music, este lied-ul unde copilul isi
exprima exasperarea, dar muzica, desi aparent simpla, scoate in evidenta complexitatea limbajului
armonic al lui L. Bernstein. Jupiter Has Seven Moons, este plind de imaginatie despre planeta
Jupiter, unde compozitorul se joacd cu modele ritmice complexe si accente neasteptate. Partea a
patra, A Big Indian and A Little Indian, reprezinta o ghicitoare de copii, plind de umor. Partea
finala a ciclului, /'m a Person Too, este o autoafirmare a fetitei, redata prin curaj si amuzament.

In centrul atentiei noastre se afli trei interpretiri ale ciclului vocal I Hate Music!
inregistrate de soprane din Statele Unite ale Americii — Barbara Bonney, Harolyn Blackwell si
Barbara Streisand, iar demersul stiintific se bazeaza pe analiza comparativa a versiunilor selectate.
Barbara Bonney (a. n. 1956) este o renumitd soprand liricd americand, care a dedicat mult din
cariera lied-urilor, avand o discografie vastda cu peste 100 de Inregistrari. Actualmente
este profesoara de canto la Universitatea Mozarteum din Salzburg, Austria, si profesoara invitata
la Royal Academy of Music din Londra, concomitent sustindnd numeroase recitaluri la nivel
international. Maniera interpretativdi a sopranei Barbara Bonney se deosebeste printr-un
rafinament liric si claritate stilistica.

Soprana Harolyn Blackwell (n. 1955) este consideratd una dintre interpretele care au
inteles cel mai profund stilul lui L. Bernstein, a carei inregistrari importante includ: Harolyn
Blackwell Sings Bernstein, Harolyn Blackwell Sings American Songs (Vol. 1&2) s. a. Ciclul /
Hate Music a fost interpretat In repetate randuri pe parcursul intregii cariere a sopranei. Abordarea
interpretei se remarca printr-o dictie exceptionald, planul interpretativ logic, echilibru intre redarea
spiritului copilaresc si inteligenta matura.

Barbara Streisand (n. 1942) este legendara cantdreatd si actritd, care devenit celebra
datorita vocii sale unice si talentului actoricesc, manifestate atat in roluri principale din musicaluri
(Funny Girl) precum si in hiturile muzicii pop (Woman in Love).

Analiza comparativa a trei versiuni interpretative dezvaluie faptul ca ciclul I Hate Music!
este o lucrare ce combind o complexitate ideaticd cu aparenta sa ludica. Sub masca simplitatii
copildresti, compozitorul construieste un discurs muzical sofisticat, in care relatia dintre text,
melodie si acompaniament pianistic este atent echilibrata si profund expresiva.

Versiunile interpretative diferite, realizate de Barbara Bonney, Harolyn Blackwell si
Barbara Streisand, demonstreaza ca textul componistic serveste drept sursd pentru o pluralitate
interpretativa, prin urmare, ciclul / Hate Music! scris de Leonard Berstein nu trebuie privit ca o
lucrare minora sau utilizata cu scopuri didactice, ci ca un exemplu paradigmatic de asa numitul art
song american, in care simplitatea este rezultatul unei elaborari constiente si mature.

Diferentele interpretative dintre Barbara Bonney, Harolyn Blackwell si Barbara Streisand,
evidentiazd elasticitatea stilisticd a textului muzical si capacitatea acesteia de a sustine perspective
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estetice divergente fira a-si pierde identitatea. In contextul muzicii vocale a secolului al XX-lea,
ciclul I Hate Music! se afirma ca o declaratie esteticd implicitd: intr-o epoca dominatd de
fragmentare si abstractiune, Leonard Bernstein reafirma valoarea melodiei, a claritatii formale si a
comunicdrii directe cu publicul.

Astfel, doud tendinte principale au fost depistate in interpretarea ciclului vocal I Hate
Music de Leonard Bernstein de catre cantaretele americane alese. Prima constd 1n aderarea la
traditiile muzicii cameral-vocale europene, mai ales, din perioada romantismului, la genul de Lied,
in creatia lui F. Schubert, R. Schumann, G. Mahler si H. Wolf. Acest lucru este evident in
versiunea interpretativd a sopranei Barbara Bonney. O altd tendintd, provenitd din traditiile
specifice americane de a interpreta nu doar repertoriul cameral-vocal, ci si cantecele de muzica
pop sau ariile din musicaluri, este reprezentata de versiunea Barbarei Streisand. Aici putem vorbi
despre introducerea procedeelor interpretative tipice genului de musical, o anumitd exagerare in
redarea expresiel muzicale, o accentuare a cuvantului vorbit in detrimentul celui céantat, care
contrasteaza considerabil cu interpretarea mai transparenta, atenta si subtild a lied-urilor ciclului in
cadrul traditiei europene mentionate anterior. In ceea ce priveste versiunea interpretativi a
sopranei Harolyn Blackwell, in opinia noastrd, cantireata imbind elemente ale ambelor abordari.

Cu toate acestea, o gama de tratdri interpretative pare justificata, deoarece este determinata
de insusi stilul operei lui Leonard Bernstein, care sintetizeazd firesc o mare varietate de surse
stilistice de geneza diferita — atat de traditie academica, cat si cea non-academica — jazz, musical,
muzicd pop si altele. Se poate presupune ca ambele traditii — respectarea principiilor interpretative
ale lied-ului din epoca romantismului, pe de o parte, si introducerea elementelor teatrale si vocale
tipice musicalului, pe de altd parte, si-au gasit publicul sdu, demonstrand astfel teza conform
careia universalitatea limbajului muzical al lui Leonard Bernstein presupune o multiplicitate
infinitd de interpretari vocale.

Cuvintele-cheie: ciclul vocal, creatia cameral-vocala, interpretare vocala, lied, musical

I Hate Music: A Cycle of Five Kid Songs is a vocal cycle for soprano and piano, composed
by the American composer Leonard Bernstein in 1942. The title of the work comes from a phrase
often used by Edys Merril, an artist who was L. Bernstein’s neighbor in the early 1940s, based on
her frequent exclamations when she was exasperated by the constant sound of the piano.

The conceptual idea behind the cycle was linked to the composer’s desire to capture the
emotional and psychological microcosm of a child, his view of the world — naive and
paradoxical. The cycle consists of five vocal miniatures: My Name is Barbara/ I Hate
Music!/Jupiter Has Seven Moons/A Big Indian and A Little Indian/ I'm a Person Too, each song
having a personalized and distinct character. Thus, the opening part of the vocal cycle My Name is
Barbara is a sketch of a very naive and curious little girl — with her toys, her love for the zoo, etc.
The second part, I Hate Music, is the lied where the child expresses her exasperation, but the
music, though seemingly simple, highlights the complexity of L. Bernstein’s harmonic language.
Jupiter Has Seven Moons is full of imagination about the planet Jupiter, where the composer plays
with complex rhythmic patterns and unexpected accents. The fourth part, 4 Big Indian and A
Little Indian, is a humorous children’s riddle. The final part of the cycle, /'m a Person Too, is the
little girl’s self-affirmation, conveyed with courage and humor.

The focus of our study is on three performances of the vocal cycle I Hate Music! recorded
by sopranos from the United States — Barbara Bonney, Harolyn Blackwell, and Barbara Streisand
— and the scholarly approach is based on a comparative analysis of the selected versions. Barbara
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Bonney (b. 1956) is a renowned American lyric soprano who has dedicated much of her career to
lieder, boasting of an extensive discography of over 100 recordings. She is currently a professor of
singing at the Mozarteum University in Salzburg, Austria, and a visiting professor at the Royal
Academy of Music in London, while also giving numerous recitals internationally. Soprano
Barbara Bonney’s interpretive style is distinguished by lyrical refinement and stylistic clarity.

Soprano Harolyn Blackwell (b. 1955) is considered one of the performers who has
understood L. Bernstein’s style most deeply; her major recordings include: Harolyn Blackwell
Sings Bernstein, Harolyn Blackwell Sings American Songs (Vol. 1 & 2), and others. The cycle /

Hate Music has been performed on numerous occasions The song cycle I Hate Music has been
performed repeatedly throughout the soprano’s career. Her interpretation is distinguished by
exceptional diction, a logical interpretive approach, and a balance between childlike spontaneity

and mature intelligence.

Barbara Streisand (b. 1942) is the legendary singer and actress who became famous for her
unique voice and acting talent, evident both in leading roles in musicals (Funny Girl) and in pop
hits (Woman in Love).

A comparative analysis of three interpretive versions reveals that the cycle I Hate Music! is
a work that combines conceptual complexity with a playful appearance. Under the guise of
childlike simplicity, the composer constructs a sophisticated musical discourse in which the
relationship between text, melody, and piano accompaniment is carefully balanced and deeply
expressive.

The different interpretive versions, performed by Barbara Bonney, Harolyn Blackwell, and
Barbara Streisand, demonstrate that the compositional text serves as a source for interpretive
diversity; therefore, the cycle I Hate Music! written by Leonard Bernstein should not be viewed as
a minor work or used for didactic purposes, but rather as a paradigmatic example of the so-called
American art song, in which simplicity is the result of a conscious and mature composition.

The interpretive differences between Barbara Bonney, Harolyn Blackwell, and Barbara
Streisand highlight the stylistic flexibility of the musical text and its ability to accommodate
divergent aesthetic perspectives without losing its identity. In the context of the 20th-century vocal
music, the cycle I Hate Music! stands out as an implicit aesthetic statement: in an era dominated
by fragmentation and abstraction, Leonard Bernstein reaffirms the value of melody, formal clarity,
and direct communication with the audience.

Thus, two main trends have been identified in the interpretation of Leonard Bernstein’s
vocal cycle I Hate Music! by the selected American singers. The first consists of adherence to the
traditions of European vocal chamber music, particularly from the Romantic period, to the Lied
genre, as exemplified in the works of F. Schubert, R. Schumann, G. Mahler, and H. Wolf. This is
evident in soprano Barbara Bonney’s interpretation. Another trend, stemming from the specific
American tradition of performing not only the vocal chamber repertoire but also pop songs or
musical theater arias, is represented by Barbara Streisand’s version. Here we can speak of the
introduction of interpretive techniques typical of the genre of musical, a certain exaggeration in
the rendering of musical expression, an emphasis on the spoken word at the expense of the sung
word, which contrasts considerably with the more transparent, attentive, and subtle interpretation
of the cycle’s lieder within the European tradition as mentioned above. As for soprano Harolyn
Blackwell’s interpretation, in our view, the singer combines elements of both approaches.

However, a range of interpretive approaches seems justified, as it is determined by the very
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style of Leonard Bernstein’s work, which naturally synthesizes a wide variety of stylistic sources
of different origins — both from the academic and non-academic traditions — jazz, musicals, pop
music, and others. It can be assumed that both traditions — adherence to the interpretive principles
of the Romantic-era lied, on the one hand, and the introduction of theatrical and vocal elements
typical of the musical, on the other — have found their audience, thus demonstrating the thesis that
the universality of Leonard Bernstein’s musical language entails an infinite multiplicity of vocal
interpretations.

Keywords: vocal cycle, vocal chamber music, vocal performance, lied, musical
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JI. babuu u xap. A. AHTOHOBCKHUH CTOSJI y HMCTOKOB Ppa3BUTHS MOJIJABCKOM HallMOHAJIBHOU
BOKQJIILHOW TEJarOrMKH B TEpBOi moyoBuHEe XX B., KOTOpas Oiarojapss UM BO3HHKIA B
KummnneBe Ha 0aze nocTikeHMil Benwkux eBpomeiickux mkon A. Korowsu, Jxk. ['anpBanu,
I1. Buapno, ydeHUKaMH U TOCJIEI0BATENSIMU KOTOPBIX OHU CaMU U SABJISIIUCD.

[IpenonaBaTenbckyo padboty A. AHTOHOBCKOTO B KHIIMHEBE YCIOBHO MOXHO pa3euTh
Ha JiBa Iepuoja: AOpeBOMOUMOHHBIN mapckuil (1904-1918) u mexBoeHHbIM pyMbIHCKUI (1918-
1939). 3a 370 BpeMsl OH BBIITYCTUJI HEMAJIOE KOJIMYECTBO NMPEKPACHO O0YUEHHBIX MIEBI[OB BHICOKON
KBaJIM(UKALMY, YCIEIIHO BBICTYMABIIMX B omepe. HekoTopele, B CBOIO ouepenb, MOHECIU €ro
METOJl 4Yepe3 IIOKOJIEHUS, CTaB 3HAMEHMUTHIMH [PENOJABaTENIsIMHU, XPAaHUTENISIMH CEKpPETOB
«CTapoi» IIKOJIbI YK€ B COBETCKOE BpeMs. 3aHHMAasiChb C MOJIOZIEKbBIO, B OCHOBHOM, IPUBATHBIM
o0pa3oM, a TakKe B CTEHaX YacTHON pPYMBIHCKOW KOHCEpBATOpUU VHups, 3aMeCTHTENIEM
TUPEKTOpa KOTOPOW OH OBLT HEKOTOpOE BpeMs, A. AHTOHOBCKHM IIEAPO AEIUJICS OIBITOM CO
CTyJIEHTaMH, Jejlas ynop Ha OCHOBATEIbHOE TEXHUYECKOE OBJIAJIEBAHHE T'OJIOCOBBIM alIapaToM
yepe3 METOJWYHbIE YIPaKHEHUs, WUTaNbsSHCKO-(PpaHIy3CKUH, a TakXke pYCCKUil pemnepTyap,
BHMMATEJIBHO M IIOCJIEA0BATEIbHO pa3BUBasg MX IPUPOJHBIE BO3MOXKHOCTH. Cpeau JIydiimx
y4eHuKOB MOHO Ha3BaTh E. Ypeke, T. Ueban, JI. bokcana, H. {unyuenko, I1. Kenmgdpapy u ap.

Knrwouesvie cnoga: Anexcanop Anmonoeckuii, neoacoe, Mon0a8CKAs GOKANbHAS WIKOIA,
KOHcepeamopus « Ynupsa»

Articolul este consacrat activitdtii pedagogice a remarcabilului cantiret de odinioara
Alexandru Antonovski, desfasuratd in patria sa natald, Basarabia, in perioada 1904-1939, dupa
incheierea stralucitei sale cariere de prim bas pe scenele celor mai prestigioase teatre ale
Imperiului Rus. Féra indoiald, alaturi de A. Dicescu, L. Lipkovskaia, G. Afanasiu, L. Babici si alti
reprezentanti de seama ai artei vocale, A. Antonovski s-a aflat printre fondatorii pedagogiei vocale
nationale moldovenesti din prima jumatate a secolului al XX-lea. Datoritd contributiei lor, aceasta
s-a constituit la Chisindu pe baza realizarilor marilor scoli vocale europene reprezentate de A.
Cotogni, G. Galvani si P. Viardot, ale cédror discipoli si continuatori au fost ei insisi.

Activitatea didacticd a lui A. Antonovski la Chisindu poate fi impartita, conventional, in
doud etape: perioada taristd prerevolutionarda (1904-1918) si perioada interbelicd roméaneasca
(1918-1939). In acest interval, el a format un numar considerabil de cantareti de inalti calificare,
care au desfasurat o activitate de succes pe scenele de opera. Unii dintre discipolii sdi au transmis
mai departe principiile metodei sale pedagogice, devenind profesori renumiti si pastratori ai
traditiilor ,,vechii” scoli de canto in perioada sovietica.

Desfasurandu-si activitatea pedagogica in principal in regim particular, precum si in cadrul
Conservatorului Particular Roman Unirea, unde a ocupat pentru o perioadd functia de director
adjunct, A. Antonovski si-a impartasit cu generozitate experienta studentilor sai. El punea un
accent deosebit pe stdpanirea temeinica a tehnicii vocale prin exercitii metodice si prin studiul
repertoriului italian, francez si rus, dezvoltand cu atentie si consecventa aptitudinile naturale ale
fiecdrui elev. Printre cei mai valorosi discipoli ai sdi se numara E. Ureche, T. Ceban, L. Boxan,

N. Diducenco, P. Caldararu si altii.

Cuvinte-cheie: Alexandru Antonovschi, pedagog, scoala vocald moldoveneasca,

Conservatorul ,, Unirea”

This article is devoted to the pedagogical activity of the outstanding singer Alexander
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Antonovsky, which he pursued in his native Bessarabia from 1904 to 1939, following the
conclusion of his distinguished career as the leading bass at the foremost opera theatres of the
Russian Empire. Undoubtedly, alongside A. Dicescu, L. Lipkovskaya, G. Afanasiu, L. Babici, and
other prominent musicians, Antonovsky stood at the origins of the Moldovan national school of
vocal pedagogy in the first half of the twentieth century. Owing to their efforts, this tradition
emerged in Chisindu on the foundations of the great European vocal schools represented by
Antonio Cotogni, Giuseppe Galvani, and Pauline Viardot, whose students and followers they
themselves had been.

Antonovsky's teaching career in Chisindu may conventionally be divided into two periods:
the pre-revolutionary tsarist period (1904-1918) and the Romanian interwar period (1918-1939).
During these years, he trained a considerable number of highly accomplished singers who later
enjoyed successful operatic careers. Some of his students subsequently transmitted his
pedagogical principles to future generations, becoming distinguished teachers and preservers of
the traditions of the "old" vocal school during the Soviet era.

Teaching primarily through private instruction, as well as at the private Romanian Unirea
Conservatory, where he served for a period as Deputy Director, Antonovsky generously shared his
extensive professional experience with his students. His pedagogical approach emphasized the
thorough technical mastery of the vocal apparatus through systematic exercises and the study of
the Italian, French, and Russian vocal repertoire, while carefully and consistently developing each
student's natural vocal abilities. Among his most distinguished pupils were E. Ureche, T. Ceban,

L. Boxan, N. Diducenco, P. Cildararu, and others.

Keywords: Alexandr Antonovsky, teacher, Moldovan vocal school, the“Unirea”
Conservatory
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Articolul analizeazd innoirea melosului cantecului popular bucovinean in contextul muzicii
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de estradd contemporand, evidentiind rolul multiculturalitatii in formarea identitatii muzicale
regionale. Sunt prezentate trasaturile structurale si stilistice ale folclorului bucovinean si
modalitatile de integrare a acestuia in muzica pop actuala. Studiul urmareste evolutia influentelor
bucovinene asupra estradei ucrainene si contributia unor artisti reprezentativi. Se subliniaza
tendintele de hibridizare stilisticd si reinterpretare creativa, demonstrdnd cd melosul bucovinean
ramane o sursa relevanta de inovatie. Concluzia evidentiaza importanta dialogului dintre traditie si
modernitate pentru mentinerea vitalitatii patrimoniului muzical.

Cuvinte-cheie: multiculturalitate, Bucovina, melos popular, estrada, innoire stilistica,
folclorism polinational, interpretare contemporand

The article examines the renewal of the Bucovinian folk song melos within contemporary
pop music, highlighting the role of multiculturalism in shaping the regional musical identity. It
outlines the structural and stylistic features of the Bucovinian folklore and its integration into
modern pop practices. The study traces the evolution of Bucovinian influences on Ukrainian
popular music and emphasizes key artists’ contributions. It also addresses stylistic hybridization
and creative reinterpretation as defining trends. The research demonstrates that the Bucovinian
melos remains a significant source of artistic innovation, while the interaction between tradition
and modernity ensures the continuity and relevance of this musical heritage.

Keywords: multiculturalism, Bukovina, folk melos, pop music, stylistic renewal,
polynational folklorism, contemporary interpretation
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B cumdonudeckoMm TBOpYECTBE MOJJIABCKOro Kommosutopa [Iennagus Yobany
3HAYUTEIBHOE MECTO 3aHMMAET OCMBICICHHE (YHAAMEHTAIBHBIX KaTErOpUH YEIOBEYECKOTO
CYLIECTBOBAHMS — KYyJIbTYphl, NPUPOABI M YHHUBEpPCyMa. ODTU uAEU (HOPMUPYIOT CHUCTEMY
KOHIICTITOB, OTIPEENSIONNX (PHIOCOPCKO-XYA0KECTBEHHYIO HAPABIEHHOCTh €T0 IPOU3BEICHUH.
OmHuM U3 BaXXHEHUIIUX CpeAr HUX sBIseTCs KoHUENT «Yenosex u Ilpupoday», CBS3aHHBIN C
XYJ0’)KECTBEHHBIM OCMBICIIEHUEM YHHUBEPCAJIbHBIX IPUPOJHBIX 00pa3oB M apXETUIHYECKUX
MIPEACTABICHUI O MHUpE.

[Ipupona B counnenusix I'. Ho0aHy BBICTYIAET HE TOJIBKO KaK O0BEKT XyHA0)KECTBEHHOTO
n300pakeHus, HO M KakK ocobas Moaenb Mupoomrymerus. Kommoszutop oOpamaercs K
rITyOMHHBIM CHMBOJIAaM U apXETUITMYECKUM 00pa3am, OTPaKaIOIIMM B3aUMOICHCTBHE YEIOBEKa C
MPUPOJHBIMU  CTUXMUSIMH, I[HMKIMYHOCTh TPUPOIHBIX TIPOIECCOB U pPHUTyaJbHbIE (POPMBI
KOJUJIEKTUBHOTI'O OIbITa. ApXETUI NMPUPObI IPOSBISETCS KaK B 00pa3HO-CMBICIIOBOM COJIEPKaHUU
MIPOU3BEIEHUH, TaK U B OCOOCHHOCTSX MY3bIKaJIbHOT'O SI3bIKa, POPMUPYS CBOCOOPA3HYIO TOITUKY
MIPUPOIHOTO MUpA.

Konnenr «Yenogex u Ilpupooa» Tmony4daeT BOIUIOIMIEHUE B psae CUMGOHUYCCKUX
COYMHEHHI KOMIIO3UTOpa, CPEeIu KOTOPHIX 0c000€ 3HAU€HHE MMEIOT CUM(OHUYECKas KapTHHA
Pasarile si apa, Konuept nist MapuMOBI ¢ opkecTpoM Briza latitudinilor sudice n cumdonnueckast
ctouta Riturile primaverii. Kaxxnoe w3 3THX NPOU3BEACHUN pPACKPBIBAET DPA3JIUYHBIE ACTIEKTHI
XYJI0’K€CTBEHHOTO OCMBICIICHUSI TPUPOJIBI U IEMOHCTPUPYET UHANBUAYATbHbIE KOMIIO3UIIMOHHBIE
pelIeHus.

B cumdonnueckoit kaptune Pasarile si apa o0pa3 nTuil MpUOOPETAET CHUMBOJIMYECKOE
3HaYeHHE M PACKphIBaeTCid KaK XyJOXKECTBEHHass MeTadopa, CBs3aHHAas C YHUBEPCAJIbHBIMU
TeMaMH TapMOHUM U KaTacTpodbl, >KU3HM U paspylieHus. My3blKanbHas ApaMaTyprus
nmpousBeneHuss (opMUpYeTCs uepe3 B3aUMOJICHCTBUE PA3JIMYHBIX 3BYKOBBIX ILIACTOB, YTO
MO3BOJIIET BOIUIOTUTH (MIOCO(PCKYIO MPUTYY O B3aUMOOTHOLICHHSIX 4YeJOBEKa U MPUPOTHOU
CTUXUHU.

Konuepr mns mapumObl ¢ opkectpoMm Briza latitudinilor sudice cBsi3aH C CO3JIaHHEM
00001IeHHOr0 00pa3za 3K30THYECKOM mpupoasl. Kommo3utop uzderaer HpsMbIX STHHYECKHX
uuTaT, oOpamasch K CHCTEME CTWIEBBIX aUIIO3UM M apXETUIUYECKHX HWHTOHAI[MOHHO-
pUTMHUYECKUX MoJeseld. My3bika (hopMUPYET 3BYKOBYIO IOSTUKY MPUPOIHBIX SIBJICHUMN, BbI3bIBAS
accOLMAIUH C JbIXaHUEM BEeTpa, IIyMOM MOpPS ¥ TUHAMUKON CTUXUIA.

B cumdponnueckoii croute Riturile primaverii oco6oe 3HaYeHIE IPUOOPETACT PUTYATBbHBIH
aCreKT B3auMOJICHCTBUS uelnoBeka U mpuposl. [IpousBenenue BomaomaeT uaeo oOHOBICHUS U
MPOOYKACHUS )KU3HEHHBIX CHJI, COSUHSIS JIEMEHTHI apXanueCKUX PUTYaNbHBIX MPECTaBICHUH C
COBPEMEHHBIMU  KOMITIO3UTOPCKUMHU  TexHHKamu. OO0pa3 mpupoisl 37ech MOpuoOpeTaer
MIAHTEUCTUYECKOE 3BYYaHHUE, IOJUEPKHUBAIOIIEE OLIYIIEHUE €IMHCTBA YEJIOBEKA C OKPY’KAIOLIUM
MHPOM.

Takum o6Opazom, B cumboHMUYeCKUX TpousBeneHusix [ennaaus YoOany mnpupoaa
pacKpblBaeTCsi B Pa3IMYHBIX XYAO0KECTBEHHbIX (opmax — oOT ¢Guiaocopckoil npuTdd J0
My3bIKQIbHON TMOATHKH TPHUPOJIHBIX SBICHUH U  PUTYaTbHO-MHU(DOIOTUYECKON MOAETH
MupoycTpoiicTBa. ObpalieHne K apXeTHINUYECKUM 00pa3aM MO3BOJISET KOMIIO3UTOPY COETUHSTH
COBPEMEHHOE MY3BbIKAIIbHOE MBINIIEHHE C TIYOMHHBIMH KYJIbTYPHBIMU M CHMBOJHYECKUMHU
CTPYKTypaMu, (HOpMHUPYsI MHOTOCIOHHOE XYI0KECTBEHHOE IMPOCTPAHCTBO €ro CUM(OHMYECKOU
MY3bIKH.
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Knwouesvie cnosa: nosmuxa npupoowl, I ennaouii Yooany, cumgponuyveckas my3vika, Ho8as
NPOCPAMMHOCMb, HEOPDONLKIOPUIM, PUMYATLHOCTb

In creatia simfonici a compozitorului moldovean Ghenadie Ciobanu un loc important il
ocupd reflectia asupra categoriilor fundamentale ale existentei umane — cultura, natura si
universul. Aceste idei configureazd un sistem de concepte care determind orientarea filosofico-
artisticd a creatiei sale. Unul dintre cele mai importante dintre acestea este conceptul ,,Omul si
Natura”, asociat cu interpretarea artisticd a imaginilor universale ale naturii si a reprezentarilor
arhetipale despre lume.

Natura in lucrarile lui G. Ciobanu apare nu doar ca obiect al reprezentarii artistice, ci si ca
un model aparte de percepere a lumii. Compozitorul recurge la simboluri profunde si imagini
arhetipale care reflectd interactiunea omului cu fortele naturii, caracterul ciclic al proceselor
naturale si formele ritualice ale experientei colective. Arhetipul naturii se manifesta atat la nivelul
continutului imagistic si semantic al lucrarilor cat si in particularitatile limbajului muzical,
configurdnd o poetica originala a universului natural.

Conceptul ,,Omul si Natura” se concretizeaza intr-o serie de lucrari simfonice ale
compozitorului, dintre care se remarca tabloul simfonic Pasarile si apa, Concertul pentru
marimba si orchestra Briza latitudinilor sudice si suita simfonica Riturile primaverii. Fiecare
dintre aceste creatii dezvaluie diferite aspecte ale interpretarii artistice a naturii si demonstreaza
solutii componistice individuale.

In tabloul simfonic Pdsdrile si apa imaginea pasarilor capati o semnificatie simbolic si se
dezvaluie ca o metaford artisticd asociata cu temele universale ale armoniei si catastrofei, ale vietii
si distrugerii. Dramaturgia muzicald a lucrdrii este construitd prin interactiunea dintre diferite
planuri sonore, ceea ce permite intruchiparea unei parabole filosofice despre relatia dintre om si
elementele naturii.

Concertul pentru marimba si orchestra Briza latitudinilor sudice este consacrat construirii
unei imagini generalizate a naturii exotice. Compozitorul evita citatele etnice directe, apeland la
un sistem de aluzii stilistice si modele intonational-ritmice arhetipale. Muzica creeazd o poetica
sonord a fenomenelor naturale, evocand asocieri cu respiratia vantului, murmurul marii si
dinamica fortelor naturii.

In suita simfonica Riturile primdverii o importanta deosebita capata dimensiunea ritualica
a relatiei dintre om si naturd. Lucrarea intruchipeaza ideea reinnoirii si a renasterii fortelor vitale,
reunind elemente ale reprezentarilor ritualice arhaice cu tehnici componistice contemporane.
Imaginea naturii dobandeste aici o rezonantd panteista, evidentiind sentimentul unitatii omului cu
lumea inconjuratoare.

Astfel, in creatiile simfonice ale lui Ghenadie Ciobanu natura este prezentatd in diverse
ipostaze artistice — de la parabola filosofica la poetica muzicald a fenomenelor naturale si modelul
ritualic-mitologic al organizarii lumii. Recursul la imagini arhetipale 1i permite compozitorului sa
imbine gandirea muzicala contemporana cu structurile culturale si simbolice profunde,
configurdnd un spatiu artistic polistratificat caracteristic muzicii sale simfonice.

Cuvinte-cheie: poetica naturii, Ghenadie Ciobanu, muzica simfonica, noul programatism,
neofolclorism, ritualitate

In the symphonic oeuvre of the Moldovan composer Ghenadie Ciobanu, a significant place
is occupied by the exploration of the fundamental categories of human existence — culture, nature,
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and the universe. These ideas constitute a system of concepts that defines the philosophical and
artistic orientation of his works. Among the most important of these is the concept of "Man and
Nature", associated with the artistic interpretation of universal natural images and archetypal
conceptions of the world.

In G.Ciobanu's compositions, nature functions not merely as an object of artistic
representation but also as a distinctive model of perceiving the world. The composer draws upon
profound symbols and archetypal images that reflect the interaction between humanity and the
forces of nature, the cyclical character of natural processes, and the ritual forms of collective
experience. The archetype of nature manifests itself both in the figurative and semantic content of
the compositions and in the characteristics of their musical language, giving rise to a unique
poetics of the natural world.

The concept of "Man and Nature" finds expression in a number of the composer's
symphonic works, among which the symphonic poem Pasarile si apa (Birds and Water), the
Concerto for Marimba and Orchestra Briza latitudinilor sudice (The Breeze of Southern
Latitudes), and the symphonic suite Riturile primaverii (Spring Rites) occupy a special place.
Each of these compositions reveals different aspects of the artistic interpretation of nature and
demonstrates distinctive compositional approaches.

In the symphonic poem Pasarile si apa, the image of birds acquires symbolic significance,
emerging as an artistic metaphor associated with the universal themes of harmony and catastrophe,
life and destruction. The musical dramaturgy of the work is shaped through the interaction of
diverse sonic layers, enabling the composer to create a philosophical parable about the relationship
between humanity and the forces of nature.

The Concerto for Marimba and Orchestra Briza latitudinilor sudice is devoted to the
creation of a generalized image of exotic nature. Rather than employing direct ethnic quotations,
the composer relies on a system of stylistic allusions and archetypal intonational-rhythmic models.
The music constructs a sonic poetics of natural phenomena, evoking associations with the breath
of the wind, the murmur of the sea, and the dynamic energy of the natural elements.

In the symphonic suite Riturile primaverii, particular importance is assigned to the ritual
dimension of the relationship between humanity and nature. The work embodies the idea of
renewal and the awakening of vital forces, combining elements of archaic ritual traditions with
contemporary compositional techniques. Here, the image of nature acquires a pantheistic
resonance, emphasizing the sense of unity between human beings and the surrounding world.

Thus, in Ghenadie Ciobanu's symphonic works, nature is revealed through a variety of
artistic forms — from philosophical parable to the musical poetics of natural phenomena and the
ritual-mythological model of the universe. By drawing upon archetypal imagery, the composer
succeeds in integrating contemporary musical thought with profound cultural and symbolic
structures, creating the multilayered artistic space that characterizes his symphonic music.

Keywords: poetics of nature, Ghenadie Ciobanu, symphonic music, new programmaticity,
neofolklorism, rituality
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MY3bIKAJIBHOI'O A3BIKA B COHATE-PAIICOAHH BUTAJIUA
BEPXOJIbBI JIUIAA CKPUIIKU U ®OPTEIIMAHO:
NCHOJIHUTEJBCKHUE 3AMETKH

CARACTERISTICILE DRAMATURGICE SI SPECIFICUL LIMBAJULUI
MUZICAL IN SONATA-RAPSODIE PENTRU VIOARA SI PIAN DE VITALII
VERHOLA: NOTE INTERPRETATIVE

FEATURES OF DRAMATURGY CONSTRUCTION AND THE PECULIARITY
OF THE MUSICAL LANGUAGE IN THE SONATA-RHAPSODY FOR VIOLIN
AND PIANO BY VITALIE VERHOLA: PERFORMER'S NOTES

INESSA SAULOVA#

doctor in arte, lector universitar,
Academia de Muzica, Teatru si Arte Plastice

https://orcid.org/0000-0002-1069-921X

CZU [780.8:780.614.332.082.2]:781.6
DOI https://doi.org/10.55383/iadc2026.32

B coBpeMeHHOM CKpUNMYHOM HCKyccTBe PecnyOnukum MonmoBa, OXBaThIBAIOIIEM
KOMITO3UTOPCKOE TBOPYECTBO, KOHIIEPTHYIO MPAKTHKY W TMENArOorHuecKyio AeATeIbHOCTh, JKaHP
COHATHI U1 CKPUMNKU M (OpTENUaHO 3aHUMaeT BakHOe MecTo. OTeuecTBEHHbIE KOMIIO3UTOPHI
PETYISIPHO MPEACTABISIOT BHUMAHUIO MyOIMKH HOBbIE IPOU3BEACHUS ITOTO XKaHPa, a U3BECTHHIE
WCIIOJTHUTEIIA BKJIFOYAIOT UX B CBOM KOHIIEPTHBIE IporpaMmbl. B yueOHbIX mporpammax AMTHUU,
MY3bIKaJIbHBIX KOJUJIEMKEH M JIMIIEeB MPEIyCMOTPEHO M3Y4YeHHE CKPUIMYHBIX COHAT B KIaccax
«Muctpymentay u «Kamepnbiii ancam6nws». Conama-pancoouss 1Jisi CKPUNKUA U (POPTEIHAHO
Buranus Bepxonbl naBHO cTajla HEOThEMIJIEMOH YacThi0 pernepryapa Kiacca KaMepHOIro
aHcam0Ons. B craTtbe mpeacTaBieH aHANINU3 TaHHOTO MPOU3BEACHUS C TOYKU 3pEHHS 0COOEHHOCTEN
KOMITO3UIIMN U JpamMaTyprud, OXapaKTepH30BaHbI CPEACTBA BBIPA3UTEIHLHOCTU CKPUIIUYHOU M
(dboprenuaHHON MapTUil, a TaKKe MPEIOKEHbl METOAMYECKHE PEKOMEHAAIMU MO MPEOJ0TICHUIO
TEXHUYECKUX U XYJ0KECTBEHHBIX TPYAHOCTEH W MO BBIPAaOOTKE PENIEeBAHTHOM HCHOTHUTEIHCKON
Bepcui. Jlenaercs BeIBOJ 0 ToM, uTo Conama-pancoous B. Bepxomnsl 1 CKpunku U GopTenHaHo
OTHOCUTCS K YHCIy SIpKMX OOpa3loB OTEYECTBEHHOW KaMepHO-aHCaMOJIEBOH MYy3bIKH, a
UCIIOJIb30BaHHbIE B HEW MHTOHALIMOHHO-PUTMHUYECKUE OJIEMEHTHI, 3aUMCTBOBAHHBIE U3
MOJIIABCKOTO  ()OJIBKJIOpPAa M HUCIOJHUTENIBCKUAE TIPUEMbI, XapakTepHbIE M JIDYTapCKOro
HCKYCCTBa, CIIOCOOCTBYIOT COBEPIICHCTBOBAHHUIO AaHCAMOJIEBBIX HABLIKOB CKpHUMaueid W
MHUAHHUCTOB.

Knwouesvie cnoea: Bumanuii Bepxona, kamepHulii amcambiv, opamamypeus, napmus
CKpUNKU, napmusi pOpmenuano, pancoous, COHama, ho1bKIopusm

' E-mail: saulovainna@gmail.com

99



In arta moderni violonistica din Republica Moldova, care cuprinde creatia componistica,
practica concertistica si activitatea pedagogica, genul sonatei pentru vioara si pian ocupa un loc
important. Compozitorii autohtoni prezintd publicului Tn mod regulat lucrari noi din acest gen, iar
interpretii cunoscuti le includ in programele lor de concert. in programele de studiu ale AMTAP,
colegiilor si liceelor de muzica este prevazuta studierea sonatelor pentru vioara si pian in clasele
de ,Instrument” si ,,Ansamblu cameral”. Sonata-rapsodie pentru vioara si pian a lui Vitalie
Verhola a devenit de mult o parte integranti a repertoriului clasei de ansamblu cameral. In articol
este prezentatd analiza acestei lucrari, sunt caracterizate mijloacele de expresivitate ale partidelor
de vioard si de pian, precum si sunt propuse recomanddri metodice si interpretative. Se
concluzioneaza ca Sonata-rapsodie pentru vioara si pian fac parte dintr-un numar de exemple
remarcabile ale muzicii camerale autohtone, iar elementele intonational-ritmice ale folclorului
moldovenesc utilizate in ea si tehnicile interpretative caracteristice artei lautdresti contribuie la
dezvoltarea abilitdtilor artistice si tehnice ale vioristilor si pianistilor.

Cuvinte-cheie: Vitalie Verhola, chamber ensemble, dramaturgy, folklore, violin part,
piano part, rhapsody, sonata

In the contemporary violin art of the Republic of Moldova, encompassing compositional
creativity, concert practice, and pedagogical activity, the genre of sonata for violin and piano
occupies an important place. Native composers regularly present new sonatas, and well-known
performers include them in their concert programs. The curricula of AMTAP, music colleges, and
lyceums provide for the study of violin sonatas in the classes of "Special Instrument" and
"Chamber Ensemble". The Sonata-rhapsody for violin and piano by Vitalie Verhola has long
become an integral part of the repertoire of the Chamber Ensemble class. This article presents an
analysis of this composition, characterizes the expressive elements of the violin and piano parts,
and also offers methodological and performance recommendations. It is concluded that the
mentioned sonatas for violin and piano are among the bright examples of native chamber
ensemble music, and the intonational-rhythmic elements of Moldovan folklore and performance
techniques characteristic of the lautar art used in them contribute to the development of artistic and
technical skills of violinists and pianists.

Keywords: Vitalie Verhola, chamber ensemble, dramaturgy, violin part, piano part,
rhapsody, sonata, folklorism
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Una din trasaturile caracteristice stilului de interpretare al lui Marcus Miller consta in
aplicarea practicd a tehnicii slap la chitara bas. Sonoritatea inovatoare a acestei modalitdti de
emitere a sunetului era determinata de pozitia specificd a mainii drepte: in timp ce degetul mare
era plasat la nivelul ultimelor taste ale instrumentului, degetul aratator al mainii drepte realiza
,clupirea”, cu mare precizie, sub corzile chitarei bas, pe pickguardul acesteia.

O alta inovatie a lui M. Miller in domeniul tehnicii bass slap a fost si utilizarea tehnicii Up
and Down (Double Thumb). Acest element putea fi interpretat doar in conditiile unei pozitii stricte
a degetului mare, localizatd in directie paraleld cu toate corzile chitarei bas. Totodatd, emiterea
sunetului se realiza cu degetul mare al mainii drepte, in locul dintre tastiera si pickupul plasat pe
ea. Anume 1n aceasta zona a instrumentului, in timpul lovirii, degetul mare coboara in mod natural
in spatiul gol, basistul avand astfel posibilitatea de a crea conditii prealabile pentru implementarea
,»clupirii” cu degetul mare al mainii drepte, in timpul miscarii acesteia in sus.

Utilizarea miscarii incheieturilor palmelor (mainilor) de catre M. Miller a asigurat o
crestere semnificativa a potentialului tehnic al chitarei bas, 1ar ca urmare, s-a micsorat si numarul
miscarilor interpretative. Totodatd, interpretul utiliza frecvent ,.ciupirea dubld” in ména dreapta,
procedeu folosit pana atunci in practica profesionala de interpretare foarte rar.

Trebuie sd remarcdm si variabilitatea metroritmicad dezvoltatd In creatia lui M. Miller, in
contextul utilizarii tehnicii slap, bazata pe muzica funk, organizatd dupa formule ritmice precum
optime cu punct-saisprezecime, saisprezecime-optime-saisprezecime, saisprezecime si optime cu
punct. In plus, basistul practici activ diverse modele ritmice (patternuri) in timpul interpretarii
sincopelor din cadrul masurilor sau dintre acestea, ceea ce creeaza un efect special de ,,balansare”,
precum si un colorit percusiv suplimentar.

Trebuie mentionatd, In mod special, tehnica de percutie a lui M. Miller, folosita pentru a
imita sonoritatea bateriei. Emiterea sunetului se realizeaza cu ambele maini: mana dreapta poate
interpreta sunete separate, cu degetul mare si cel aratator, atat pe una, cét si pe mai multe coarde
sau poate sa se miste de-a lungul tastierei. Totodata, in timp ce loveste tastiera, mina dreapta
aplica aceasta metoda de a canta, pe toate corzile chitarei bas.

Calitatea sunetului si a timbrului depinde in mod direct de amplitudinea miscarii
incheieturii mainii drepte, precum si de ,,oprirea” corzilor cu mana stanga. Astfel, Marcus Miller
foloseste chitara bas ca instrument de percutie complet, folosind ambele maini simultan.

Datoritd stilului sau original — o combinatie unica de funk, groove, soul si maiestriei
instrumentale — Marcus Miller a fost numit unul dintre cei mai mari basisti de jazz, R&B, fusion si
soul. Renumita revista Bass Player Magazine l-a clasat printre primii zece in lista celor mai
influenti artisti de jazz ai generatiei noastre.

Cuvinte-cheie: chitara bas, Marcus Miller, slap, Up and Down, tehnici de interpretare,

tehnici de emitere a sunetului
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One of the distinctive features of Marcus Miller’s performance style is his practical
application of the slap technique on the bass guitar. The innovative sound of this method of tone
production was determined by the specific position of the right hand: while the thumb was placed
near the end of the fingerboard, the right index finger executed a highly precise “plucking” motion
beneath the bass strings, striking against the instrument’s pickguard.

Another of M. Miller’s innovations in slap bass technique was his use of the Up and Down
(Double Thumb) technique. This technique could only be performed with the thumb held in a strict
position, parallel to all the strings of the bass guitar. Sound production was achieved with the
thumb of the right hand in the area between the fingerboard and the pickup. It is precisely in this
part of the instrument that, during the downward stroke, the thumb naturally moves into the open
space, enabling the bassist to prepare for the upward “pluck” executed with the same thumb.

Marcus Miller’s use of wrist motion significantly expanded the technical potential of the
bass guitar while simultaneously reducing the number of performance movements required. He
also made frequent use of the double-plucking technique with the right hand, a device that had
previously been employed only rarely in the professional performance practice.

Particular attention should also be given to the metrorhythmic flexibility developed in M.
Miller’s playing within the context of the slap technique. Rooted in funk music, it is based on
rhythmic formulas such as the dotted eighth note followed by a sixteenth note, the sixteenth-
eighth-sixteenth pattern, and combinations of sixteenth notes with dotted eighth notes. In addition,
the bassist actively employs a variety of rhythmic patterns when performing syncopations both
within and across measures, creating a distinctive swinging effect and adding an extra percussive
dimension to his playing.

Special mention should be made of M. Miller’s percussion technique, which is used to
imitate the sound of a drum set. Sound production involves both hands: the right hand can produce
individual notes with the thumb and index finger on one or several strings, or move freely along
the fingerboard. At the same time, while striking the fingerboard, the right hand applies this
technique across all the strings of the bass guitar.

The quality of the sound and timbre depends directly on the amplitude of the right wrist
movement and on the muting of the strings by the left hand. In this way, Marcus Miller employs
the bass guitar as a complete percussion instrument, using both hands simultaneously.

Thanks to his original style — a unique combination of funk, groove, soul, and outstanding
instrumental mastery — Marcus Miller has been recognized as one of the greatest bassists in jazz,
R&B, fusion, and soul music. The renowned Bass Player Magazine ranked him among the ten
most influential jazz bassists of our generation.

Keywords: bass guitar, Marcus Miller, slap, Up and Down, performance technique, sound
production techniques
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My3uka, SK HaWOUIBII EMOIIWHWI BHJ MHUCTENTBA, MEPIIOK pearye Ha CyCHUIbHI
MOTPSICIHHSA. Y Yacu BIifHM BOHA BiAIrpae KIOYOBY POJIb, CIAYTYE 3aCO00M AYXOBHOI CyOmimartii,
JOKEPENIOM €THOCTI, BipH 1 Hafii. B ymoBax BiiHM My3WYHHUN KOHTEHT CTa€ He JHiIe (HOpPMOIO
pedrekcii Ha TpaBMaTHYHUMA TOCBIJ, a i CKJIATHUKOM CTPATETTYHUX KOMYHIKAIi Ta KyJIbTypHOL
JIUIIOMATII.

VY cy4acHHX HayKOBUX AOCHIKEHHSX MY3UKY PO3IJISAAOTh SK: IHCTPYMEHT BH)KMBAHHS
(Hdotpi, 2015); dopmy comianpHOoi komynikaiii (Kamen, 2013); 3aci®6 momomoru xepTBam
MOJITHYHUX KOHQJIKTIB Y BIJHOBJICHHI CBO€1 HaIlOHAJIBHOI 1JIGHTMYHOCTI 1 IMOJOJAHHS TPaBM
(Ansari, 2018), 3aci6 imeosoriuHoi MoOuTI3aIi Ta IHCTPYMEHT OINOPY B CyYaCHHUX KOHQIIIKTax
(Benecko-ITroduto, 2021). BaxknuBuMu 11l HAIIOTO JOCIIIKEHHS TAKOX € MY3UYHO-TIEAarorivHi
koHmemnii Himernpkux BueHux @.T. Anopuo ta K.I'. Eperdopra, myOmikarii ykpaiHCbKUX aBTOPIB
O. Bepemarinoi-binsecekoi (2023), B. lyruak (2022), 1. TykoBoi (2022), FO. Yekana (2025),
nociipkenss M. Bampa-Oypman, T. Tyumacbkoi (2023) mpo poiib My3WKH y 4Yac BiiHH, ii
TBOPEHHS 1 HOLIUPEHHS K (GOPMH ONOPY Ta JOMOMOTH JIOSM.

JlocimKeHHs aKTyami3yI0Th POJIb My3UKH 1 TBOPUYOCTI KOMIO3UTOPIB, SIKi TBOPATH MY3HUKY
y 4ac BiifHH, a00 X CTBOPIOIOTh MY3HUHI TBOPH SIK CIIOCIO peakilii Ha xaxiTTs BidHU. Takumu €
My3W4HI TBOpH, fKI Oynu HamMcaHi yKpPaiHCBKUMH KOMIIO3UTOpAaMU y 4Yac JBOX TpariuHux
iICTOpHYHUX TiepiofiB ans Ykpainu — 1e moaii Ha MailinaHi, BTOprHeHHs 1 3axoruieHHs Kpumy,
cxinmHux obnmacteit Ykpainu (2014) i noBHOMacmtabHa BiitHa 3 Pociero (2022), o Tpusae i goci.

CycninbHe 3HaYeHHs] My3MYHOTO MUCTEITBA IMiJ Yac BiffHU aKkTyali3zye (eHOMEH «MY3HKHU
BIHHU» 1 TOCIIIKEHHS TBOPUOCTI YKPAiHCHKUX KOMITO3UuTOpiB. Poznounnaroun 3 Maiinany 2014
pPOKy Tpariuni moaii B YKpaiHi 3HalIIIM BiJOOpaKeHHS Yy TBOPUYOCTI OaraTthboX YKpaiHCHKUX
kommo3uTopiB: [. Anekciituyk, 3. Anmamii, [I'. I'aBpuneunn, B.IlomsoBoi, B. CumbBecTpoBa,
O. llInmxko Ta 6araTo iHIIHX.

# E-mail: z.sophroniy@chnu.edu.ua
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Ha oco0nuBy yBary 3aciyroBye TBOPUICTh BHJATHOTO YKPaiHCBKOTO KOMIIO3UTOPA
Banentuna CunbBecTpoBa, IpeACTaBlI€Ha MacIITAOHUM XOpOBUM TBOpoM Matioan-2(014 Ha cnoBa
T. lleBuenka 1 II. UyObuncekoro mans xopy xopy a’cappella Tta comicriB. [licns
MOBHOMACIITAOHOTO BTOPTHEHHs Pocii B emirpaiiii KOMIO3UTOp MPE3EHTYBAB MK 13 TPhOX I1°€C:

I. Mysuunuii momenm, 11. Lacrimosa, 111. Ilacmopans (2022), HanmucaHuil SK BIATYK Ha MOAIl B
Byudi. I Bxe y 2025 poui B. CumbBectpoB BUKOHYE CBili Xoposuii ecxiz Ha cnoBa T.llleBuenka
Cxamenimocsi! Byovme n100u, B SKOMY 3BEPTAETHCS 0 JIOACTBA 13 MPOXAHHSM TPHUITMHUTH
BOMBCTBA 1 CTpaKIaHHS HCBUHHUX.

3HaKOBUMH Y 4acH BiiiHU ctanu TBopH ['. ["aBpusnients Monumea oo [lpecesamoi boeopoouyi
(2018) ax monuta 3a Mup B Ykpaini; 3. Anmain Micmo Mapii 1 B. IlonboBoi byua. Lacrimosa,
Jloooocepu (2022), cTBOpeH1 sK peakilisi Ha TpariuHi moxii B YKpaiHi —  BOMBCTBa HEBHHHHUX
moniel; My3uuHi TBopH [. Anekciituyk: Tpuceame (2022) nnst xinodoro xopy a’cappella Ta como
CKPHUIKHU (Ha JyXOBHI TEKCTH), MPUCBAYEHHUI BoiHaM 30poiHMX cun Ykpainu; Miu 2onoc oo
T'ocnooa! Ilcanom 142 (2022) npucBsyeHuit IiTAM, 3paHEHUX BiifHOIO B YKpaiHi; 1uki Koauckosa
saneonie  (2023), HanmucaHWW Mg BPAKECHHSIM IEMJIMBOI KOJUCKOBOI MaTepi 3aru0Jioro
YKpalHChKOTO BOiHA; ypouuctuil ¢andap Crnasa Vkpaini! (2022) nas AyXOBOro OpKecCTpy,
cTBopeHuil Ak Hazis Ha Ilepemory Han 3arapOHMKOM 1 okymaHToM; a Takox TBip O. Ilumxo
Bupiii (2014) — cakpanbpHa MicTepist Ha cTapoaaBHi 0107iiiHI Ta YKpaiHCHKI HAPOIHI TEKCTH IS
MIIIIAHOTO XOPY, aBTCHTHYHUX TOJIOCIB, COMTPAHO Ta CUM(OHIYHOTO OPKECTPY.

Temaruka BiiiHu 1 Bipu B Ilepemory nomiHye 1 B TBOPYOCTI NpPEACTABHUKIB Cy4acHOT
nonysisipHoi My3ukn. Cepen HUX My3udHi rypta Okean Envzu (He meos sitina, Bcmasatii, Obitimu,
A ne 30amca 6e3 boro, [lpye, He uou), Ilikapoiticeka mepyia (Ilwse xaua), bBe3z obmedrcens
(I'eposim UA), Kozak System (bpam 3a bpama), cmiBaku Makc bapcekux (Xaii 6yde eecua),
Annpiit XnuBHIOK (Mamo ue naau, 3nusa), Ipuna @enuivt (A s socusuii, MamyceHvKo, HCusutl),
Onexcanap [lonomaproB (Vrpaira nepemoodice) Ta iHIIII.

JleTanpHUI aHaAMI3 TBOPYOCTI YKPATHCHKMX KOMIIO3UTOPIB Yy Yac BH3BOJIBHOI BIWHU
CBIJTYUTH, 1110 My3WKa CTBOPEHA y JIAaHWUU TIEPi0/I Ma€ He JIMIIE XY I0KHIO I[IHHICTb, a ¥ IIMPOKUNA
¢byukmioHansHul BIMB. OCHOBHUMHU (YHKIIISIMH MY3UWKH B yMOBaxX BiMHHM €: KaTapCHU4Ha, IO
JIOTIOMAarae JIFOAWHI TEePEOCMHUCIMTH Tparedilo, BWKUTH «TYT 1 3apa3», IOJOJAaTH CcTpec 1
JENPECUBHUN CTaH 4Yepe3 3BYKOBHH TIPOCTIP; KOMYHIKaTHBHO-MOOiTI3alliifHa, SKa CIpHUsE
(OpMyBaHHIO CHUTBHOI 1IEHTUYHOCTI, BHUPAXKEHHIO BIACHOTO OO0 clyXadeBi, MOIOJAHHIO
1307151111 OCOOMCTOr0 CTpaXkJaHHS dYepe3 MUCTEIbKHUH JOCBiN; MeMopiajbHa, IO TMOJSITrae y
(ikcarii ictopuyHOi MpaBau, MaM’ATI MPO MOl 1 TepoiB Yepe3 My3H4YHI TBOPH; 11€0JOTIYHO-
PE3UCTEHTHA, 1110 J03BOJIIE MOTHUBYBATH 1 3TYpTOBYBAaTH CYCHUIbCTBO, YTBEP/KYBATHU BIIACHY
KyJbTypy Ha TpPOTHBAry KyJnbpTypi arpecopa. OTke, My3UYyHE MHUCTEHTBO y dYac BIHHU CTae
(hopMOI0 KyJIBTYPHOTO CIIPOTHUBY Ta CIIOCOOOM 30€peKeHHS HAIlIOHATBHOT 1IEHTHYHOCTI B YMOBaxX
3arpo3u 3HUILEHHS.

Knrwouoei cnoea: my3suxa 6iliHu, KOMHO3UMOPCbKA MBOPYICMb, QVHKYIT MY3uKu,
KYIbMYPHUL CHPOMUS, YKPAIHCbKA MY3UKU, CYYACHA MEOPUICIb

As the most emotional of the arts, music is the first to respond to social upheavals. In times
of war, it plays a key role, serving as a means of spiritual sublimation and a source of unity, faith
and hope. In the context of war, musical content becomes not only a form of reflection on

traumatic experiences, but also a component of strategic communication and cultural diplomacy.
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In contemporary academic research, music is regarded as: atool for survival (Daughtry,
2015); a form of social communication (Kaden, 2013); a means of helping victims of political
conflicts to restore their national identity and overcome trauma (Ansari, 2018); a means of
ideological mobilisation and an instrument of resistance in contemporary conflicts (Velasco-
Pufleau, 2021). Also important for our study are the music-pedagogical concepts of the German
scholars F.T. Adorno and K.H. Ehrenforth, as well as the publications of the Ukrainian authors
O. Vereshchagina-Bilyavska (2023), V. Dutchak (2022), I. Tukova (2022), and Y. Chekan (2025),
as well as the research by M. Wald-Furman and T. Tuchynska (2023) on the role of music in times
of war, its creation and dissemination as a form of resistance and aid to people.

These studies highlight the role of music and the work of composers who create music
during times of war, or who compose musical works as a response to the horrors of war. These
include musical works written by Ukrainian composers during two tragic historical periods for
Ukraine: the events on the Maidan, the invasion and annexation of Crimea and the eastern regions
of Ukraine (2014), and the full-scale war with Russia (2022), which continues to this day.

The social significance of musical art during wartime brings to the fore the phenomenon of
“war music” and research into the work of Ukrainian composers. Since the Maidan in 2014, the
tragic events in Ukraine have been reflected in the works of many Ukrainian composers:

I. Oleksiychuk, Z. Almashi, H. Havrylets, V. Polovoy, V. Silvestrov, O. Shymko and many others.

The work of the outstanding Ukrainian composer Valentin Silvestrov deserves special
attention; it is represented by the large-scale choral work Maidan-2014, set to words by
T. Shevchenko and P. Chubynsky for a cappella choir and soloists. Following Russia’s full-scale
invasion, whilst in exile, the composer presented a cycle of three pieces: 1. Musical Moment,
II. Lacrimosa, 111. Pastoral (2022), written in response to the events in Bucha. And as early as
2025, V. Silvestrov performed his Choral Sketch to the words of T. Shevchenko, Come to your
senses! Be human!, in which he appeals to humanity to put an end to the killing and suffering of
the innocent.

Works that came to symbolise the war include H. Havrylets’ Prayer to the Blessed Virgin
Mary (2018), a prayer for peace in Ukraine; Z. Almashi’s City of Mary and V. Polova’s Bucha.
Lacrimosa, Cannibals (2022), created in response to the tragic events in Ukraine — the killing of
innocent people; I. Aleksiichuk’s musical works: Trisagion (2022) for female a cappella choir and
solo violin (based on sacred texts), dedicated to the soldiers of the Armed Forces of Ukraine; My
Voice to the Lord! Psalm 142 (2022), dedicated to children wounded by the war in Ukraine; the
cycle Lullaby of the Angels (2023), written under the impression of the poignant lullaby sung by
the mother of a fallen Ukrainian soldier; the solemn fanfare Glory to Ukraine! (2022) for brass
band, created as a symbol of hope for victory over the invader and occupier; as well as
O. Shymko’s work Vyr (2014) — a sacred mystery based on ancient biblical and Ukrainian folk
texts for mixed choir, authentic voices, soprano and symphony orchestra.

The themes of war and faith in victory also feature prominently in the work of
contemporary pop musicians. These include the bands Okean Elzy (Not Your War, Get Up,
Embrace, I Won'’t Give Up Without a Fight, Friend’, Don’t Go), Pikardiiska Tertsiya (The Duck
Swims), Bez Obmezhen (To the Heroes of Ukraine), Kozak System (Brother for Brother), singers
Max Barskikh (Let There Be Spring), Andriy Khlyvnyuk (Mum, Don’t Cry, Downpour), Iryna
Fedyshyn (And I Am Alive, Mother, Alive), Oleksandr Ponomariov (Ukraine Will Win) and others.

A detailed analysis of the work of Ukrainian composers during the War of Independence
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shows that the music composed during this period possesses not only artistic value but also a
wide-ranging functional impact. The main functions of music in wartime are: cathartic, helping
people to re-examine tragedy, to survive ‘here and now’, and to overcome stress and depression
through the soundscape; communicative and mobilising, which contributes to the formation of a
shared identity, the expression of one’s own pain to the listener, and the overcoming of the
isolation of personal suffering through artistic experience; memorial, which consists of recording
historical truth and preserving the memory of events and heroes through musical works;
ideologically resistant, which helps to motivate and unite society, and to affirm one’s own culture
in opposition to that of the aggressor. Thus, musical art in times of war becomes a form of cultural
resistance and a means of preserving national identity in the face of the threat of annihilation.
Keywords: war music, compositional work, functions of music, cultural resistance,
Ukrainian music, contemporary music

Muzica, fiind cea mai emotionala forma de arta, reactioneaza prima la convulsiile sociale.
In timp de razboi ea indeplineste un rol esential, servind drept mijloc de sublimare spirituala, sursa
de unitate, credinta si sperantd. In conditiile razboiului continutul muzical devine nu doar o forma
de reflectie asupra experientei traumatice, ci si 0 componentd a comunicdrii strategice si a
diplomatiei culturale.

In cercetarile stiintifice contemporane muzica este abordati ca: instrument al supravietuirii
(Daughtry, 2015); forma de comunicare sociald (Caden, 2013); mijloc de sprijinire a victimelor
conflictelor politice in procesul de recuperare a identitatii nationale si de depdsire a traumelor
(Ansari, 2018); instrument de mobilizare ideologica si de rezistentd in conflictele contemporane
(Velesco-Pufleau, 2021). Pentru studiul nostru sunt relevante, de asemenea, conceptiile muzical-
pedagogice ale cercetatorilor germani Th. W. Adorno si K. G. Ehrenforth, precum si publicatiile
autorilor ucraineni O. Veresceahina-Bileavska (2023), V. Dutceak (2022), I. Tukova (2022), Iu.
Cekan (2025), precum si cercetarile realizate de M. Wald-Fuhrmann si T. Tuczynska (2023)
privind rolul muzicii In timpul razboiului, procesul de creatie si raspandirea acesteia ca forma de
rezistentd si sprijin pentru oameni.

Aceste cercetdri evidentiaza rolul muzicii si al creatiei compozitorilor care compun in
timpul razboiului sau creeaza lucrdri muzicale ca reactie la ororile acestuia. Astfel sunt operele
scrise de compozitorii ucraineni in doud dintre cele mai tragice perioade istorice ale Ucrainei:
evenimentele de pe Maidan, invazia si anexarea Crimeii si ocuparea regiunilor din estul Ucrainei
(2014), precum si razboiul de amploare declansat de Rusia in anul 2022, care continud pana in
prezent.

Importanta sociala a artei muzicale in timpul rdzboiului actualizeaza fenomenul ,,muzicii
razboiului” si necesitatea cercetarii creatiei compozitorilor ucraineni. Incepand cu evenimentele de
pe Maidan din 2014, tragediile prin care a trecut Ucraina si-au gasit expresia in creatiile
numerosilor compozitori ucraineni, printre care I. Aleksiiciuk, Z. Almasi, H. Havrilet, V. Poleva,

V. Silvestrov, O. Simko si multi altii.

O atentie deosebita merita creatia eminentului compozitor ucrainean Valentin Silvestrov,
reprezentatd prin ampla lucrare corala Maidan-2014, pe versuri de Taras Sevcenko si Pavlo
Ciubinski, pentru cor a cappella si solisti. Dupd invazia pe scara larga a Rusiei, aflat in exil,
compozitorul a prezentat ciclul din trei piese: I. Moment muzical, II. Lacrimosa, IIlI. Pastorala
(2022), compus ca reactie la tragedia de la Bucea. In anul 2025, V. Silvestrov a interpretat Schitd
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corala pe versurile lui Taras Sevcenko Sa va veniti in fire! Fiti oameni!, adresand umanitatii un
apel de a pune capat crimelor si suferintelor oamenilor nevinovati.

Deosebit de reprezentative pentru perioada razboiului sunt lucrarile H. Havrilet —
Rugaciune catre Preasfanta Nascatoare de Dumnezeu (2018), conceputd ca rugiciune pentru
pacea in Ucraina; creatiile Z. Almasi — Orasul Mariei si V. Poleva — Bucea. Lacrimosa si
Canibalii (2022), scrise ca reactie la uciderea civililor nevinovati; lucrarile lui 1. Aleksiiciuk:
Trisaghion (2022), pentru cor feminin a cappella si vioara solo, pe texte religioase, dedicat
militarilor Fortelor Armate ale Ucrainei; Glasul meu catre Domnul! Psalmul 142 (2022), dedicat
copiilor raniti de razboi; ciclul Leaganul ingerilor (2023), inspirat de cantecul de leagin sfasietor
al mamei unui soldat ucrainean cidzut pe front; fanfara solemna Slava Ucrainei! (2022), pentru
orchestra de sufldtori, conceputa ca expresie a sperantei in victoria asupra invadatorului; precum si
lucrarea lui O. Simko Virii (2014), o misterie sacrd pe texte biblice vechi si texte populare
ucrainene, pentru cor mixt, voci autentice, soprana si orchestrd simfonica.

Tematica razboiului si a credintei In victorie domind si creatia reprezentantilor muzicii
populare contemporane. Printre acestia se numard formatiile Okean Elzy (Nu este razboiul tau,
Ridica-te, Imbrdtiseazd-md, Nu md voi preda fard luptd, Prieten, Nu pleca), Pikardiiska Tertiia
(Pluteste rata), Bez Obmejen (Eroilor UA), Kozak System (Frate pentru frate), precum si
interpretiit. Max Barskih (Sa vina primavara), Andrii Hlivaiuk (Mama, nu plange, Ploaie
torentiala), Irina Fedisin (Sunt viu, mama, sunt viu), Oleksandr Ponomariov (Ucraina va invinge)
si altii.

Analiza detaliatd a creatiei compozitorilor ucraineni in perioada razboiului de eliberare
demonstreaza cd muzica creatd in aceasta perioada poseda nu doar valoare artistica, ci si un impact
functional complex. Principalele functii ale muzicii 1n conditii de rdzboi sunt: functia cathartica,
care 1l ajutd pe om sa regandeascd tragedia, sd supravietuiasca ,aici si acum” si sd depaseasca
stresul si depresia prin intermediul spatiului sonor; functia comunicativ-mobilizatoare, care
contribuie la formarea unei identitati comune, la exprimarea durerii si la depdsirea izolarii
suferintei individuale prin experienta artistica; functia memoriald, care constd in pastrarea
adevarului istoric si a memoriei evenimentelor si eroilor prin intermediul creatiilor muzicale; si
functia ideologic-rezistenta, care permite motivarea si solidarizarea societatii si afirmarea propriei
culturi 1n opozitie cu cultura agresorului.

Prin urmare, arta muzicala in timpul razboiului devine o forma de rezistenta culturala si un
mijloc de conservare a identitatii nationale in conditiile amenintarii cu distrugerea.

Cuvinte-cheie: muzica razboiului, creatie componistica, functiile muzicii, rezistenta
culturala, muzica ucraineand, creatie contemporand
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The definition of “technique” refers to a careful mechanical and physical leading of the
hands associated with the fingers, required to develop the elements’ structure of music
interpretation: score reading, rhythm, aural skill, expressiveness, steady tempo, colour, character,
dynamics, signs of notes in a musical piece. To bring
close the meaning of “technique”, we integrate the definition of technique notion from different
dictionaries: The dictionary.com website defines "technique" as a "method" of doing some tasks or
performing something. A "systematic way" of doing something, implies an orderly logical
arrangement.  "Skillfulness" in the command of fundamentals derives from practice and
familiarity. The American Heritage Dictionary defines "technique" as the basic method for
making or doing something, such as an artistic work. This source also identifies that the nouns:
"technique", "skill", "art" denote great ability in doing or performing that is attained especially by
study or practice. The Oxford Learner’s Dictionaries mention technique, “a particular way of
doing something, especially one in which you have to learn skills”.

Before the piano instrument had been made by Cristofori in 1709, and became prominent
around 1770, there existed books dedicated to keyboard instruments at that time. The most
eminent important keyboard book appeared at the turn of 16 ™ and 17% centuries named I/
Transylvano, it was written by the Italian organist, teacher and music theorist Girolamo Diruta
(1546-1624), author of the first comprehensive treatise on organ playing, written in the form of a
dialogue. The work was published in Venice in two volumes (1593, 1609).

The book of Francois Couperin (1668-1733) L ’Art de toucher le clavecin, published in Paris
in 1717, is indeed considered the first piano school, the only method to explain in a theoretical
system the notion of technique, fingering, phrasing, ornamentation of playing the harpsichord.

There are three important keyboard methods of thel18 ™ century. The first is the method by
Carl Philipp Emanuel Bach (1714-1788) entitled Versuch iiber die wahre Art das Clavier zu
spielen (The Essay of True Art of Playing Keyboard Instruments) appeared in1753. A fundamental
treatise published in two volumes (1753, 1762) systematized the principles of playing the

# E-mail: miraznt@yahoo.com
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harpsichord and clavichord, covering psychord fingering, ornamentation, improvisation, and the
“proper manner” of performance, serving as a bridge between the Baroque and Classical periods.

The author insisted on correct fingers application on keyboard, and assumed the use of the
thumb, while in Renaissance and Baroque it was unusual to use the thumb’ fingers. In his book,
thumbs are considered for white keys in designing the position, and the third finger is for black
keys. The use of the same finger when sliding from the back key to the white is also proposed,
while trills are recommended to be played with non-adjacent fingers. Another important volume is
Die Kunst das Clavier zu spielen (The art of keyboard performance) written in 1750 by the
German theorist, critic and composer Friedrich Wilhelm Marpurg (1718-1795), and Klavierschule
oder Anweisung zum Klavierspielen fiir Lehrer und Lernende mit kritischen Anmerkungen (A
Piano Method or Guide to Playing the Piano for Teachers and Learners, with critical comments)
elaborated in 1789 by the German composer and organist Daniel Gottlob Turk (1750-1813). D.G.
Turk’ s concept is based on the habitual details, e.g. the player’s distance from the keyboard, the
hands a few inches below the elbow, the thumbs straight out, etc.

It is also necessary to mention the method of the German pianist Johann Peter Milchmeyer
(1750-1813) named Die wahre Art das Pianoforte zu spielen(The True Way of Playing the Piano-
Forte) (1797); that of the German pianist and composer Johann Carl Friedrich Rellstab (1759-
1813) Anleitung fiir Clavierspieler, den Gebrauch der Bach'schen Fingersetzung, die Manieren
und den Vortrag betreffend (A Guide to Playing the Keyboard: Teaching Good Performance in
Accordance with the Demands of Our Time) (1790); the method of the Czech composer and
pianist Jan Ladislav Dussek (1760-1812) Instructions on the Art of Playing the Pianoforte or
Harpsichord (1796), which lies between the old and new method: the hands position should never
be moved, and never play repeated notes with the same finger, while his piano compositions
include, for the first time, a lot of pedals. Thus, the treatises written by European performers,
composers, and theorists specializing in the organ, harpsichord, and pianoforte in the 17th and
18th centuries laid the foundations for piano methodology and pedagogy, which would not
develop further until the 19th century through the work of Muzio Clementi, Johann Nepomuk
Hummel, Carl Czerny, and Charles Louis Hanon.

Keywords: clavichord, organ, pianoforte, technique, theory

Definitia ,,tehnica” se refera la o conducere fizica si mecanicd atentd a mainilor, corelata cu
migcarile degetelor, necesard pentru dezvoltarea elementelor structurale ale interpretarii muzicale:
citirea partiturii, ritmul, capacitatea auditivd, expresivitatea, tempo-ul constant, nuantele,
caracterul, dinamica si semnele din partiturd. Pentru a clarifica semnificatia termenului ,,tehnica”,
integram  definitia notiunii de tehnicd din diferite dictionare. Astfel, pagina web
www.dictionary.com defineste ,,tehnica” ca o ,,metodd” de a Indeplini anumite sarcini sau de a
realiza ceva. O ,,modalitate sistematica” de a face ceva implicd o organizare logica ordonata. O
»pricepere” in stdpanirea elementelor fundamentale deriva din practica si familiaritate. American
Heritage Dictionary defineste ,tehnica” ca fiind metoda de baza pentru a crea sau a face ceva,
cum ar fi o opera artistica. De asemenea, aceasta sursa identifica faptul ca substantivele: ,,tehnica”,
»abilitate”, ,artd” denotd o mare abilitate in a face sau a realiza ceva, dobanditd in special prin
studiu sau practica. Oxford Learner’s Dictionary trateaza tehnica ca fiind ,,un mod particular de a
face ceva, in special unul in care trebuie sa inveti abilitati”.

Inainte ca pianul si fie inventat de Cristofori in 1709 si si capete popularitate in jurul
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anului 1770, existau deja carti dedicate instrumentelor cu claviaturd. Cea mai importantd carte
dedicata instrumentelor cu claviatura a aparut la cumpana dintre secolele al XVI-lea si al XVII-

lea, sub titlul 7/ Transylvano, fiind scrisa de organistul, profesorul si teoreticianul muzical italian
Girolamo Diruta (1546-1624), autorul primului tratat cuprinzator despre interpretarea la orga,
redactat sub forma unui dialog. Lucrarea a fost publicata la Venetia in doua volume (1593, 1609).

Cartea lui Frangois Couperin (1668-1733) L’Art de toucher le clavecin, aparutda in 1717 la
Paris este consideratd, prima metoda care explicd intr-un sistem teoretic tehnica, degetarea,
frazarea si ornamentatia interpretarii la clavecin. Mai existd trei metode importante pentru
instrumente cu claviaturd din secolul al XVIII-lea. Prima este metoda Ilui Carl Philipp Emanuel
Bach (1714-1788) intitulatd Versuch iiber die wahre Art das Clavier zu spielen (Eseu despre
adevarata arta a interpretarii la instrumente cu claviatura), aparutd in 1753. Fiind un tratat
fundamental publicat in doud volume (1753, 1762) acesta a sistematizat principiile interpretarii la
clavecin si clavicord, acoperind digitatia, ornamentatia, improvizatia si ,,maniera corectd” de
interpretare, servind ca o punte intre perioadele barocd si clasica. Autorul a insistat asupra
pozitiondrii corecte a degetelor pe claviaturd si a sustinut utilizarea degetului mare, desi In
perioada Renasterii si a Barocului folosirea acestuia era neobisnuiti. In cartea sa, degetul mare
este destinat tastelor albe 1n stabilirea pozitiei, iar degetul aratator este destinat tastelor negre. Se
propune, de asemenea, utilizarea aceluiasi deget la trecerea de la o tastd neagra la una alba, in timp
ce trilurile sunt recomandate a fi interpretate cu degete neadiacente.

Un alt volum important este Die Kunst das Clavier zu spielen (Arta interpretarii la
clavicord), scris In 1750 de teoreticianul, criticul si compozitorul german Friedrich Wilhelm
Marpurg (1718-1795), si Klavierschule oder Anweisung zum Klavierspielen fiir Lehrer und
Lernende mit kritischen Anmerkungen (Metoda de pian sau ghid de invatare a pianului pentru
profesori si elevi, cu comentarii critice), elaboratd in 1789 de compozitorul si organistul german
Daniel Gottlob Turk (1750-1813). Conceptul lui D.G. Turk se bazeaza pe detalii legate de
obiceiuri, de exemplu distanta interpretului fatd de claviatura, mainile la cativa centimetri sub cot,
degetele mari intinse, etc.

De asemenea, trebuie mentionatd metoda pianistului german Johann Peter Milchmeyer
(1750-1813), intitulatd Die wahre Art das Pianoforte zu spielen (Adevarata cale de a canta la
pianoforte) (1797); pianistului si compozitorului german Johann Carl Friedrich Rellstab (1759-
1813) Anleitung fiir Clavierspieler, den Gebrauch der Bach'schen Fingersetzung, die Manieren
und den Vortrag betreffend (Ghid pentru pianisti privind utilizarea digitatiei lui Bach, manierele
si interpretarea) (1790); compozitorului si pianistului ceh Jan Ladislav Dussek (1760-1812)
Instructions on the Art of Playing the Pianoforte or Harpsichord (1796). Metoda lui J.L. Dussek
se situeazd Intre vechea si noua metoda: pozitia mainilor nu trebuie niciodatd schimbatd si nu
trebuie sa cante niciodatd note repetate cu acelasi deget, in timp ce compozitiile sale pentru pian
includ, pentru prima datd, o multime de pedale. Asadar, tratatele create de interpretii, compozitorii
si teoreticienii europeni specializati in orga, clavecin si pianoforte in secolele al XVIl-lea si al
XVIII-lea au pus bazele metodologiei si pedagogiei pianului, care urmau sa se dezvolte in
continuare abia in secolul al XIX-lea prin Muzio Clementi, Johann Nepomuk Hummel, Carl
Czerny si Charles Louis Hanon.

Cuvinte-cheie: clavecin, orga, pian, tehnicd, teorie
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CoBepIIeHCTBOBaHHE  0Aac-TUTAPHOTO  HMCTOJHUTENBCTBA  MPOJOJDKUIO  JUHAMHUYHO
pazBuBatbcs Ha pyoexe 1980-1990-x romoB. DTOMy CIMOCOOCTBOBAIO YKPEMHBIIASCS pPOib Oac-
TUTAphl KaK CaMOCTOSITEIbHOTO YYAaCTHHUKA CaMbIX Pa3HOOOpPa3HBIX TBOPYECKUX KOJUIEKTHBOB.
Pa3BuTHe W CHHTE3 COBPEMEHHBIX HCHOJHUTEIBCKUX OAacOBBIX TEXHUK SBISJICS CIEACTBHEM
pacTyuiei nomyJasipHOCTH 3CTPATHO-Ka30BOM, POK- U MOMN-MY3bIKH, OCHOBY KOTOPBIX COCTaBJISUIN
ANEeKTpUULIIPOBAHHBIE MY3bIKATbHbIE HHCTPYMEHTHI.

B naHHBIX yCNOBUSX HauMHaeT (OPMHUPOBATHCS UYETKOE pas3felieHue Oac-TUTapuCTOB Ha
AKKOMITAHUPYIOUIUX CaliOMeH08, a TaKKe€ MY3BIKAHTOB, NMPUMEHSIONIMX HHCTPYMEHT B paMKax
COJIbHOM HWCHOJNHUTENbCKONM mpakTuku. KiroueByro poiib B HBOJIOLUU  0Oac-TUTapHOTO
WCIIOJTHUTENIbCTBA OTBOAMJIACH COBPEMEHHBIM TEXHHUKAM 3BYKOM3BJIEUEHHUS, TaKUM, KakK CIIdTI,
TANMNHUHT, HAaTypaJbHble W HUCKYCCTBEHHbIE uiaxkoneTsl u Jp. OTHENbHBIM acleKTOoM,
XapakTepU3ymIIMM MHOrooOpa3ue MpHEMOB WIPhl, BBICTYNAal WHHOBAIMOHHBIN 0acoBbIi
WHCTpYMEHTapui, o0nafaromuil He TOJIbKO Oosiee yI0OHOM KOHCTPYKLHEH, HO U CHOCOOHBIH
TpaHCIUPOBATH O0Jiee KaueCTBEHHOE 3BYYaHHUE.

brnarogapss AOCTMKEHUSIM B JaHHOW 00JacTH, MY3BIKAHTHI OCO3HANHU IMEPCHEKTUBHOCTH
Oac-ruTaphl Kak COJIMPYIOIIETO HHCTPYMEHTA, CIOCOOHOTO NepeIaBaTh OPUTHHATIBHBINA KOMILIEKC
BBIPA3UTENBHBIX CPEACTB. BMecTe ¢ TeM, COBEpIIICHCTBOBAHNE UCTIOTHUTENHCKON TEXHUKY Ha Oac-
rutape Ha pyOexe 1980-1990-x romoB, oOo3Haumno Oyayive TEHACHIUA B Pa3BUTHH
UCTIOJTHUTENIbCKOM TEXHUKH, OPUEHTHUPOBAHHBIE HA MUHUMM3ALIMIO UTPOBBIX JABHKCHHH.

Knwouesvie cnosa: bac-eumapa, npuemvl 36YKOU3GNEYEHUS, UCNOTHUMENbCKAS MEXHUKA,
gblpazumenvHvle cpedcmaa, 6acosvlii UHCMPYMeHmaputl

Perfectionarea tehnicii interpretative la chitara bas a continuat sd se dezvolte dinamic la
sfarsitul anilor 1980 si inceputul anilor 1990. Acest proces a fost favorizat de consolidarea rolului

* E-mail: vityuk150582@mail.ru
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chitarei bas ca instrument independent in cadrul celor mai diverse formatii muzicale. Dezvoltarea

si sinteza tehnicilor moderne de interpretare la chitara bas au fost determinate de popularitatea
crescandd a muzicii de estradad si jazz, a muzicii rock si pop, al caror fundament il constituiau
instrumentele muzicale electrificate.

In aceste conditii s-a conturat o delimitare clara intre basistii care activau ca instrumentisti
de acompaniament (sidemen) si muzicienii care utilizau chitara bas 1n practica interpretativa
solisticd. Un rol esential in evolutia interpretarii la chitara bas l-au avut tehnicile moderne de
producere a sunetului, precum slap, tapping, armonicele naturale si artificiale, precum si alte
procedee specifice. Un alt aspect important, care reflecta diversitatea tehnicilor de interpretare, 1l
constituie dezvoltarea unui instrumentar inovator pentru chitara bas, caracterizat nu numai printr-o
constructie mai ergonomica, ci si prin capacitatea de a produce un sunet de calitate superioara.

Datoritd acestor realizari, muzicienii au constientizat potentialul chitarei bas ca instrument
solistic, capabil sa transmita un ansamblu original de mijloace expresive. Totodata, perfectionarea
tehnicii interpretative la chitara bas la sfarsitul anilor 1980 si inceputul anilor 1990 a prefigurat
directiile viitoare ale dezvoltarii interpretative, orientate spre reducerea la minimum a miscarilor
necesare in timpul executiel.

Cuvinte-cheie: chitara bas, tehnici de producere a sunetului, tehnica interpretativa,
mijloace expresive, instrumentar pentru chitara bas

The development of bass guitar performance continued to progress dynamically during the
late 1980s and early 1990s. This process was facilitated by the increasingly established role of the
bass guitar as an independent instrument within a wide variety of musical ensembles. The
development and synthesis of modern bass guitar performance techniques resulted from the
growing popularity of pop, jazz, rock, and popular music, all of which were fundamentally based
on electrically amplified musical instruments.

Under these circumstances, a clear distinction emerged between bass guitarists performing
primarily as accompanying sidemen and those employing the instrument in solo performance
practice. A decisive role in the evolution of bass guitar performance was played by modern sound-
production techniques such as slap, tapping, natural and artificial harmonics, and others. Another
important factor reflecting the diversity of performance techniques was the development of
innovative bass guitar designs, featuring not only improved ergonomics but also the ability to
produce a richer and higher-quality sound.

These advances enabled musicians to recognize the bass guitar as a solo instrument
capable of conveying a distinctive range of expressive means. At the same time, the refinement of
bass guitar performance techniques during the late 1980s and early 1990s established future trends
in performance practice aimed at minimizing playing movements while maximizing technical
efficiency.

Keywords: bass guitar, sound-production techniques, performance technique, expressive
means, bass guitar design
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In the context of contemporary transformations in art and aesthetic education, the issue of
comprehensive intellectual development of musicians has gained particular relevance. The
traditional paradigm of narrowly focused training, centered on technical drill, is now recognized as
insufficient. Musical performance is a complex, systemic form of cognitive, bodily, and socio-
emotional interaction. It integrates auditory perception, motor patterns, analytical competencies,
spatial-visual techniques, and reflective skills. The relevance of this study is driven by the
contradiction between the objectively multimodal nature of musical thinking and the lack of
developed pedagogical models that ensure the coordinated development of various intellectual
components. In this regard, Howard Gardner’s theory of multiple intelligences offers new
resources for rethinking a musician’s professional development. The aim of the article is the
theoretical substantiation of a multimodal integrative model for the intellectual development of
musicians and the identification of functional interrelations between different types of intelligence
within the structure of performance activity.

In recent decades, the focus of music pedagogy has shifted from the development of
isolated skills to the comprehensive formation of cognitive and creative abilities. Within this
paradigm, musical abilities are viewed not merely as manifestations of musical-rhythmic
intelligence but as a synthesis of interpersonal, intrapersonal, and bodily-kinesthetic components.

The proposed integrative model considers the development of a performer as a dynamic system.
The scientific novelty of this approach lies in treating intellectual development as a holistic
functional space that unites cognitive, bodily, and personal-communicative blocks. A theoretical
review confirms that the success of musical activity depends on the synergy of various types of
intelligence:

1. Musical, Verbal-Linguistic, and Logical-Mathematical Intelligences form the cognitive
foundation. They are responsible for the structural and logical understanding of the score, the
development of musical memory, and analytical work on the composition.

2. Spatial and Bodily-Kinesthetic Intelligences provide the visualization of musical form
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and the motor realization of the artistic intent, governing movement coordination and technical
freedom.

3. Interpersonal and Intrapersonal Intelligences establish the socio-psychological base.
They are essential for effective artistic communication in ensembles, the development of reflective
skills, self-regulation, and the formation of a unique artistic identity.

The integrative model of multiple intelligences illustrates how each level supports
professional growth through cognitive, performance, and reflective components. This approach
allows for the synchronization of pedagogical goals with the practical demands of artistic mastery.
The implementation of this model transforms the educational trajectory from a linear process into
a multidimensional experience. The multimodal approach helps bridge the gap between theoretical
preparation and practical performance. In this system, theoretical knowledge and motor skills are
constantly reinforced by deliberate reflection. Particular attention in the model is given to the
development of the learner's agency. The student ceases to be a passive object of instruction and
becomes an active architect of his own creative path. This fosters the cognitive flexibility
necessary to adapt to the evolving demands of the professional environment.

The theoretical significance of the study lies in expanding the understanding of the
mechanisms of musical thinking and clarifying the structure of professional musical giftedness.
The practical relevance is associated with the potential application of the integrative model in
designing innovative educational programs. The multimodal approach allows musical
development to be viewed not as the accumulation of isolated skills, but as a process of complex
cognitive-bodily organization. Integrating various intellectual modalities into a single system
ensures systematic professional development, creating a foundation for continuous self-
improvement and the successful self-actualization of the musician in the competitive landscape of
contemporary art.

Keywords: multiple intelligences, polymodal model, performance activity, professional
development of the musician

In contextul transformarilor contemporane din artdi si educatia estetici, problema
dezvoltarii intelectuale cuprinzatoare a muzicienilor a dobandit o relevanta deosebitd. Paradigma
traditionald a formarii ingust specializate, axata pe exercitiul tehnic rigid, este astazi recunoscutd
ca fiind insuficienta. Activitatea interpretativa muzicala reprezinta o forma sistemica complexa de
angajament cognitiv, corporal si socio-emotional. Aceasta integreazd perceptia auditiva, tiparele
motorii, competentele analitice, tehnicile spatial-vizuale si abilitatile introspective. Actualitatea
prezentului studiu este determinata de contradictia dintre caracterul obiectiv multimodal al gandirii
muzicale si insuficienta dezvoltare a modelelor pedagogice care sa asigure dezvoltarea coordonata
a diverselor componente intelectuale. In acest sens, raportarea la teoria inteligentelor multiple a lui
Howard Gardner oferd noi resurse metodologice pentru regandirea procesului de dezvoltare
profesionald a muzicianului. Scopul articolului consta in fundamentarea teoretica a unui model
integrativ multimodal pentru dezvoltarea intelectuald a muzicienilor si identificarea interrelatiilor

In ultimele decenii, focusul pedagogiei muzicale s-a mutat de la dezvoltarea izolati a unor
deprinderi specifice citre formarea complexi a capacititilor cognitive, emotionale si creative. In
cadrul acestei paradigme, abilitatile muzicale sunt intelese nu doar ca manifestari ale inteligentei
muzical-ritmice, ci ca o integrare a componentelor interpersonale, intrapersonale si kinestezice.
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Modelul integrativ propus abordeaza dezvoltarea interpretului ca pe un sistem dinamic.
Noutatea stiintifica a abordarii constd in considerarea dezvoltarii intelectuale ca un spatiu
functional unitar, ce combind blocurile cognitive, corporale si personal-comunicative. Analiza
teoretica confirma faptul ca succesul activitatii muzicale depinde de sinergia diferitelor tipuri de
inteligenta:

1. Inteligenta muzicald, verbal-lingvisticd si logico-matematica constituie fundamentul
cognitiv. Acestea sunt responsabile pentru Iintelegerea structurii logice a textului muzical,
dezvoltarea memoriei muzicale si analiza aprofundata a compozitiei.

2. Inteligenta spatiala si corporal-kinestezica asigura vizualizarea formei muzicale si
realizarea motorie a intentiei artistice, fiind responsabile pentru coordonarea miscarilor si
libertatea tehnica.

3. Inteligenta interpersonala si intrapersonald formeaza baza socio-psihologicd. Acestea
sunt indispensabile pentru o comunicare artistica eficientd in ansamblu, dezvoltarea abilitatilor de
reflectie, autoreglare si cristalizarea unei identitati artistice unice.

Structura modelului integrativ al inteligentelor multiple ilustreazd modul in care fiecare
nivel sustine cresterea profesionald prin componente cognitive, interpretative si reflexive. Aceasta
abordare permite sincronizarea obiectivelor pedagogice cu exigentele practice ale maiestriel
artistice. Implementarea acestui model transforma traiectoria educationala dintr-un proces liniar
intr-o experientd multidimensionala. Abordarea multimodala permite depdsirea decalajului dintre
pregitirea teoretici si practica interpretativa. In acest sistem, cunostintele teoretice si abilitatile
motorii sunt consolidate permanent prin reflectie deliberatd. O atentie deosebitd in cadrul
modelului este acordatd dezvoltarii subiectivitdtii (agency) elevului. Studentul inceteaza sa mai fie
un obiect pasiv al instruirii si devine un arhitect activ al propriului parcurs creativ. Acest lucru
favorizeaza flexibilitatea cognitiva necesard pentru adaptarea la cerintele fluctuante ale mediului
profesional.

Semnificatia teoreticd a studiului constd in extinderea intelegerii mecanismelor gandirii
muzicale si clarificarea structurii dotdrii muzicale profesionale. Relevanta practica este asociata cu
potentialul de aplicare a modelului integrativ in proiectarea programelor educationale inovatoare.

Abordarea multimodala permite privirea dezvoltarii muzicale nu ca pe o acumulare de
deprinderi izolate, ci ca pe un proces de organizare cognitiv-corporald complexa. Integrarea
diverselor modalitati intelectuale intr-un sistem unitar asigura o dezvoltare profesionala sistemica,
oferind fundamentul pentru autoperfectionare continud si autoactualizarea de succes a
muzicianului Tn peisajul competitiv al artei contemporane.

Cuvinte-cheie: inteligente multiple, model polimodal, activitate interpretativa, dezvoltarea
profesionala a muzicianului
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Mitul artistic reprezintd un fenomen cultural complex, situat la intersectia dintre creatie,
perceptia colectivd si istoria culturala. Acesta se referd atat la valoarea intrinsecd a operei, la
talentul artistului, cit si la modul in care societatea construieste si transmite o imagine despre
individ si opera. In societatea contemporani, procesul de mitizare devine tot mai insistent, iar
artistii si/sau operele lor sunt rapid transformate in simboluri culturale. Aceastd tendinta nu este
insd una noud: in perioada sovieticd, miturile, inclusiv cele artistice, erau direct consecinta
ideologiei totalitare. Lideri politici precum Vladimir Lenin erau mitizati ca figuri simbolice, iar
artistii, adepti ai realismului socialist, precum si ,.creatiile” lor, erau transformati in modele de
valori si moralititi colective. In ultimele doua-trei decenii, in Republica Moldova se observi o
continuare profunda a acestei tendinte de mitizare. Desi trdim intr-o societate democratica, in care,
teoretic, libertatea artisticd si pluralismul ar permite o apreciere criticd si obiectiva, mitizarea
artistica persistd, manifestdndu-se prin supraaprecierea unor figuri sau opere in functie de gusturi
sociale, presiuni, interese economice si narative mediatice. Astfel, miturile artistice nu dispar
odatd cu schimbarea regimului politic, ci se transformd, continudnd sd modeleze memoria
culturala si perceptia valorii artistice.

Crearea persistenta a miturilor artistice serveste mai multor scopuri sociale si culturale:
conferd coeziune identitard prin exemplificarea unor valori simbolice, faciliteaza legitimizarea
institutionala si economicad a artei, ofera publicului experiente estetice si emotionale insotite de
povesti captivante. In plus, miturile devin instrumente prin care societatea negociaza relatia dintre
succesul imediat, recunoasterea posterioari si valoarea intrinseca a operei. In multe cazuri, aceste
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mituri nu reflectd fidel performanta artistica, ci raspund mai degraba nevoilor narative si sociale
ale epocii contemporane.

Este cunoscut faptul cd miturile artistice apar adesea in zonele in care autonomia si
heteronomia se intersecteaza: un artist poate fi mitizat atdt prin merit artistic real, cat si prin
promovare institutionald, chiar dacd opera sa nu corespunde valorilor estetice obiective. In acest
cadru, formarea si consolidarea miturilor este strans legatd de procesul de canonizare, prin care
anumite opere si personalitdti creatoare sunt consacrate ca repere durabile ale culturii, fiind
integrate in repertoriul valorilor recunoscute. Relatia dintre canonizare si mitul artistic este
bidirectionald. Pe de o parte, canonizarea consolideaza mitul, deoarece integrarea unui artist in
repertoriul cultural consacrat 1i confera o autoritate simbolica suplimentara. Pe de alta parte, mitul
artistic poate facilita procesul de canonizare, intrucat imaginea simbolicd a creatorului si
naratiunile construite in jurul operei sale pot influenta perceptia publicului si a institutiilor
culturale. In acest fel, mitul devine un factor ce favorizeazi recunoasterea si perpetuarea reputatiei
artistice. Totusi, procesul de canonizare poate genera si efecte de excludere. in momentul in care
atentia culturala se concentreaza asupra unor figuri artistice consacrate sau mai putin consacrate,
alte creatii pot ramane in afara circuitului de recunoastere. Astfel, mitul artistic poate domina
discursul cultural si poate limita vizibilitatea altor forme de expresie artistica.

Cuvinte-cheie: mit, construire, automitologizare, valoare, nonvaloare, artist, opera

The artistic myth represents a complex cultural phenomenon, situated at the intersection of
artistic creation, collective perception, and cultural history. It refers both to the intrinsic value of
the work and to the artist’s talent, as well as to the way in which society constructs and transmits
an image of the individual and the artwork. In contemporary society, the process of myth-making
has become increasingly pronounced, with artists and/or their works being rapidly transformed
into cultural symbols. However, this tendency is not new: during the Soviet period, myths,
including the artistic ones, were a direct consequence of totalitarian ideology. Political leaders
such as Vladimir Lenin were mythologized as symbolic figures, while artists who adhered to
socialist realism, together with their “creations”, were transformed into models of collective
values and morality. Over the last two or three decades, the Republic of Moldova has witnessed a
profound continuation of this tendency toward mythologization. Although we live in a democratic
society where, theoretically, artistic freedom and pluralism would allow for critical and objective
evaluation, artistic myth-making persists, manifesting itself through the overestimation of certain
figures or works according to social tastes, pressures, economic interests, and media narratives.
Thus, artistic myths do not disappear with the change of political regimes; rather, they transform,
continuing to shape cultural memory and the perception of artistic value.

The persistent creation of artistic myths serves several social and cultural purposes: it
provides identity cohesion by exemplifying symbolic values, facilitates the institutional and
economic legitimization of art, and offers the public aesthetic and emotional experiences
accompanied by captivating narratives. Moreover, myths become instruments through which
society negotiates the relationship between immediate success, subsequent recognition, and the
intrinsic value of a work. In many cases, these myths do not faithfully reflect artistic performance
but rather respond to the narrative and social needs of the contemporary era.

It is well known that artistic myths often emerge in areas where autonomy and heteronomy
intersect: an artist may be mythologized both through genuine artistic merit and through

institutional promotion, even when the work does not correspond to objective aesthetic values. In
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this context, the formation and consolidation of myths are closely linked to the process of
canonization, through which certain works and creative personalities are consecrated as lasting
cultural landmarks and integrated into the repertoire of recognized values. The relationship
between canonization and the artistic myth is bidirectional. On the one hand, canonization
strengthens the myth, since the inclusion of an artist in the established cultural repertoire confers
additional symbolic authority. On the other hand, the artistic myth may facilitate the process of
canonization, as the symbolic image of the creator and the narratives built around the work can
influence the perceptions of both the public and cultural institutions. In this way, the myth
becomes a factor that favors the recognition and perpetuation of artistic reputation. However, the
process of canonization can also generate effects of exclusion. When cultural attention focuses on
certain established or emerging artistic figures, other creations may remain outside the circuit of
recognition. Consequently, the artistic myth may dominate the cultural discourse and limit the
visibility of other forms of artistic expression.

Keywords: myth, construction, self-mythologization, value, non-value, artist, work
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Comunicarea abordeaza specificul teatrului documentar ca forma spectaculara, relatia pre-
textului (memorii, interviuri, materiale de arhive s.a.) cu scenariul si cu forma realizata scenic in
viziune regizorald. Documentul, cuvantul actorului, spatiul scenic prezentat Intr-un mod
minimalist, ca si mijloacele scenice, sunt cateva aspecte specifice acestui tip de comunicare
teatrald, ce se percepe, totodatd, si ca o autoterapie a autorului/regizorului, actorului si a
spectatorului. In functie de tema abordati, pentru unii spectatori demersul este o informatie, o
noutate, pentru altii — o identificare cu cele spuse prin cuvintele ,traite” la maximum de actori,
prin imaginile de pe ecran sau prin rememoririle personale ale spectatorului. in acest sens, teatrul
documentar are functia de autoterapie, de memorie sociald, de memorie individuald, reactia la cele
prezentate pe scena contribuind la identificarea spectatorului cu cele vazute si auzite sau, posibil,
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la denegare. Repercusiunile unui asemenea tip de reprezentatie se manifesta in functie de modul

cum a fost prelucrat materialul documentar de catre dramaturg ori de autorul scenariului, de
regizor si cum a fost adus in fata spectatorului de catre actori, ceea ce reflectd responsabilitatea lor
fatd de materia expusa.

O cercetare mai ampla a acestei teme este realizatd de dramaturgul, doctor in arte Mariana
Starciuc, la studiile careia am apelat in analiza teatrului documentar ca obiect de investigare. Ne
referim la spectacolul Noaptea scrisa cu rosu (premiera — februarie, 2026), scenariu si regie —
Luminita Tacu, montat la Teatrul Fara Nume din Chisinau; la textele dramatice scrise de M.
Starciuc, puse in scend in teatre din Romania si Germania.

Propunem abordarea teatrului documentar din perspectiva tipurilor memoriei, evidentiind
valentele social-morale, psihologice, identitare, artistice ale demersului. Obiectivul principal al
investigatiei rezida in demonstrarea relatiei memorie-spectacol teatral din perspectiva actorilor,
spectatorilor, a persoanelor devenite prototipuri in crearea scenariului dramatic. Specificul unui
asemenea tip de teatru, bazat pe documente de arhivd, memorii sau interviuri, oferd mai putine
posibilitati de a fi prelucrat artistic, respectiv, actiunea scenica, reprezentatia mai putin poate fi
interpretatd, dar mai mult constientizata de receptor. In acest sens, metodologia investigatiei este
creatd pe baza conceptelor de memorie istoricd, memorie culturald, memorie ,,fierbinte” (J.
Assmann), identitate personald, identitate nationald, demonstrand specificitatea si impactul
teatrului documentar.

Titlul textului dramatic ,,Tara(z)boi” de M. Starciuc semnifica doua aspecte, intamplari sau
evenimente — tardboi si razboi, actiuni ce constituie, de fapt, canavaua pe care se tes ambele
ipostaze ale actiunii dramatice, bazatd pe interviuri ale oamenilor care au nimerit in centrul
luptelor de pe Nistru in primdvara anului 1992, dar si pe documente istorice, pe memorialistica.
Castigator al Concursului ,,Focus Drama: Ro”, 2018, organizat de Teatrul de Nord din Satu Mare,
Romania, textul a fost montat la acest teatru, in regia lui Ovidiu Caita. Intr-un stil specific
autoarei, ce Tmbind dramaticul, tragicul cu comicul, spectacolul este realizat in forma unui jurnal,
narat de personajul principal, Ana, prezentatd in trei ipostaze/voci, ce reliefeaza transformari ale
identitatii personale ale ei, pe fundalul razboiului si al realitatii social-politice.

Spectacolul Noaptea scrisa cu rosu, scenariu si regie L. Tacu, are ca prototipuri doud
tinere fete (de 19 si 12 ani), care au indraznit, in anul 1970, dupa vestitul concert la Chisinau al
formatiei din Romania Mondial, sa scrie pe peretii unor cladiri din capitala lozinci declarate a fi
»antisovietice”. Discursul teatral demonstreazd cad memoria este arhiva omului, a societdtii i ca
are o functie transformatoare, In sensul cd atat cei intervievati cat si actorii, in special spectatorii,
au trait clipe dramatice, amintiri mai indepartate sau mai apropiate. Crampeie din viata de atunci
sau informatii abia intelese au readus la viatd acel timp n imaginarul multor spectatori. Modul de
rostire a cuvintelor de catre actori, versurile cantecelor recitate cu admiratie, cu uimire,
descoperind in ele frumusetea vietii, simplitatea, constituie elemente ale intro-ului, pe baza caruia
sunt expuse intamplari trdite cu frica si cu bucurie, cu mandrie, evidentiind in final semnificatiile
relatiei dintre identitate si memoria istorica.

Cuvinte-cheie: teatru documentar, comunicare scenicd, valori nationale, memorie sociala,
memorie culturala, dimensiune identitara

The paper addresses the specifics of documentary theater as a spectacular form, the
relationship of the pre-text (memoirs, interviews, archive materials, etc.) with the script and the
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staged form in the director's vision. The document, the actor's word, the stage space presented in a
minimalist way, as well as the stage means — these are some specific aspects of this type of
theatrical communication, which is also perceived as a self-therapy of the author/director, the actor
and the spectator. Depending on the theme addressed, for some viewers the approach is
information, a novelty, for others — an identification with what is said through the words "lived" to
the fullest by the actors, through the images on the screen or through the personal recollections of
the viewer. In this sense, documentary theater has the function of self-therapy, of social memory,
of individual memory, the reaction to what is presented on stage contributing to the viewer's
identification with what is seen and heard or, possibly, to denial. The repercussions of such a type
of performance are manifested depending on how the documentary material was processed by the
playwright or the author of the script, the director and how it was brought to the audience by the
actors, which reflects their responsibility towards the material presented.

A more extensive research of this topic is carried out by the playwright, doctor of arts
Mariana Starciuc, whose studies we have used in the analysis of documentary theatre as an object
of investigation. We refer to the performance Night Written in Red (premiere — February 2026),
script and direction — Luminita Tacu, staged at the Nameless Theatre in Chisinau; to the dramatic
texts written by M. Starciuc, staged in theatres in Romania and Germany.

We propose to approach documentary theater from the perspective of memory types,
highlighting the social-moral, psychological, identity, artistic valences of the approach. The main
objective of the investigation lies in demonstrating the relationship between memory and theatrical
performance from the perspective of actors, spectators, and people who have become prototypes in
creating the dramatic scenario. The specificity of such a type of theater, based on archival
documents, memoirs, or interviews, offers fewer possibilities for artistic processing, respectively,
the stage action, the representation, can be less interpreted, but more aware of by the receiver. In
this sense, the methodology of the investigation is created based on the concepts of historical
memory, cultural memory, "fervent" memory (J. Assmann), personal identity, national identity,
demonstrating the specificity and impact of documentary theater.

The title of the dramatic text 7Tard(z)boi by M. Starciuc signifies two aspects, happenings
or events — ruckus and war, actions that constitute, in fact, the canvas on which both hypostases of
the dramatic action are woven, based on interviews of people who were at the center of the battles
on the Dniester in the spring of 1992, but also on historical documents, on memoirs. Winner of the
Focus Drama: Ro Competition, 2018, organized by the Teatrul de Nord in Satu Mare, Romania,
the text was staged at this theater, directed by Ovidiu Caita. In a style specific to the author, that
combines the dramatic, the tragic with the comic, the performance is made in the form of a diary,
narrated by the main character Ana, presented in three hypostases/voices, which highlight
transformations of her personal identity, against the background of the war and the socio-political
reality.

The show The Night Written in Red, scripted and directed by L. Técu, has as prototypes
two young girls (19 and 12 years old), who dared, in 1970, after the famous concert in Chisinau of
the Romanian band Mondial, to write slogans declared to be "anti-Soviet" on the walls of
buildings in the capital. The theatrical discourse demonstrates that memory is the archive of man,
of society and that it has a transformative function in the sense that both the interviewees and the
actors, especially the spectators, experienced traumatic moments, more distant or closer memories.
Fragments of life at that time or barely understood information revived that time in the
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imagination of many spectators. The way the actors pronounce the words, the lyrics of the songs,
recited with admiration, with amazement, discovering in them the beauty in life, the simplicity,
constitute elements of the intro, based on which events experienced with fear and with joy, with
pride, are exposed, ultimately highlighting the meanings of the relationship between identity and
historical memory.

Keywords: documentary theater, stage communication, national values, social memory,
cultural memory, identity dimension
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Modernizarea procesului de formare a studentilor din institutiile cu profil coregrafic impune adaptarea
unor abordari didactice inovatoare, orientate spre dezvoltarea integrald a capacititilor motrice si a
performantei artistice. In acest context, pregatirea motrica a dansatorilor reprezinti un factor determinant
atat pentru optimizarea performantei artistice cit si pentru prevenirea accidentarilor specifice activitatii
coregrafice.

In concordanti cu aceste exigente, prezenta cercetare isi propune identificarea si fundamentarea unor
repere metodologice eficiente pentru optimizarea pregétirii motrice a studentilor din institutiile superioare
cu profil coregrafic, bazate pe integrarea interdisciplinara a mijloacelor specifice acrobaticii si fitness-ului
in cadrul lectiilor universitare.

Ipoteza cercetarii. Se presupune cé integrarea interdisciplinara a mijloacelor din acrobatica si fitness in
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cadrul lectiilor cu studentii din institutiile cu profil coregrafic va conduce la imbunatatirea semnificativa a
nivelului pregétirii motrice si a performantei artistice a studentilor.

Scopul cercetirii constd in fundamentarea unor repere metodologice eficiente pentru optimizarea
pregatirii motrice a studentilor din institutiile superioare cu caracter coregrafic, prin valorificarea integrarii
mijloacelor specifice din acrobatica si fitness.

Pentru realizarea scopului propus au fost formulate urmatoarele obiective ale cercetarii:

1. Analiza literaturii de specialitate privind pregatirea motricd a dansatorilor in contextul
invatamantului superior coregrafic.

2. Determinarea rolului integrarii interdisciplinare a mijloacelor din acrobaticd si fitness in
dezvoltarea capacitatilor motrice si a performantii artistice a studentilor.

3. Identificarea si selectarea mijloacelor specifice din acrobatica si fitness cu impact asupra
dezvoltarii calitatilor motrice (fortd, suplete, indeméanare, etc.).

4. Evaluarea influentei interventiei experimentale asupra nivelului de pregatire motrica si
performanta artistica a studentilor dansatori.

5. Elaborarea unor repere metodologice pentru optimizarea procesului de pregitire motrica a
studentilor in cadrul lectiilor universitare cu profil coregrafic.

In baza scopului si obiectivelor propuse au fost utilizate urmitoarele metode de cercetare:

1. Analiza si generalizarea literaturii de specialitate.
Analiza documentelor de specialitate (curriculum, planificare).
Metoda convorbirii (interviul).
Metoda observatiei.
Metoda testului.
6. Metoda matematico-statistica de prelucrare si interpretare a datelor obtinute.
Organizarea cercetarii. Cercetarea s-a desfasurat in cadrul lectiilor de Acrobatica cu studentii anului I,

ANl

specializdrile Dans si Coregrafie, din cadrul Departamentului Artd Coregrafica si Performanta Motrica al
Academiei de Muzica, Teatru si Arte Plastice. Studiul a fost realizat in urmatoarele perioade: 09.2024-
05.2025 51 09.2025-12.2025. Esantionul cercetarii a fost constituit din 35 de studenti, evaluati printr-un set
de 7 probe motrice, vizand aprecierea nivelului de dezvoltare a calitatilor motrice, a executiei elementelor
acrobatice si a combindrilor de evidentd. Astfel, evaluarea a fost realizatd prin intermediul urmatoarelor
probe standardizate (teste de elasticitate: sfoara pe stangul / dreptul / laterald; podul; teste de indemanare: 5
sdrituri cu Intoarcere la 360° proba Romberg; intoarceri imprejur pe varfuri; teste pentru evaluarea tehnicii
combinarilor de evidenta (sem. 1 si sem. 2). Datele obtinute in urma cercetarii au fost prelucrate statistic si
sistematizate in tabele si figuri.
Rezultatele cercetarii evidentiaza faptul ca integrarea exercitiilor acrobatice si a celor din fitness
contribuie semnificativ la dezvoltarea calitatilor motrice (forta, Indeméanarea, rezistenta, supletea), precum
si la imbunatitirea controlului postural si a stabilitatii corporale, avand un impact direct asupra cresterii
performantei artistice. Totodatd, abordarea interdisciplinara favorizeaza adaptarea continuturilor didactice
la specificul diferitor stiluri coregrafice si la nivelul de pregétire a studentilor.
In acest sens, rezultatele obtinute sustin necesitatea implementarii unor strategii didactice integrate, bazate
pe complementaritatea mijloacelor din dans, acrobatica si fitness, care contribuie la formarea unui dansator
profesionist, capabil sd raspundd cerintelor contemporane ale artei coregrafice, caracterizate prin
complexitate motrica, expresivitate si adaptabilitate functionala.
Generalizand rezultatele cercetarii, pot fi trase urmatoarele concluzii:
1. Analiza literaturii de specialitate confirmd importanta abordarii interdisciplinare in optimizarea
formarii competentelor profesionale ale studentilor din domeniul coregrafic.
2. Exercitiile din acrobaticd si fitness contribuie semnificativ la Tmbunatatirea pregatirii motrice a
studentilor, necesare la insusirea actiunilor de dans, la dezvoltarea integrala a capacitatilor motrice
si a performantei artistice
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3. Rezultatele experimentale evidentiaza o Tmbunatatirea indicilor la sfarsitul experimentului (P<0,05
—-0,001).

4. Implementarea programului experimental valideaza eficienta abordarii interdisciplinare si conduce
la cresterea nivelului pregétirii motrice a studentilor din institutiile cu profil coregrafic.
Cuvinte-cheie: pregdtirea motricd, studenti, institutiile cu profil coregrafic, abordare
interdisciplinara

The modernization of the training process of students in institutions with a choreographic
profile requires the adoption of innovative didactic approaches, oriented toward the
comprehensive development of motor abilities and artistic performance. In this context, the motor
training of dancers represents a determining factor both for optimizing artistic performance and for
preventing injuries specific to choreographic activity.

In accordance with these requirements, the present research aims to identify and substantiate
effective methodological guidelines for optimizing the motor training of students in higher
education institutions with a choreographic profile, based on the interdisciplinary integration of
means specific to acrobatics and fitness within university classes.

Research hypothesis. It is assumed that the interdisciplinary integration of acrobatics and
fitness means within classes involving students from institutions with a choreographic profile will
lead to a significant improvement in the level of motor training and artistic performance.

Purpose of the research. The study aims to substantiate effective methodological guidelines
for optimizing the motor training of students in higher education institutions with a choreographic
profile, through the capitalization of the integration of specific means from acrobatics and fitness.

To achieve the proposed aim, the following research objectives were formulated:

1. To analyze the specialized literature regarding the motor training of dancers in the context

of higher choreographic education.

2. To determine the role of the interdisciplinary integration of acrobatics and fitness means in

the development of motor abilities and students’ artistic performance.

3. To identify and select specific means from acrobatics and fitness with an impact on the

development of motor qualities (strength, flexibility, coordination, etc.).

4. To evaluate the influence of the experimental intervention on the level of motor training

and artistic performance of student dancers.

5. To elaborate methodological guidelines for optimizing the motor training process of

students within university classes with a choreographic profile.

Based on the aim and objectives, the following research methods were employed:

1. Analysis and generalization of specialized literature.
Analysis of domain-specific documents (curricula, planning documents).
The interview method.
The observation method.
The testing method.
Mathematical-statistical methods for processing and interpreting the obtained data.

Organlzatlon of the research. The research was conducted within Acrobatic classes with
first-year students specializing in Dance and Choreography, within the Department of
Choreographic Art and Motor Performance of the Academy of Music, Theatre and Fine Arts. The
study was carried out during the periods: 09.2024-05.2025 and 09.2025-12.2025. The research
sample consisted of 35 students, assessed through a set of seven motor tests aimed at evaluating

VIS
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the level of development of motor qualities, the execution of acrobatic elements, and performance
combinations. The evaluation was conducted using the following standardized tests: flexibility
tests (left/right/lateral splits; bridge); coordination tests (five jumps with a 360° turn; Romberg
test; turns on the toes); and tests for assessing the technique of performance combinations
(semester 1 and semester 2). The data obtained were statistically processed and systematized in
tables and figures.

The research results highlight that the integration of acrobatic and fitness exercises

significantly contributes to the development of motor qualities (strength, coordination, endurance,
flexibility), as well as to the improvement of postural control and body stability, having a direct
impact on the enhancement of artistic performance. At the same time, the interdisciplinary
approach facilitates the adaptation of instructional content to the specificity of different
choreographic styles and to the students’ level of training.
In this regard, the obtained results support the necessity of implementing integrated didactic
strategies based on the complementarity of means from dance, acrobatics, and fitness, which
contribute to the formation of a professional dancer capable of meeting the contemporary demands
of choreographic art, characterized by motor complexity, expressiveness, and functional
adaptability.

Generalizing the research results, the following conclusions can be drawn:

1. The analysis of specialized literature confirms the importance of an interdisciplinary
approach to optimizing the development of professional competencies of students in the
choreographic field.

2. Exercises from acrobatics and fitness significantly contribute to improving the students’
motor training, necessary for the acquisition of dance actions, as well as for the
comprehensive development of motor abilities and artistic performance.

3. The experimental results highlight a significant improvement in the indicators at the end of
the experiment (P < 0.05-0.001).

4. The implementation of the experimental program validates the effectiveness of the
interdisciplinary approach and leads to an increase in the level of motor training of
students in choreographic institutions with a choreographic profile.

Keywords: motor training, students, institutions with a choreographic profile,
interdisciplinary approach
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Cercetarea analizeaza asemandrile sau diferentele existente din perioada modernista si cea
contemporand in creatia artistilor care se orienteazd catre papusarie, precum si in manifestarea
efectivi a obiectelor performative pe scena. In discutie sunt reflectate noile utilizri si expresii ale
parcursului cultural si conceptual al artei papusaresti in acest spatiu temporar.

Papusaria si figurile inrudite, combinand elemente antropomorfe cu maiestria si ingineria, servesc
drept metafore utile si expresii tangibile ale Intelegerii noastre In continud schimbare despre ce
inseamna sa fii om. Ele pot aparea ca elemente artistice fructuoase in momentele in care punem la
indoiald si concepem paradigme indelungate despre fiintele umane si relatia noastrd cu lumea
neonsufletita.

Opiniile si utilizarile marionetei predominante in perioada in care Craig isi scria eseul vorbesc
despre promisiunile si anxietatile provocate de fortele transformatoare majore din Europa si
Statele Unite la acea vreme, 1n special cresterea industrializdrii, aparitia psihologiei freudiene si
noile ontalniri dintre Est si Vest. Artistii perioadei articuleazd o abordare a acestor probleme
animatd de gandirea binard om&masind, minte&corp, Est&Vest, artd populara&artd onalta,
actor&marioneta. Papusarii folosesc diverse mijloace pentru a anima obiecte neinsufletite, coarde
si tije, iar astdzi chiar si animatronice i computere.

In perioada modernista dezvoltarile tehnologice transformau rapid si puternic viata de zi cu zi
pentru fiecare clasd a societatii si, prin urmare, se aflau Tn mod necesar in centrul discursului si
experientei mainstream. in 1908, anul in care Craig a scris Actorul si supramarioneta, Henry Ford
a produs primul Model T. Pana in 1913, Ford introdusese linia de asamblare ca metoda de
productie Tn masa. Amestecarea noilor masini si a actiunilor acestora cu vietile organice si
practicile umane a oferit noi provocari .

Marioneta, situatd intre om si masind, un personaj figurativ, antropomorf, dar actionat prin
mijloace tehnologice — fie ca este vorba de tija, sfoara sau ceva mai mult — a oferit un loc artistic
prin care s se exploreze noi potentiale si anxietati legate de aceste evolutii.

Futuristii italieni, Tmbratisdnd masina si mediul urban rapid, au fost deosebit de proeminenti in
propunerea de marionete asemanatoare masinilor.Marinetti, fondatorul miscarii futuriste, a scris
piesa de teatru Pépusi electrice (Poupées Electrigues) in 1909. Paul Menard sustine ci Pdipusile
electrice sunt prima manifestare pe scena a oamenilor mecanici fabricati.

Dadaistii au descoperit, de asemenea, posibilitati artistice revigorante in papusa. Printre acestia
se numdra Sophie Taeuber-Arp, artista vizuald si dansatoare. Ea a creat masti si alte forme
figurative si, in 1918, o distributie de marionete pentru piesa de teatru din secolul al XVIII-lea a
lui Carlo Gozzi — Regele Cerb.

Exista o multime de exemple cBnd omul este reimaginat ca masind si, In contrast, cu modelele
umane. Masinile propun ceva asemanator cu omul, dar diferit de om, masina, fortind o
transformare a corpului uman si a actiunii umane. Organicul capdtd o forma anorganica.

Pentru artistii simbolisti fortele nevazute, care influentau actiunea si experienta umana,
erau atat psihologice cét si spirituale. Vorbim aici despre adaptarea din 1911 a operei Petruska de
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Aleksander Benois si Igor Stravinski pentru Ballets Russes. On viziunea lui Segel, figura
marionetei a devenit Intruchiparea perfectd a perspectivei metafizice de la onceputul secolului,
care oi vedea pe oameni ca pe niste jucdrii tragice, neajutorate ale destinului, ale unor puteri
oculte, supranaturale pe care nu aveau nicio capacitate de a le controla la fel ca o marioneta cu
sfori si fire, care o anima.

Fascinatia pentru standul de balci, exprimatd de Vsevolod Meyerhold, Aleksandr Blok si alti
artisti prin insusirea papusii, a privit arta populara ca o sursd noud de inspiratie artistica. Acesti
artisti s-au orientat catre traditii populare robuste, pe care cultura burgheza le-a evitat on general,
pentru a-si Tmbogdti experimentele avangardiste, cautdnd sa uneasca valorile artistice sofisticate
cu practicile artistice populare.

In raport cu opiniile de mai sus, s-ar putea interpreta utilizarea de catre Alfred Jarry a
figurii grotesti, inspiratd de Guignol, asemandtoare unei papusi a lui Pere Ubu din Ubu Roi (1896),
ca o reprezentare a societatii burgheze transformate intr-un Celalalt, instrdinat de propria
umanitate.

Descrierea lui Craig asupra pdpusii in Orient evocd cu sigurantd legitura dintre multe forme
asiatice de pdpusi cu ritualurile religioase si istoria acceptatd in mai multe traditii asiatice a
tehnicilor de interpretare a actorilor. Religia in contexte asiatice a oferit artistilor europeni un
model de pdpusarie care se conecta cu dorinta simbolista de a ajunge la o lume misterioasa dincolo
de cunoasterea clara si imediata a simturilor.

Astazi folosim n mod regulat aceste tehnologii pentru a ne exprima, proiectandu-ne prin
intermediul retelelor sociale, aplicatiilor, pictogramelor si fotografiilor de pe dispozitivele
personale de calcul sau prin intermediul personajelor construite si al avatarelor din jocuri.
Procedand astfel, ne familiarizam foarte mult cu ideea de a proiecta caracterul prin obiecte, pe care
le vedem si le folosim ca extensii ale noastre. Pentru Kaplin, actorii si papusarii fac aceeasi treaba
— de a proiecta personajul. Actorii proiecteazd personajul prin corp, voce si actiune, ajutati de
elemente de costum si recuzita. Actorul poate apoi sa-si pund o masca, proiectsnd personajul prin
acel obiect acum complet realizat, onca atasat de interpret. De acolo, masca poate deveni un obiect
performativ, ca o marionetd, independenta de actor, ,,scoasd” din corpul actorului, operatd prin
manipulare directd sau prin alte mijloace tehnologice — tija, sfoard, dispozitiv animatronic etc. 1
vedem pe papusar ca pe un interpret hibrid care creeazad personaje prin apendice construite.
Péapusarii nu mai sunt entitdti strict invizibile ascunse in spatele unei cortine, ci apar in plina
vedere, alaturi de sau impletite cu obiectele lor.

Cuvinte-cheie: arta papusareascd, modernism, contemporaneitate, marioneta, masind, actor,
obiecte, manipulare, mijloace tehnologice

The research examines the similarities and differences, from the modernist to the
contemporary period, in the work of artists who specialize in puppetry, as well as in the actual
manifestation of performative objects on stage. The discussion reflects on new uses and
expressions in the cultural and conceptual trajectory of puppetry art within this temporal space.
Puppetry and related figures, combining anthropomorphic elements with craft and engineering,
serve as useful metaphors and tangible expressions of our continually shifting understanding of
what it means to be human. They can emerge as fertile artistic devices at moments when we
question and reconceptualise longstanding paradigms about human beings and our relationship
with the inanimate world.

The prevailing views and uses of the marionette during the period when Craig was writing
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his essay speak to the promises and anxieties caused by the major transformative forces in Europe

and the United States at that time — notably the rise of industrialization, the emergence of Freudian
psychology, and new encounters between the East and West. Artists of the period articulated an
approach to these issues animated by binary thinking— man and machine, mind and body, East and
West, folk art and high art, actor and puppet. Puppeteers employed a variety of means to animate
inanimate objects — strings and rods, and today even animatronics and computers.

In the modernist period, technological developments were rapidly and profoundly transforming
everyday life across every class of society and thus necessarily lay at the heart of mainstream
discourse and experience. In 1908, the year Craig wrote "The Actor and the Ubermarionette",
Henry Ford produced the first Model T. By 1913, Ford had introduced the assembly line as a
method of mass production. The intermingling of new machines and their actions with organic
lives and human practices presented novel challenges.

The marionette, positioned between human and machine — a figurative, anthropomorphic character
operated by technological means, whether rod, string or something more — provided an artistic
space through which to explore new potentials and anxieties associated with these developments.

The Italian Futurists, embracing the machine and the fast urban environment, were
particularly prominent in proposing machine-like marionettes. Marinetti, founder of the Futurist
movement, wrote the play "Poupées Electriques” ("Electric Dolls") in 1909. Paul Ménard argues
that "Poupées Electriques" are "the first stage manifestation of manufactured mechanical people".

The Dadaists also discovered invigorating artistic possibilities in puppetry. Among them was
Sophie Taeuber-Arp, a visual artist and dancer. She created masks and other figurative forms and,
in 1918, a cast of marionettes for Carlo Gozzi’s 18th-century play "The King Stag".

There are numerous examples in which the human is reimagined as machine and contrasted with
human models. Machines propose something similar to, yet different from, the human — the
machine forces a transformation of the human body and human action. The organic assumes an
inorganic form.

For symbolist artists, the unseen forces shaping human action and experience were both
psychological and spiritual. Speaking of the 1911 adaptation of the ballet "Petrushka" by
Aleksander Benois and Igor Stravinsky for the Ballets Russes, Segel viewed the marionette figure
as the perfect embodiment of the early-century metaphysical perspective that saw humans as
tragically helpless playthings of Destiny — of occult, supernatural powers over which they had no
control, much like a marionette animated by strings and wires.

The fascination with the fairground stall, expressed by Vsevolod Meyerhold, Aleksandr Blok and
other artists through an embrace of the puppet, regarded folk art as a new source of artistic
inspiration. These artists turned to robust popular traditions, which bourgeois culture generally
avoided, to enrich their avant-garde experiments, seeking to unite sophisticated artistic values with
popular artistic practices.

In the light of the above views, Alfred Jarry’s use of the grotesque, inspired by Guignol,
puppet-like figure of Pére Ubu in "Ubu Roi" (1896) can be read as a depiction of bourgeois
society transformed into an Other, alienated from its own humanity.

Craig’s description of puppetry in the East certainly evokes the link between many Asian forms of
puppetry and religious ritual, and the acknowledged history in several Asian traditions of actor
performance techniques. Religion in Asian contexts offered European artists a model of puppetry
that resonated with the Symbolist desire to reach a mysterious realm beyond the clear, immediate
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knowledge of the senses.

Today we regularly use these technologies to express ourselves, projecting through social
networks, apps, icons and photographs on personal computing devices, or via constructed
characters and avatars in games. In doing so, we become highly accustomed to the idea of
projecting character through objects, which we see and use as extensions of ourselves. For Kaplin,
the actors and puppeteers do the same work of projecting character. Actors project character
through body, voice and action, aided by costume and props. An actor can then put on a mask,
projecting character through that fully realised object while it remains attached to the performer.
From there the mask can become a performative object, like a marionette, independent of the actor
— removed from the actor’s body and operated by direct manipulation or other technological
means (rod, string, animatronic device, etc.). We see the puppeteer as a hybrid performer who
creates characters through constructed appendages. Puppeteers are no longer strictly invisible
entities hidden behind a curtain; they appear in full view, alongside or interwoven with their
objects.

Keywords: puppetry, modernism, contemporaneity, puppet, machine, actor, objects,
manipulation, technological means
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Articolul analizeaza strategiile alternative in teatrul contemporan din Republica
Moldova,delimitdndu-le de conventiile dominante ale realismului psihologic si repertoriului
clasic.

Sincronizarea cu strategiile europene merge pe multiple cdi: participarea artistilor moldoveni
laproiecte, concursuri, ateliere, festivaluri, turnee internationale etc.

Studiul se concentreaza asupra directiilor majore: teatrul documentar si social, teatrul
comunitar si participativ, teatrul postdramatic si experimental, teatrul provocativ, precum si
practicile desfasurate in spatii alternative si interdisciplinare. Prin exemple concrete de regizori

32E-mail: angelina.rosca@gmail.com

128



(D. Acris, S. Sambris, L. Ticu, N. Neghin, B. Bitlan, N. Betekhtin, L. Zaikauskas, I. Gogia, M.

Tarna, D. Burlaca etc.) si spectacole se evidentiaza modul 1n care aceste strategii contesta traditia,
democratizeaza actul artistic si extind limbajul teatral. Analiza subliniazd impactul lor asupra
publicului, relevanta civici si rolul formativ in educatia noilor generatii de regizori. In peisajul
teatral moldovenesc contemporan provocativitatea se contureaza ca strategie definitorie, menita sa
destabilizeze conventiile estetice si sd stimuleze reflectia criticd asupra tensiunilor sociale si
culturale.

Teatrul independent contribuie la o si mai mare deschidere a spatiului artistic, inchis
altidatd indogmele artistice. El include forme noi, precum:spectacol-lecturd, proiect artistic,
spectacol-schitd, work in progress. Ultima forma nu mai semnifica doar o faza de lucru a
creatorilor. Ea este ofertanta pentru public, ca acesta sa continue lucrul inceput la o anumita faza
singur, fard coparticiparea artistilor. Teatrul alternativ din aceasta zond pune o mare miza pe un alt
tip de spatiu de joc si, mai ales, pe un alt tip de comunicare cu spectatorul.

Atitudinile alternative tot mai mult isi fac loc in actul spectacular al Republicii Moldova.
Anume lor 1i se datoreaza faptul ca astazi putem vorbi de o pluralitate artistica. Peisajul teatral nu
mai e acel de altd datd. Doctrinele de calibru — metanarativele — s-au prefigurat intr-o multitudine
de micronarative.

Concluzia principala este cd ,,strategiile alternative” constituie un nucleu vital al teatrului
moldovenesc contemporan, capabil sa raspunda provocarilor actuale prin gesturi estetice si civice
deopotrivd. Teatrul alternativ ramane in pozitie de ofensiva, luptand pentru libera exprimare si
extinderea progresivd a spatiului artistic. Este un atac sustinut impotriva capacitdtii operative a
teatrului traditional, a formelor sclerozate, a stereotipurilor. Din perspectiva strategiilor alternative
cucerirea unui nou obiectiv consta In reinnoirea masiva a teatrului din RM.

Cuvinte-cheie: strategii alternative, interdisciplinaritate, spatii alternative, teatru
postdramatic, teatru documentar, teatru comunitar, teatru provocativ, spectacol-schita, work in
progress

The article analyzes alternative strategies in contemporary theatre in the Republic of
Moldova, distinguishing them from the dominant conventions of psychological realism and the
classical repertoire. Synchronization with European strategies unfolds along multiple paths: the
participation of Moldovan artists in projects, competitions, workshops, festivals, international
tours etc.

The study focuses on major directions: documentary and social theatre, community and
participatory theatre, postdramatic and experimental theatre, provocative theatre, as well as
practices carried out in alternative and interdisciplinary spaces. Through concrete examples of
directors (D. Acris, S. Sambris, L. Ticu, N. Neghin, B. Bitlan, N. Betekhtin, L. Zaikauskas,
[.Gogia, M. Téarnd, D. Burlaca, etc.) and productions, it highlights the ways in which these
strategies challenge tradition, democratize the artistic act, and expand the theatrical language. The
analysis emphasizes their impact on audiences, their civic relevance, and their formative role in
educating new generations of directors. In the contemporary Moldovan theatrical landscape,
provocativeness emerges as a defining strategy, intended to destabilize aesthetic conventions and
stimulate critical reflection on social and cultural tensions.

Independent theatre contributes to an even greater openness of the artistic space, once
confined within artistic dogmas. It embraces new forms such as staged readings, artistic projects,

129



sketch-performances, and works in progress. The latter no longer signifies merely a working phase
for creators; it becomes an offering to the audience, inviting them to continue the process initiated
at a certain stage on their own, without the co-participation of the artists. Alternative theatre in this
sphere places significant emphasis on a different type of performance space and, above all, on a
new mode of communication with the spectator.

Alternative attitudes are increasingly making their way into the performative act of the
Republic of Moldova. It is precisely thanks to them that today we can speak of artistic plurality.

The theatrical landscape is no longer what it once was. Doctrines of major scope — the
metanarratives —have been reshaped into a multitude of micronarratives.

The main conclusion is that ,alternative strategies” constitute a vital core of the
contemporary Moldovan theatre, capable of responding to current challenges through both
aesthetic and civic gestures. Alternative theatre remains in an offensive position, fighting for free
expression and the progressive expansion of the artistic space. It represents a sustained attack
against the operative capacity of the traditional theatre, against ossified forms and stereotypes.
From the perspective of alternative strategies, the conquest of a new objective lies in the massive
renewal of the theatre in the Republic of Moldova.

Keywords: alternative strategies, interdisciplinarity, alternative spaces, postdramatic
theatre, documentary theatre, community theatre, provocative theatre, sketch performance, work
in progress
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Spectacolele pentru copii reprezintd un fenomen aparte in arta teatrald, cu specificul si
caracteristicile sale. In spatiul nostru acest gen teatral nu s-a bucurat prea mult de atentia criticii de
specialitate, minimalizandu-i-se semnificatia. Or, spectacolele pentru copii s-au aflat mereu la
marginea domeniului, in mod special, cele montate in teatrul dramatic. Atitudinea nefavorabila a
influentat atat cantitativ cat si calitativ spectacolele. Posibil, ca s-au simtit efectele globalizarii si
concurenta inechitabila a teatrului cu valul de productie audiovizuald care a impanzit toate
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ecranele, promovand noi modele de eroi si supereroi, inclusiv monopolizadnd atentia tinerilor
spectatori cu productii strdine spiritului nostru. Teatrul incearcd sd readucd copiii in universul
celor mai frumoase povesti ale copilarii, inspirate atat din creatia universala cat si cea nationala.
Astazi teatrele dramatice din republica au 1n repertoriul sau spectacole montate in baza povestilor

lui Charles Perrault (Cenusareasa la Teatrul Muzical-Dramatic din Cahul), Andersen (Ratusca cea
urdta, Teatrul Independent Planeta Clounela), a basmelor culte, precum Pinocchio de Carlo
Collodi (Teatrul Luceafarul), Peter Pan de J.M. Barrie (Teatrul Eugene lonesco), Spargatorul de
nuci dupa basmul Iui Hoffmann (Teatrul Dramatic Rus de Stat 4.P. Cehov), Micul Print de Saint-
Exupery (Teatrul Alexie Mateevici), Alice in Tara Minunilor de Luis Carroll (Teatrul Independent
pentru Copii Planeta Clounela) s.a.

In aceasta intreaga pleiada de personaje, care au trecut testarea timpului, pe scena teatrelor
noastre revine personajul cel mai semnificativ din folclorului national — Fat-Frumos. Lipsa acestui
personaj folcloric a fost intuita mai intai de toate de regizorul Titus Jucov, care, in anul 2000, a
pus in scend,cu pdpusi, povestea Fat-Frumos din lacrima a lui Mihai Eminescu la Teatrul
Republican de Papusi Licurici, spectacol care se joaca periodic pand in prezent. Tot aceasta
poveste este preluata de actorul si scenaristul Adrian Graur si montata in 2025 pe scena Teatrului
National Vasile Alecsandri din Balti.

O ald aparitie neasteptatd a lui Fat-Frumos este la Teatrul Anfon Cehov. Regizorul
Ghenadie Boiarchin se adreseazd la scenariul lui Vlad lovitd si Nicolae Esinencu pentru filmul
Povestea lui Fat-Frumos (1977), adaptandu-1 pentru scena teatrala. Astfel, in 2023, copiii sunt
invitati la premiera spectacolului Fat-Frumos — legenda voinicului curajos, care ii readuce pe
scend vitejiile celui mai popular erou al povestilor moldovenesti.O noud viziune asupra eroului
nostru o propune spectacolul Fat-Frumos: Renasterea (2024), montat la Teatrul Luceafarul in
adaptarea lui Iulian Bubuioc si regia lui Slava Sambris. Desi, linia de subiect ramane caracteristica
povestilor, istoria este transformata radical: personajul principal este un tdnar nici frumos si nici
viteaz, un simplu grajdar la palatul regal, iar Fat-Frumos este mai mult o porecla. Spectacolul, prin
inversarea subiectului si a tuturor actiunilor, isi propune sd transmitd mesajul cd ,oricine poate
deveni erou” si pentru a fi un Fat-Frumos nu e nevoie de lupte cu balaurii, toate ,luptele” ti le
ofera viata.

Revenirea lui Fat-Frumos pe scena teatrelor din republicd este cea mai valoroasa prezenta,
care ar putea contribui la fortificarea identitdtii tinerilor spectatori si care i-ar conecta la
irepetabilul miracol al povestilor populare.

Cuvinte-cheie: teatru pentru copii, spectacol, teatru dramatic, valori nationale, folclor,
Fat-Frumos, povesti populare

Children's shows present a special phenomenon in theatrical art, with its specificity and
characteristics. In our space, this theatrical genre has not really enjoyed the attention of specialized
critics, minimizing its significance. However, performances for children have always been at the
edge of the field, especially those staged in the dramatic theater. The unfavorable attitude
influenced both quantitatively and qualitatively the performances. At present the drama theaters
from the Republic have in their repertoire staged shows based on the stories of Charles Perrault
(Cinderella at the Musical-Drama Theater in Cahul), Andersen (The Ugly Duckling, Planeta
Clounela Independent Theater), cult fairy tales, such as Pinocchio by Carlo Collodi (Luceafarul
Theater), Peter Pan by J.M. Barrie (Eugene lonesco Theater), The Nutcracker after Hoffmann's
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fairy tale (4. Chekhov Russian Theater), Exupery's Little Prince (Alexie Mateevici Theater), Luis
Carroll's, Alice in Wonderland (Clown Planet Independent Children's Theater) etc.

In this entire constellation of characters that have passed the test of time, the most significant
character from national folklore — Fat-Frumos — returns to the stage of our theaters.

The lack of this folkloric character was sensed first of all by the director Titus Jucov, who
in 2000 dramatized the story Fat-Frumos din lacrima by Mihai Eminescu and staged it at the
Licurici Republican Puppet Theater with puppets, a show that is performed periodically. This
whole story is taken over by the actor and screenwriter Adrian Graur and staged in 2025 at the
Vasile Alecsandri National Theater in Balti.

Another unexpected appearance of Fat-Frumos is at the Anfon Chekhov Russian Theater.

The director Ghenadie Boiarchin addresses the script of Vlad lovita and Nicolae Esinencu for the

film The Story of Fat-Frumos (1977), adapting it for the theatrical stage. Thus, in 2023, children

are invited to the premiere of the Fat-Frumos show - the legend of the brave man, which brings

back to the stage the bravery of the most popular hero of Moldovan stories. A new vision of our

hero is proposed by the show Fat-Frumos: Renastearea (2024) staged at the Luceafarul Theater in

the adaptation of Iulian Bubuioc and directed by Slava Sambris. Although, the subject line
remains characteristic of the stories, the story is radically transformed: the main character is a
young man neither handsome nor brave, a simple groom at the royal palace, and the beautiful fetus

is more of a nickname. The show, by inverting the subject and all the actions, aims to convey the
message that "anyone can become a hero" and to be a handsome fetus you don't need to fight
dragons, all the "fights" are given to you by life.

The return of Fat-Frumos to the stage of theaters in the Republic is the most valuable
presence, which could contribute to strengthening the identity of young spectators and which
would connect them to the unrepeatable miracle of folk stories.

Keywords: theater for children, performance, dramatic theater, national values, folklore,
Fat-Frumos, folk stories
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Baletul reprezinta una dintre cele mai complexe forme ale artei coregrafice, caracterizata
printr-o sintezd a miscarii, muzicii §i expresivitatii corporale. Abordarea sa exclusiv din
perspectiva virtuozitatii tehnice este limitativa, deoarece nu reflectd dimensiunea sa semantica si
culturala.

In contextul contemporan, baletul trebuie inteles ca un sistem de producere a sensului artistic.
Asa cum subliniazd M. Merleau-Ponty, ,.corpul nu este un obiect, ci mediul prin care lumea
devine perceptibila”. In aceastd perspectivd, corpul dansatorului devine nu doar instrument, ci
purtdtor de semnificatie.

Analiza functiilor baletului capatd o relevanta suplimentara, fiind corelatd cu procesele de
modernizare a educatiei artistice si cu integrarea practicilor coregrafice in sistemul formativ
contemporan si spatiul cultural romanesc. Dupd cum subliniaza cercetarile recente din domeniul
pedagogiei dansului, baletul trebuie abordat ca un sistem deschis, capabil sa integreze atat traditia
academica cat si noile directii artistice.

Dimensiunea estetica a baletului contemporan

Functia estetica a baletului, traditional asociatd cu armonia si proportia, cunoaste astazi o
extindere semnificativa. Integrarea elementelor din dansul contemporan conduce la diversificarea
criteriilor estetice si la aparitia unor noi forme de expresie.

In acest sens, estetica baletului nu mai este definiti exclusiv prin idealul perfectiunii formale, ci
prin capacitatea de a genera sensuri multiple. Dupd cum remarca R. Laban, ,miscarea este o
expresie a vietii interioare, manifestata in forme vizibile”. Aceasta perspectiva permite intelegerea
baletului ca proces dinamic de configurare a expresiei.

Functia expresiva si discursul coregrafic

Functia expresiva constituie nucleul limbajului coregrafic. Miscarea devine un mijloc de
articulare a emotiilor si simbolurilor, depasind simpla dimensiune tehnicd. R.V. Zaharov afirma ca
,.dansul trebuie sa fie purtitor de idee si emotie, nu doar demonstratie de abilitate”. In acest sens,
expresivitatea in balet presupune integrarea tehnicii intr-un sistem de semnificatii.Corpul
dansatorului devine astfel un spatiu al discursului artistic, In care fiecare gest contribuie la
construirea sensului coregrafic.

Functia comunicativa a baletului

Baletul functioneaza ca un sistem de comunicare nonverbala, in care sensul este transmis prin
intermediul miscarii. S. Foster subliniaza ca ,,dansul produce o forma de empatie kinestezica, prin
care spectatorul percepe miscarea la nivel corporal”. Aceastd capacitate de a genera experientd
perceptiva face din balet un mediu de comunicare profund si complex.Astfel, functia comunicativa
nu se limiteaza la transmiterea unui mesaj, ci implicd participarea activd a spectatorului in
procesul de interpretare.

Functia formativa si dimensiunea educationala

Baletul indeplineste si o functie formativa esentiala, contribuind la dezvoltarea disciplinei, a
sensibilitatii estetice si a constiintei corporale.A.I. Vaganova sublinia importanta tehnicii ca
fundament al expresiei artistice, afirmand ca ,fard stdpanirea tehnicii, expresivitatea nu poate
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atinge plenitudinea sa artistici”. In acest context, procesul de formare coregrafici devine un
proces complex, care implica atat dezvoltarea abilitatilor tehnice cat si cultivarea expresivitatii si a
constiintei artistice.

Interdependenta functiilor si perspectiva sistemica

Functiile baletului se afld intr-o relatie de interdependentd, contribuind la definirea acestuia ca
sistem artistic coerent. Tehnica si expresivitatea nu sunt opozitii, ci dimensiuni complementare ale
aceluiasi proces artistic. Dupa cum observa F.V. Lopuhov, ,forma si continutul in dans sunt
inseparabile”. Aceasta perspectiva sistemica permite intelegerea baletului ca structura functionala
de generare a sensului artistic.

Concluzii

Baletul contemporan se configureaza ca un sistem artistic complex, in care functiile estetica,
expresivd, comunicativa si formativa interactioneazd in mod dinamic.
Prin depasirea limitelor unei abordari strict tehnice, baletul devine un mediu de expresie si
comunicare artisticd profunda. Abordarea functionald permite o intelegere mai ampla a rolului
baletului in cultura contemporana si contribuie la dezvoltarea practicilor pedagogice si artistice.

Cuvinte-cheie: balet, functiile baletului, dimensiune estetica, expresivitate corporala,

comunicare nonverbala, discurs coregrafic, formare artistica, dans contemporan

Ballet represents one of the most complex forms of choreographic art, characterized by a
synthesis of movement, music, and corporeal expressivity. An approach limited exclusively to
technical virtuosity is reductive, as it fails to reflect its semantic and cultural dimensions.

In the contemporary context, ballet should be understood as a system of artistic meaning
production. As M. Merleau-Ponty emphasizes, “the body is not an object but the medium through
which the world becomes perceptible”. From this perspective, the dancer’s body becomes not
merely an instrument, but a bearer of meaning.

The analysis of the ballet’s functions acquires additional relevance when correlated with the
processes of modernization in arts education and the integration of choreographic practices into
the contemporary educational system in the Romanian cultural space. As recent research in dance
pedagogy highlights, ballet should be approached as an open system, capable of integrating both
academic tradition and new artistic directions.

The Aesthetic Dimension of Contemporary Ballet

The aesthetic function of ballet, traditionally associated with harmony and proportion, has
undergone significant expansion. The integration of elements from contemporary dance has led to
the diversification of aesthetic criteria and the emergence of new forms of expression. In this
sense, the aesthetics of ballet is no longer defined exclusively by the ideal of formal perfection,
but by its capacity to generate multiple meanings. As R. Laban observed, “movement is an
expression of inner life manifested in visible forms”. This perspective allows ballet to be
understood as a dynamic process of expressive configuration.

The Expressive Function and Choreographic Discourse

The expressive function constitutes the core of the choreographic language. Movement
becomes a means of articulating emotions and symbols, transcending its purely technical
dimension. R.V. Zakharov stated that “dance must be a carrier of idea and emotion, not merely a
demonstration of skill”. In this regard, expressivity in ballet implies the integration of technique
into a system of meanings. Thus, the dancer’s body becomes a space of artistic discourse, where
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each gesture contributes to the construction of choreographic meaning.

The Communicative Function of Ballet

Ballet functions as a system of nonverbal communication in which meaning is transmitted
through movement. S. Foster emphasizes that “dance produces a form of kinesthetic empathy,
through which the spectator perceives movement at a bodily level”. This capacity to generate
perceptual experience transforms ballet into a profound and complex medium of communication.
Therefore, the communicative function extends beyond the transmission of a message, involving
the active participation of the spectator in the interpretative process.

The Formative Function and the Educational Dimension

Ballet also fulfills an essential formative function, contributing to the development of
discipline, aesthetic sensitivity, and bodily awareness. A.l. Vaganova emphasized the importance
of technique as the foundation of artistic expression, stating that “without mastery of technique,
expressivity cannot reach its full artistic potential”. In this context, choreographic training
becomes a complex process involving both the development of technical skills and the cultivation
of expressivity and artistic awareness.

Interdependence of Functions and the Systemic Perspective

The functions of ballet are interdependent, contributing to its definition as a coherent artistic
system. Technique and expressivity are not opposites, but complementary dimensions of the same
artistic process. As F.V. Lopukhov observed, “form and content in dance are inseparable”. This
systemic perspective allows ballet to be understood as a functional structure for the generation of
artistic meaning.

Conclusions

Contemporary ballet is configured as a complex artistic system in which aesthetic, expressive,
communicative, and formative functions interact dynamically.
By overcoming the limitations of a purely technical approach, ballet becomes a medium of
profound artistic expression and communication. The functional approach enables a broader
understanding of the ballet’s role in contemporary culture and contributes to the development of
pedagogical and artistic practices.

Keywords: ballet, functions of ballet, aesthetic dimension, bodily expressivity, nonverbal

communication, choreographic discourse, artistic training, contemporary dance
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JlysTHBI TaHell B KJacCHYecKoM Oayere IMpelacTaBisieT co0oi He TOJbKO (opmy
CIIEHUYECKOTO B3aUMOJIEHCTBUS, HO W OCOOYI0 XYJIOKECTBEHHYIO CHCTEMY, B KOTOPOM
peanu3yeTcsi CMHTE3 IUIACTHYECKOTO S3hIKA, MY3BIKAIBHO-PUTMUYECKON CTPYKTYpPhl M TEIECHOM
BBIPA3UTEITHLHOCTH.

C To3uIMM ACTETUKH XOpeorpaduyecKoro HMCKYCCTBa Iy3T MOXHO pacCMaTpHBaTh Kak
(¢bopMy IJIACTHUYECKOTO UANora, B KOTOPOH B3aUMOJICHCTBUE Tel MPHOOPETAET CMBICIOBYIO U
obpasnyto pynkiuto. Kak ormedan @. B. JlonyxoB, «IBI)KEHHE B TAHIIE €CTh HE MEXaHUYECKOE
JICWCTBUE, @ BBIPA3UTENBHBIN )KECT, OPraHU30BAHHBIN 110 3aKOHAM HCKYCCTBa.

B naHHOM KOHTEKCTE Iy3THBIM TaHEL| BBICTYNAET KAK IPOCTPAHCTBO XYJI0KECTBEHHOU
KOMMYHHUKAIMU, TJ€ TEJIO CTAHOBUTCS HOCHUTEIEM CMBbICIA, & B3aMMOJCHCTBUE MNApTHEPOB —
(hopMoOii MIACTHIECKON peyH.

Kunecrernueckass KOMMYHUKALMs, [0 OIPEACICHUI0 COBPEMEHHBIX HCCIEI0BaTENEH,
MIpeJICTaBiIseT cO00 «0OMEH CMBICIIOM Yepe3 JIBUKEHHE U TEIECHOE OLIYIIEHHE» YTO OCOOEHHO
SIPKO MPOSIBIISIETCS B MapTHEPCKOI pabdoTe.

Bo3HuKHOBEHHE MAyITHOrO TaHIAa Kak crenupuyeckoil (OpMbI CBSI3aHO C pPa3BUTHEM
6anernoro uckyccrea X VIII-XIX BekoB. B pannux nocranoBkax [llapns duaio B3anmoericTBre
MapTHEPOB HOCUJIO OAPAHUYEHHBIN XapaKTep U HE MPEAIOIarajgo CI0KHOW CHCTEMBI IOIIEPIKEK.

Cutyanusa Mensiercs B XIX Beke ¢ pa3BUTHEM TEXHUKHM KJIACCHUUECKOAO TaHIa. BBeneHue
MyaHTOBOM TEXHHUKU TpaHCHOPMUPYET >KEHCKYI0 NapTuio, Jenas e€ Ooyee BUPTYO3HOW U
TpeOyromiei aononHuTenbHON onopel. Kak nmomuépkuBana A.Sl. BaranoBa, «pa3BuTHE TEXHUKHU
TpeOyeT He TOJIBKO CHUIIbL, HO U TOYHOW KOOPAMHAIIMU U YCTOMUHUBOCTH.

B Ganerax M. Ileruna dopmupyercs kaHoHHuYeckas CTpykTypa pas de deux, B KOTOpoi
MOAJEPAKKA CTAHOBUTCA HE TOJIBKO TEXHUYECKUM, HO U BBIPA3UTEIbHBIM 3JIEMEHTOM,
BKJIFOUEHHBIM B JpamMaTypauto TaHIa.

TanmneBanpbHas TOAAEpX KA B JIydT€ TMPEACTaBIsSeT COOOH CHHTETHYECKOe SIBICHHE,
00BEIMHAIOIIEE TEXHUYECKYIO (DYHKIIHIO U BBIPA3UTEIHHOE COJIEpKaHUE.

C opHON CTOPOHBI, MOANEPKKA OOECIEeYMBACT YCTOMYMBOCTH U BO3MOXKHOCTH BBINIOJIHEHUS
CIOXHBIX ABWKeHu. C npyroii — oHa (opMHpyeT IUIacTUYECKHi 00pa3, ompenenss xapakTep
B3aUMOJICVCTBUS NAPTHEPOB.

STE-mail: terentiev_al cr@mail.ru
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I''H. [doOpoBoibckasi OTMEYaeT, 4YTO «MApPTHEPCTBO B TaHIE — OTO CHCTEMA TOYHBIX
B3aUMO/ICHCTBUM, OCHOBAHHBIX HA JIOBEPUU U B3AMMHOM ONIYIIEHUHU ABMKEHUsI»[4 ¢. 39].

B coBpemenHoi#1 xopeorpaduu HabII0AaeTCs paclIMpeHHe IACTHYECKOA0 SI3bIKA MOIEPIKEK:
OHU CTaHOBATCS OoJiee AMHAMHYHBIMHU, BKIIOYAIOT DJIEMEHTHI aKpOOATHKH W TPOCTPAaHCTBEHHOM
urpel. OpHaKko, Kak CHOpaBeUIMBO YKasbiBasl JIONMyXoB, «TE€XHMKAa HE JOJDKHA IOAMEHSTH
XYJ0’KECTBEHHYIO BBIPA3UTEIBLHOCTD.

JlysTHBI TaHel B KJIacCHYECKOM OajieTe MpeCTaBlIsIeT COOOH CIIOXKHYIO XYAOXKECTBEHHYIO
CUCTEMY, B KOTOPOM COEAUHSIIOTCS TEXHUKA, INIACTUUECKUN S3bIK U TEJIECHAS BBIPA3UTEIbHOCTD.
Ero pa3BuTHe IEMOHCTPUPYET SBOJIIONHMIO OT BCIIOMOAATeIbHOW (DOPMBI B3aMMOJCUCTBHS K
CaMOCTOSITEIFHOMY ~ BBIPA3HUTEIILHOMY  CpPEACTBY, OOJAJaroIeMy BBICOKOM  JCTETHYECKOU
3HAYUMOCTBIO.
CoBpeMeHHbIN 1y3T (QYHKIUOHHUPYET KakK IPOCTPAHCTBO IIJIACTMYECKON JpamaTyprud U
KMHECTETUYECKOM KOMMYHHUKAlLlMM, I/I€ B3aUMOJAEWCTBHE NApTHEPOB CTAHOBUTCS OCHOBOM
XYJI0’KECTBEHHOA0 CMBICIIA.
Takum oOpa3oM, [y3THbBII TaHel CJeIyeT paccMaTpuBaTh KakK KJIIOYEBOHW  AJIEMEHT
Xopeorpaduyeckoro HCKyccTBa, OTpayKatoluil KaKk TEXHUYECKUE, TaK U IITyOUHHBIE SCTETUYECKUE
MIPOLIECCHI pa3BUTHS OajeTa.

Knrouesvie cnosa: oysmmuviti mauey, Kiaccudeckui Oanem, noo0epicKd, NiACmMuyeckuil
A3bIK, MeleCHOCmy, pas de deux, Kunecmemuka, 8blpa3umenbHOCHb

Dansul in duet in baletul clasic reprezintd nu doar o forma de interactiune scenica, ci $i un
sistem artistic complex 1n care se realizeaza sinteza limbajului plastic, a structurii muzical-ritmice
si a expresivitatii corporale.

Din perspectiva esteticii artei coregrafice, duetul poate fi interpretat ca o forma de dialog
plastic, in care interactiunea corpurilor dobandeste functie semanticd si imagisticd. Dupa cum
remarca F.V. Lopuhov, ,miscarea in dans nu este o actiune mecanica, ci un gest expresiv,
organizat conform legilor artei”. In acest context, dansul in duet apare ca un spatiu al comunicrii
artistice, unde corpul devine purtdtor de sens, iar interactiunea partenerilor — o forma de discurs
plastic.

Comunicarea kinestezica, in acceptiunea cercetatorilor contemporani, reprezintd ,,schimbul
de sens prin miscare si senzatie corporald”, fapt care se manifesta cu deosebitad pregnanta in lucrul
in parteneriat.

Aparitia dansului in duet ca forma specifica este legatd de dezvoltarea artei baletului in
secolele XVIII-XIX. In montirile timpurii ale lui Charles Didelot interactiunea partenerilor avea
un caracter limitat si nu presupunea un sistem complex de sustineri. Situatia se schimba in secolul
al XIX-lea odata cu dezvoltarea tehnicii dansului clasic. Introducerea tehnicii pe poante
transformd partida feminind, facdnd-o mai virtuoasd si necesitand un sprijin suplimentar. Dupa
cum sublinia A. Ia. Vaganova, ,,dezvoltarea tehnicii presupune nu doar fortd, ci si coordonare
precisa si stabilitate”.

In baletele lui M. Petipa se contureaza structura canonici a pas de deux, in care sustinerea
devine nu doar un element tehnic, ci si unul expresiv, integrat in dramaturgia dansului. Sustinerea
in dansul de duet reprezintd un fenomen sintetic, care Tmbind functia tehnicd cu continutul
expresiv. Pe de o parte, aceasta asigura stabilitatea si posibilitatea executdrii miscarilor complexe.

Pe de alta parte, ea construieste imaginea plasticd, determindnd caracterul interactiunii dintre

parteneri.
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G.N. Dobrovolskaia subliniazd ca ,,parteneriatul in dans este un sistem de interactiuni
precise, bazate pe incredere si pe simtul reciproc al miscarii”.

In coregrafia contemporani se observa o extindere a limbajului plastic al sustinerilor:
acestea devin mai dinamice, includ elemente acrobatice si jocuri spatiale. Totusi, asa cum remarca
pe buna dreptate Lopuhov, ,.tehnica nu trebuie sa substituie expresivitatea artistica”.

Dansul in duet in baletul clasic reprezintd un sistem artistic complex, in care se imbina
tehnica, limbajul plastic si expresivitatea corporald. Evolutia sa demonstreaza trecerea de la o
forma auxiliara de interactiune la un mijloc expresiv autonom, cu o inaltd valoare estetica.

Duetul contemporan functioneaza ca un spatiu al dramaturgiei plastice si al comunicarii
kinestezice, In care interactiunea partenerilor devine fundamentul sensului artistic.Astfel, dansul in
duet trebuie considerat un element esential al artei coregrafice, reflectand atat dimensiunea tehnica
cat si procesele estetice profunde ale evolutiei baletului.

Cuvinte-cheie: dans in duet, balet clasic, sustinere, limbaj plastic, corporalitate, pas de
deux, kinestezie, expresivitate

Duet dance in classical ballet represents not only a form of stage interaction, but also a
specific artistic system in which a synthesis of plastic language, musical-rhythmic structure, and
corporeal expressivity is realized.

From the perspective of choreographic aesthetics, the duet can be regarded as a form of plastic
dialogue in which the interaction of bodies acquires semantic and figurative functions. F.V.
Lopukhov noted: “movement in dance is not a mechanical action, but an expressive gesture
organized according to the laws of art”. In this context, duet dance functions as a space of artistic
communication, where the body becomes a carrier of meaning, and the interaction of partners
becomes a form of plastic speech.

Kinesthetic communication, according to contemporary research, represents “an exchange of
meaning through movement and bodily sensation” which is especially evident in partner work.

The emergence of duet dance as a specific form is associated with the development of
ballet in the 1§-19th centuries. In the early productions of Charles Didelot, partner interaction
was limited and did not involve a complex system of lifts. The situation changed in the 19th
century with the development of classical dance technique. The introduction of pointe technique
transformed the female part, making it more virtuosic and requiring additional support.
A.Ya.Vaganova emphasized that “the development of technique requires not only strength, but
also precise coordination and stability”.

In the ballets of M. Petipa, the canonical structure of the pas de deux was established, in which the
lift became not only a technical element but also an expressive component integrated into the
dramaturgy of dance. The lift in the duet dance is a synthetic phenomenon that combines technical
function with expressive content. On the one hand, it ensures stability and enables the execution of
complex movements. On the other hand, it forms a plastic image, defining the nature of interaction
between partners.

G.N. Dobrovolskaya notes that “partnership in dance is a system of precise interactions based on
trust and a shared sense of movement”.

In contemporary choreography, the plastic language of lifts is expanding: they become more
dynamic, incorporating elements of acrobatics and spatial play. However, as Lopukhov rightly
emphasized, “technique must not replace artistic expressivity”.
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Duet dance in classical ballet represents a complex artistic system in which the technique,
plastic language, and corporeal expressivity are integrated. Its development demonstrates a
transition from an auxiliary form of interaction to an independent expressive means with high
aesthetic significance.
Contemporary duet functions as a space of plastic dramaturgy and kinesthetic communication,
where the interaction of partners becomes the foundation of artistic meaning. Therefore, duet
dance should be regarded as a key element of choreographic art, reflecting both technical mastery
and deeper aesthetic processes in the evolution of ballet.

Keywords: duet dance, classical ballet, lift, plastic language, corporeality, pas de deusx,
kinesthetics, expressivity

FUNCTIILE DRAMATURGICE ALE DANSULUI iN SPECTACOLUL DE
OPERA: ABORDARI SCENICE IN OPERELE LUI GIUSEPPE VERDI

DRAMATURGICAL FUNCTIONS OF DANCE IN OPERA PERFORMANCE:
SCENIC APPROACHES IN THE OPERAS OF GIUSEPPE VERDI

MAIA DOHOTARU?®

doctor in pedagogie, lector universitar,
Academia de Muzica, Teatru si Arte Plastice

https://orcid.org/0009-0001-2189-0202

CZU 792.54:792.83(450)
DOI https://doi.org/10.55383/iadc2026.46

Prezenta comunicare valorifica rezultatele unei cercetari dedicate functiilor dramaturgice ale
dansului in sase opere reprezentative din creatia lui Giuseppe Verdi — Nabucco, Rigoletto, La
traviata, Un ballo in maschera, Aida si Otello, urmarind modul in care componenta coregrafica
este integrata in arhitectura spectacolului de opera. Premisa de la care porneste studiul este cd, in
teatrul verdian, dansul nu poate fi redus la statutul de episod ornamental sau de simplu
divertisment scenic, ci trebuie inteles ca element activ al dramaturgiei scenico-muzicale, implicat
in organizarea conflictului, In modelarea registrelor simbolice si in construirea raportului dintre
aparenta festiva si adevarul dramatic al actiunii.

Analiza se intemeiazd pe o perspectiva interdisciplinara, situatd la intersectia muzicologiei,
studiilor teatrale si analizei coregrafice. Sunt urmarite atat episoadele de balet propriu-zis cat si
formele de miscare colectivd, ceremoniala sau procesionald care dobandesc functie plasticd si
dramatica in economia spectacolului. Criteriile de cercetare vizeazd functia dramaturgica
dominanta a dansului, raportul dintre miscare si situatia scenicd, precum si modalitdtile prin care
limbajul coregrafic devine purtator de sens in constructia operei.

Rezultatele cercetarii evidentiaza o diversitate functionald remarcabild a dansului in universul
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verdian. In opera Nabucco miscarea colectivd si ceremonialul scenic organizeaza imaginea
comunititii si exprima tensiunea dintre dimensiunea sacra si manifestarea autoritatii. In Rigoletto
dansul de curte construieste un cadru festiv degradat moral, a carui functie dramaturgica este una
critica: el deconspira degradarea morald a lumii ducale si amplifica, prin contrast, manifestarea
neasteptatd a tragicului. In La traviata dansul de salon si divertismentul monden pun in sceni
lumea aparentelor sociale, accentuand cu mai mare intensitate drama interioara a eroinei.

In Un ballo in maschera balul final transforma dansul intr-un mecanism al ambiguitatii, al
deghizarii si al violentei tragice. Aida dezvolta cea mai ampla dimensiune coregrafica prin registre
ritualice, triumfale si de curte, in care dansul mediaza relatia dintre ceremonialul public si
conflictul afectiv al personajelor. Chiar si In Ofello, unde expresia coregraficd nu se afirma ca
entitate coregrafica de sine statdtoare, miscarea colectivd si ceremonialul public dobandesc o
functie coregraficd implicita, constituind un contrapunct scenic fatd de framantarea lduntricd a
protagonistului.

Din perspectiva abordarilor scenice, dansul apare n operele lui G.Verdi ca limbaj scenic cu
valoare structurald, simbolicd si compozitionald. El organizeazd tabloul colectiv, ritmeaza
tranzitiile dramatice, intensifica opozitiile dintre fastul exterior si adevarul interior si contribuie la
reprezentarea puterii, a sociabilititii, a ceremonialului religios sau politic si a rupturii tragice. In
aceasta logica dansul nu functioneazd ca detaliu decorativ, ci ca element constitutiv al
spectacolului de opera, capabil sa sustina sensul dramatic si sa orienteze lectura scenica a operei
verdiene .

Noutatea demersului consta Tn deplasarea accentului interpretativ de la descrierea dansului ca
element de spectaculozitate scenica spre analiza lui ca mecanism de constructie dramaturgica. O
asemenea perspectivd permite o reinterpretare a operei verdiene prin prisma relatiei organice
dintre muzicd, miscare si arhitectura scenicd, demonstrand cd semnificatia dansului nu deriva
exclusiv din autonomia sa coregrafica, ci din integrarea lui in dinamica ansamblurilor corale, in
ceremonial si in logica internd a actiunii. Prin urmare, studiul propus nu doar completeaza lectura
teoreticd a operei lui Verdi, ci oferd si repere relevante pentru practica regizoral-coregrafica
actuald, contribuind la o Intelegere mai profunda a valorii dramaturgice a dansului in spectacolul
de opera.

Cuvinte-cheie: dans, opera, Giuseppe Verdi, functie dramaturgica, abordare scenica,
coregrafie, dramaturgie muzicala

This paper presents the results of a study devoted to the dramaturgical functions of dance in
six representative operas from Giuseppe Verdi’s oeuvre — Nabucco, Rigoletto, La traviata, Un
ballo in maschera, Aida, and Otello, examining the ways in which the choreographic component
is integrated into the architecture of the opera performance. The study is grounded in the premise
that, in Verdi’s theatre, dance cannot be reduced to the status of an ornamental episode or mere
scenic entertainment; rather, it must be understood as an active element of stage-musical
dramaturgy, involved in the organization of conflict, the shaping of symbolic registers, and the
construction of the relationship between festive appearance and the dramatic truth of the action.

The analysis is based on an interdisciplinary perspective situated at the intersection of
musicology, theatre studies, and choreographic analysis. It considers both the ballet episodes
themselves and the forms of collective, ceremonial or processional movement that acquire a
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plastic and dramatic function within the economy of the performance. The research criteria focus

on the dominant dramaturgical function of dance, the relationship between movement and the
stage situation, and the ways in which the choreographic language becomes a bearer of meaning in
the construction of the opera.

The findings highlight a remarkable functional diversity of dance in Verdi’s artistic universe.

In Nabucco, the collective movement and scenic ceremonial organize the image of the community
and express the tension between the sacred dimension and the manifestation of authority. In
Rigoletto, courtly dance constructs a festive setting marked by moral degradation, whose
dramaturgical function is essentially critical: it exposes the corruption of the ducal world and, by
contrast, intensifies the unexpected emergence of the tragic. In La traviata, the salon dance and
worldly entertainment stage the world of social appearances, thereby heightening the heroine’s
inner drama.

In Un ballo in maschera, the final ball transforms dance into a mechanism of ambiguity,
disguise, and tragic violence. Aida develops the most extensive choreographic dimension through
ritual, triumphal, and courtly registers, in which dance mediates the relationship between the
public ceremonial and the emotional conflict of the characters. Even in Otello, where the
choreographic expression does not assert itself as an autonomous choreographic entity, the
collective movement and public ceremonial acquire an implicit choreographic function,
constituting a scenic counterpoint to the protagonist’s inner turmoil.

From the perspective of stage approaches, dance appears in Verdi’s operas as a scenic
language of structural, symbolic, and compositional value. It organizes the collective tableau,
articulates dramatic transitions, intensifies the oppositions between external splendor and inner
truth, and contributes to the representation of power, sociability, religious or political ceremonial
and tragic rupture. Within this logic, dance does not function as a decorative detail, but as a
constitutive element of operatic performance, capable of sustaining dramatic meaning and guiding
the scenic interpretation of Verdi’s works.

The originality of the present approach lies in shifting the interpretive emphasis from
describing dance as an element of scenic spectacle to analyzing it as a mechanism of
dramaturgical construction. Such a perspective makes possible a reinterpretation of Verdi’s operas
through the organic relationship between music, movement, and scenic architecture,
demonstrating that the significance of dance derives not exclusively from its choreographic
autonomy, but from its integration into the dynamics of choral ensembles, ceremonial structures,
and the internal logic of the action. Consequently, the proposed study not only enriches the
theoretical reading of Verdi’s operatic output, but also offers relevant reference points for
contemporary stage direction and choreography, contributing to a deeper understanding of the
dramaturgical value of dance in opera performance.

Keywords: dance, opera, Giuseppe Verdi, dramaturgical function, stage approach,
choreography, musical dramaturgy
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Operele secolului al XIX-lea continud sa traiasca si in secolul XXI, demonstrand ca marile
creatii artistice nu apartin doar trecutului, ci rdman actuale de-a lungul timpului. Carmen nu mai
este perceputd exclusiv ca o operd, ci s-a transformat intr-un fenomen cultural deschis
reinterpretarilor in teatru, balet, dans contemporan si cinematografie. Intrebarea filozofica
principala care continud sd preocupe atat regizorii cat si publicul este pretul libertdtii. Acest
conflict nu isi pierde actualitatea, deoarece se repetd in diferite contexte culturale, confirmand
caracterul universal al mitului. Astdzi, Carmen nu mai reprezintd doar o poveste despre iubire si
gelozie, ci un text artistic complex, in care se reflectd probleme legate de gen, putere, nedreptate
sociald si dreptul individului la alegere si libertate personala.

In secolul XXI, mostenirea operei Carmen este supusa unor reinterpretiri active si unor noi
perspective artistice. Regizorii si coregrafii contemporani percep aceastd opera nu doar ca pe o
creatie clasicd, ci si ca pe un text artistic deschis, care poate fi reinterpretat in functie de temele
culturale si sociale actuale. Mostenirea lui Georges Bizet continud sa se dezvolte, sd fie
reinterpretata si s intre in dialog cu noile epoci. Imaginea lui Carmen se transforma treptat: din
reprezentarea traditionala a femeii fatale, ea ajunge sa fie interpretatd ca un simbol al libertatii, al
autonomiei si al fortei interioare. In montirile contemporane accentul nu mai cade atit pe
exotismul exterior, cat pe dimensiunea psihologica a conflictului si pe tema libertatii de alegere a
individului.

Un exemplu semnificativ de reinterpretare contemporand a patrimoniului clasic il reprezinta
versiunea de balet a operei Carmen, realizatd de coregraful francez Julien Lestel. Limbajul
coregrafic imbind elemente de dans clasic si contemporan, construind o naratiune plasticd intensa
din punct de vedere emotional. Prin miscare si expresie corporald sunt transmise pasiunea,
protestul si ruptura interioara a personajului.

O noud dimensiune a legendei a fost propusd si de Barcelona Flamenco Ballet, sub
conducerea lui David Gutiérrez. Compania integreaza in mod activ elemente de dans clasic, jazz si
teatru, creand astfel un limbaj artistic original si expresiv. Spectacolul combina teatrul, dansul si
muzica live, construind un spatiu scenic complex si stratificat.

Imaginea lui Carmen continua sa traiasca in secolul XXI nu doar pe scena teatrala, ci si pe
marele ecrane. In 2022 au fost lansate doud filme intitulate , Carmen”(Valerie Buhagiar si
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regizorul Benjamin Millepied), fiecare oferind propria reinterpretare a personajului legendar,
demonstrand cat de  flexibil si  complex ramane acest arhetip  cultural.

De pe scena operei pana la balet, de la flamenco pand la cinematografie — imaginea lui
Carmen continua sa evolueze. Fiecare interpretare noud descopera sensuri suplimentare, reflectand
problemele contemporane: inegalitatea de gen, violenta, migratia, criza identitatii. Carmen nu este
doar o eroind de opera. Ea reprezintd un mit universal despre conflictul dintre pasiune si libertate,
dintre individ si putere, dintre dragoste si distrugere. Carmen a devenit un arhetip universal. Ea
simbolizeaza femeia care nu se supune normelor, nu accepta constrangeri externe si este pregatita
sa 1s1 asume responsabilitatea pentru propriile decizii. Montarile contemporane arata ca o lucrare
din secolul XIX poate pistra forta sa tragica si in secolul XXI. In balet expresivitatea corporala
inlocuieste cuvantul; in cinema ea se transforma intr-un simbol poetic. Carmen devine un spatiu
de sinteza artistica, reunind muzica, teatrul, coregrafia si cinematografia.

De la opera secolului XIX pana la baletele si filmele moderne, traseul lui Carmen
demonstreaza nemurirea unei lucrari clasice. Mostenirea lui Bizet rimane un patrimoniu cultural
viu, capabil de reinnoire, pastrand in acelasi timp profunzimea tragica si forta filosofica. Carmen
continud sd fie simbolul pasiunii, al rezistentei si al libertdtii — o libertate care trebuie platita cu
pretul cel mai inalt.

Cuvinte-cheie: Carmen, Georges Bizet, Julien Lestel, David Gutiérrez, Valerie Buhagiar,
Benjamin Millepied

Works of the 19th century continue to live on in the 21st century, demonstrating that great
artistic creations do not belong only to the past but remain relevant over time. Carmen is no longer
perceived exclusively as an opera; it has become a cultural phenomenon open to reinterpretations
in theatre, ballet, contemporary dance, and cinema. The main philosophical question that
continues to concern both directors and audiences 1is the price of freedom. This conflict has not
lost its relevance, as it reappears in different cultural contexts, confirming the universal nature of
the myth. Today, Carmen is no longer simply a story about love and jealousy, but a complex
artistic text reflecting issues of gender, power, social injustice, and the individual’s right to
personal choice and freedom.

In the 21st century, the legacy of the opera Carmen is undergoing active reinterpretation
and is being viewed through new artistic perspectives. Contemporary directors and choreographers
perceive this work notonly as a classical creation, but also as an open artistic text that can be
reinterpreted according to current cultural and social themes. The legacy of Georges Bizet
continues to evolve, to be reinterpreted, and to enter in dialogue with new eras. The image of
Carmen is gradually transforming: from the traditional representation of the femme fatale, she is
increasingly interpreted as a symbol of freedom, autonomy, and inner strength. In contemporary
productions, the focus shifts away from external exoticism toward the psychological dimension of
the conflict and the theme of individual freedom of choice.

A significant example of the contemporary reinterpretation of the classical heritage is the
ballet version of the opera Carmen, created by the French choreographer Julien Lestel. The
choreographic language combines elements of classical and contemporary dance, constructing a
visually expressive and emotionally intense narrative. Through movement and bodily expression,
the passion, protest, and inner conflict of the character are conveyed.
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A new dimension of the legend has also been proposed by the Barcelona Flamenco Ballet
under the direction of David Gutiérrez. The company actively integrates elements of classical
dance, jazz, and theatre, creating an original and expressive artistic language. The performance
combines theatre, dance, and live music, building a complex and multilayered scenic space.

The image of Carmen continues to live on in the 21st century not only on the theatre stage
but also on the big screen. In 2022, two films titled Carmen (by Valerie Buhagiar and directed by
Benjamin Millepied) were released, each offering its own reinterpretation of the legendary
character and demonstrating how flexible and complex this cultural archetype remains.

From the opera stage to ballet, from flamenco to cinema, the image of Carmen continues to
evolve. Each new interpretation reveals additional meanings, reflecting contemporary issues such
as gender inequality, violence, migration, and identity crisis. Carmen is not merely an operatic
heroine. She represents a universal myth about the conflict between passion and freedom, between
the individual and power, between love and destruction. Carmen has become a universal
archetype, symbolizing a woman who does not submit to norms, does not accept external
constraints, and is ready to take responsibility for her own choices. Contemporary productions
demonstrate that a 19th-century work can preserve its tragic power in the 21st century. In ballet,
bodily expression replaces words; in cinema, it transforms into a poetic symbol. Carmen becomes
a space of artistic synthesis, bringing together music, theatre, choreography, and cinematography.

From the opera of the 19th century to modern ballets and films, the trajectory of Carmen
demonstrates the enduring vitality of a classical work. The legacy of Georges Bizet remains a
living cultural heritage, capable of renewal while preserving its tragic depth and philosophical
strength. Carmen continues to symbolize passion, resistance, and freedom — a freedom for which
the highest price must be paid.

Keywords: Carmen, Georges Bizet, Julien Lestel, David Gutiérrez, Valerie Buhagiar,
Benjamin Millepied
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Educatia artisticd contemporana se afld intr-un proces de transformare profunda, determinat

de schimbarile din industria creativa si de cerintele pietei muncii. Productia de film si televiziune
nu mai poate fi privitd exclusiv ca un act artistic, ci ca un fenomen complex, parte integranta a
economiei creative. In Republica Moldova, institutiile de invitiméant superior artistic, precum
Academia de Muzica, Teatru si Arte Plastice (AMTAP) sau Universitatea de Stat din Moldova
(USM), au inceput s introducd discipline economice in programele de regie, productie, montaj
sau management media. Totusi, persistd provocari metodologice legate de adaptarea acestor
discipline la specificul artistic al studentilor. Necesitatea integrarii dimensiunii economice deriva
din realitatea cd un specialist audiovizual nu mai poate fi competitiv doar prin talent artistic si
competente tehnice. El trebuie sa inteleagd mecanismele de finantare, planificare si distributie, sa
fie capabil sd gestioneze resursele si s@ transforme viziunea artistica intr-un produs viabil pe piata.
In lipsa acestor competente, absolventii risca sa rimana marginalizati intr-o industrie globalizata si
extrem de competitivd. Conform Cadrului European al Calificarilor (EQF), specialistii din
domeniul audiovizual trebuie sd combine gandirea creativd cu capacitatea de gestionare a
resurselor. Disciplinele economice aplicate in film si televiziune au rolul de a dezvolta gandirea
strategicd, competentele de planificare si evaluare financiard, precum si intelegerea raportului
dintre creatie si piatd. Principiile fundamentale ce stau la baza predérii economiei in educatia
artistica, precum interdisciplinaritate, aplicabilitate, competentialitate, permit ca economia sa fie
perceputd nu ca un domeniu abstract, ci ca un instrument creativ, indispensabil pentru sustinerea
procesului artistic.

Un aspect esential este adaptarea continuturilor economice la realitatile productiei de film
si televiziune. In locul prezentarii unor concepte generale, curricula trebuie construita pe situatii
reale din industria audiovizuala. Bugetul unui film devine, astfel, o resursa didactica centrala.
Studentii pot analiza structura bugetarda a unui scurtmetraj sau documentar, identificand
cheltuielile de pre-productie, productie si post-productie. De asemenea, analiza costurilor fixe si
variabile, creative si tehnice, precum si impactul tehnologiillor moderne asupra eficientei
procesului de filmare, contribuie la formarea unei gandiri aplicative. In cazul proiectelor TV,
accentul se pune pe finantare (granturi, sponsorizari, publicitate, vanzare de continut) si pe rolul
departamentelor de productie, marketing si véanzari. Marketingul si distributia sunt alte
componente esentiale: studentii trebuie sa Invete cum se promoveaza un film, cum se construieste
identitatea vizuala a unui proiect si cum se selecteaza festivalurile sau platformele potrivite pentru
difuzare.

Pentru a depasi perceptia economiei ca domeniu abstract, se recomanda metode moderne,
precum invétarea bazata pe proiect (Project-Based Learning), studiile de caz, simuldrile si jocurile
de rol, invatarea colaborativd interdisciplinard — echipe mixte (regie, imagine, scenaristica,
management media) care lucreazd impreuna la un proiect. Profesorul devine facilitator, integrand
partea economicad In activitatea creativd si stimuland invatarea contextualizatd. Digitalizarea
industriei audiovizuale impune utilizarea tehnologiilor moderne in procesul educational. Aceste
instrumente reduc decalajul dintre formarea academica si practicile reale ale industriei. Evaluarea
trebuie sa depaseasca testele teoretice si sd se concentreze pe produse aplicative. Astfel, profesorul
poate aprecia nu doar nivelul de cunostinte, ci si capacitatea de aplicare, creativitatea si gandirea
critica.

Predarea disciplinelor economice in domeniul artistic se confruntd cu dificultati ca:
rezistenta culturald si psihologica a studentilor fatd de economie, lipsa materialelor didactice
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adaptate profilului artistic, formarea insuficientd a cadrelor didactice cu experientd in audiovizual,
lipsa standardelor clare de evaluare interdisciplinard. Aceste provocari sunt comune in Europa de
Est, unde sistemul de invatdmant artistic se afld in proces de modernizare. Pentru cresterea
eficientei preddrii e necesar: de creat programe integrate (Economia productiei media,
Managementul proiectului audiovizual), de elaborat resurse educationale locale, de stimulat
formarea continud a cadrelor didactice prin schimburi academice, parteneriate universitate—
industrie, introducerea evaluarii bazate pe competente.

Integrarea dimensiunii economice in educatia artisticd este o provocare metodologica si o
necesitate strategica. Ea contribuie la dezvoltarea unei gandiri complexe, orientate spre
planificare, eficientd si sustenabilitate. Modernizarea metodologiei prin proiecte, tehnologii
digitale si colaborare interdisciplinara va permite institutiilor din Republica Moldova sa se alinieze
la standardele europene. Economia devine, astfel, nu doar un obiect de studiu, ci si un instrument
creativ, indispensabil pentru transformarea viziunii artistice in produse viabile pe piata
audiovizuala.

Cuvinte-cheie: economie creativa, dimensiunii economice, productia audiovizuala,
interdisciplinaritate, managementul proiectului media, metode moderne de invatare

Contemporary artistic education is undergoing a profound transformation, driven by
changes in the creative industries and the demands of the labor market. Film and television
production can no longer be viewed exclusively as an artistic act, but rather as a complex
phenomenon, an integral part of the creative economy. In the Republic of Moldova, institutions of
higher artistic education — such as the Academy of Music, Theatre and Fine Arts (AMTAP) or the
State University of Moldova (USM) — have begun to introduce economic disciplines into
programs in directing, production, editing, or media management. However, the methodological
challenges remain regarding the adaptation of these disciplines to the artistic profile of students.

The need to integrate the economic dimension arises from the reality that an audiovisual
specialist can no longer be competitive solely through artistic talent and technical skills. They
must understand mechanisms of financing, planning, and distribution, be able to manage
resources, and transform artistic vision into a viable product on the market. Without these
competencies, graduates risk being marginalized in a globalized and highly competitive industry.
According to the European Qualifications Framework (EQF), the audiovisual specialists must
combine creative thinking with the ability to manage resources. Economic disciplines applied to
film and television aim to develop strategic thinking, planning and financial evaluation skills, as
well as an understanding of the relationship between creation and the market. The fundamental
principles underlying the teaching of economics in artistic education — interdisciplinarity,
applicability, and competence-based learning — allow economics to be perceived not as an abstract
domain, but as a creative tool essential for supporting the artistic process.

An essential aspect is the adaptation of economic content to the realities of film and
television production. Instead of presenting general economic concepts, curricula must be built on
real situations from the audiovisual industry. The budget of a film thus becomes a central teaching
resource. Students can analyze the budgetary structure of a short film or documentary, identifying
pre-production, production, and post-production expenses. They also learn to distinguish between
fixed and variable costs, creative and technical costs, and to assess the impact of modern
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technologies on the efficiency of filming. In the case of television projects, emphasis is placed on
financing (grants, sponsorships, advertising, content sales) and on the role of production,
marketing, and sales departments. Marketing and distribution are equally essential: students must
learn how to promote a film, build a project’s visual identity, and select appropriate festivals or
platforms for dissemination.

To overcome the perception of economics as an abstract field, modern methods are
recommended, such as project-based learning, case studies, simulations and role-playing, and
collaborative interdisciplinary learning — mixed teams (directing, cinematography, screenwriting,
media management) working together on a project. The professor becomes a facilitator,
integrating the economic dimension into creative activity and stimulating contextualized learning.
The digitalization of the audiovisual industry requires the use of modern technologies in the
educational process. These tools reduce the gap between academic training and real industry
practices. Evaluation must go beyond theoretical tests and focus on applied products. Thus, the
professor can assess not only the level of knowledge, but also the ability to apply concepts,
creativity, and critical thinking.

Teaching economic disciplines in the artistic field faces difficulties such as: cultural and
psychological resistance of students toward economics; lack of teaching materials adapted to the
artistic profile; insufficient training of teachers with experience in audiovisual production; and the
absence of clear standards for interdisciplinary evaluation. These challenges are common in
Eastern Europe, where artistic education systems are in the process of modernization. To increase
teaching efficiency, it is necessary to create integrated programs (Media Production Economics,
Audiovisual Project Management), develop local educational resources, ensure continuous
training of teachers through academic exchanges, establish university—industry partnerships, and
introduce competence-based evaluation.

Integrating the economic dimension into artistic education is both a methodological
challenge and a strategic necessity. It contributes to the development of complex thinking oriented
toward planning, efficiency, and sustainability. Modernizing methodology through projects,
digital technologies, and interdisciplinary collaboration will allow institutions in the Republic of
Moldova to align with European standards. Economics thus becomes not only a subject of study,
but a creative instrument indispensable for transforming artistic vision into viable products in the
audiovisual market.

Keywords:  creative  economy, economic dimension, audiovisual production,
interdisciplinarity, media project management, modern learning methods
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Fiecare epocd istoricd evidentiazd personalitdti care exprimd spiritul si valorile timpului
lor, iar Tn domeniul teatrului aceste talente devin surse de inspiratie, invatare si continuitate
artistica. In Republica Moldova dezvoltarea teatrului national a fost influentatd semnificativ de
dialogul intercultural realizat prin intermediul actorilor si regizorilor formati in institutii teatrale
internationale. Experienta acumulatd de acestia in marile scoli teatrale din spatiul sovietic si
european a contribuit la modernizarea artei scenice moldovenesti si la integrarea ei Intr-un context
cultural mai larg.

Un rol aparte 1-a avut Scoala Teatrald Boris Sciukin — Vakhtangov din Moscova, institutie
care a format numerosi artisti ai teatrelor din Moldova. Multi dintre acestia isi amintesc cu
recunostintd de experienta pedagogica si artistica acumulata 1n cadrul acestei scoli, unde au intrat
in contact cu diferite metode de interpretare scenici si cu valori culturale diverse. In cadrul Scolii
Sciukiniste-Vakhtangoviste au existat patru studiouri moldovenesti, iar doud dintre ele au stat la
baza formarii unor colective teatrale importante: Teatrul Luceafarul din Chisinau, creat in urma
promotiei din 1960, si Teatrul Eugene lonesco, format din absolventii promotiei anului 1985.
Aceste trupe au devenit exemple relevante ale modului in care experienta internationald poate
influenta dezvoltarea culturii teatrale nationale.

Absolventii institutiilor teatrale internationale au contribuit nu doar la consolidarea artei
scenice, ci si la transmiterea unui model cultural bazat pe schimb de experienta si dialog artistic.
Multi dintre actorii formati Tn aceste scoli activeazd atat pe scenele teatrelor din Republica
Moldova cat si 1n institutii de invatdmant artistic, inclusiv la Academia de Muzica, Teatru si Arte
Plastice din Chisindu. Prin activitatea lor pedagogica ei promoveaza metode si principii artistice
preluate de la mentorii lor, asigurand continuitatea unei traditii teatrale moderne si deschise
influentelor interculturale.

O contributie esentiald la dezvoltarea teatrului moldovenesc au avut-o personalitati precum
Eugeniu Ureche, Domnica Darienco, Constantin Constantinov, Victor Gherlac, Victor Ciutac,
Veniamin Apostol etc., care au pus bazele teatrului national si au transmis generatiilor urméatoare
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un important patrimoniu artistic. De asemenea, generatia ,,luceferistilor”, reprezentatd de Dumitru
Caraciobanu, Nina Doni, Ion Ungureanu, Ecaterina Malcoci, Valentina Izbesciuc, Grigore Rusu si
altii, a adus un nou limbaj scenic caracterizat prin energie creatoare, curaj civic si dorinta de
modernizare a artei teatrale. Activitatea lor demonstreazd modul in care influentele culturale
externe au fost integrate si reinterpretate in contextul teatrului moldovenesc.

Perioadele urmatoare au fost marcate de aparitia unor noi trupe si institutii teatrale, precum
Teatrul Eugene lonesco si Teatrul Satiricus I.L. Caragiale, care au promovat forme inovatoare de
expresie artistica si au stimulat dialogul cultural dintre diferite spatii teatrale. Aceste institutii au
demonstrat ca teatrul nu are limite geografice sau culturale, ci reprezintd un limbaj universal bazat
pe simboluri, semne $i comunicare artistica.

In concluzie, dialogul intercultural a avut un rol fundamental in evolutia teatrului din
Republica Moldova. Absolventii institutiilor internationale au devenit promotori ai schimbului
cultural si a1 modernizdrii artei scenice, contribuind la consolidarea unei identitati teatrale
moderne si la integrarea teatrului moldovenesc in circuitul artistic european si universal.

Cuvinte-cheie: dialog intercultural, traditie teatrala, scoald, teatru, influenta, evolutie

Each historical era highlights personalities who express the spirit and values of their time,
and in the field of theatre these talents become sources of inspiration, learning, and artistic
continuity. In the Republic of Moldova, the development of the national theatre was significantly
influenced by the intercultural dialogue carried out through actors and directors trained in
international theatrical institutions. The experience accumulated by them in the great theatre
schools of the Soviet and European space contributed to the modernization of the Moldovan stage
art and to its integration into a broader cultural context.

A special role was played by the Boris Shchukin Vakhtangov Theatre School in Moscow,
an institution that trained numerous artists for Moldovan theatres. Many of them recall with
gratitude the pedagogical and artistic experience acquired within this school, where they came into
contact with various methods of stage interpretation and diverse cultural values. Within the
Shchukin-Vakhtangov School there were four Moldovan studios, two of which formed the basis
for the creation of important theatrical companies: the Luceafarul Theatre in Chisinau, established
following the graduating class of 1960, and the Eugene lonesco Theatre, formed by the graduates
of the class of 1985. These theatre groups became relevant examples of how international
experience can influence the development of national theatrical culture.

Graduates of international theatre institutions contributed not only to the consolidation of
stage art, but also to the transmission of a cultural model based on the exchange of experience and
artistic dialogue. Many actors trained in these schools perform both on the stages of theatres in the
Republic of Moldova and in artistic educational institutions, including the Academy of Music,
Theatre and Fine Arts in Chisinau. Through their pedagogical activity, they promote artistic
methods and principles inherited from their mentors, ensuring the continuity of a modern
theatrical tradition open to intercultural influences.

An essential contribution to the development of Moldovan theatre was made by
personalities such as Eugeniu Ureche, Domnica Darienco, Constantin Constantinov, Victor
Gherlac, Victor Ciutac, Veniamin Apostol, and others, who laid the foundations of the national
theatre and transmitted an important artistic heritage to future generations. Likewise, the
generation of the “Luceafarul artists,” represented by Dumitru Caraciobanu, Nina Doni, Ion
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Ungureanu, Ecaterina Malcoci, Valentina Izbesciuc, Grigore Rusu, and others, introduced a new
stage language characterized by creative energy, civic courage, and the desire to modernize
theatrical art. Their activity demonstrates how external cultural influences were integrated and
reinterpreted within the context of the Moldovan theatre.

The following periods were marked by the emergence of new theatre companies and
institutions, such as the Eugene lonesco Theatre and the Satiricus I.L. Caragiale Theatre, which
promoted innovative forms of artistic expression and stimulated the cultural dialogue between
different theatrical spaces. These institutions demonstrated that theatre has no geographical or
cultural boundaries, but rather represents a universal language based on symbols, signs, and
artistic communication.

In conclusion, the intercultural dialogue played a fundamental role in the evolution of
theatre in the Republic of Moldova. Graduates of international institutions became promoters of
cultural exchange and the modernization of stage art, contributing to the consolidation of a modern
theatrical identity and to the integration of Moldovan theatre into the European and universal
artistic circuit.

Keywords: intercultural dialogue, theatrical tradition, school, theatre, influence, evolution.
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Actualitatea reformei teatrale in Republica Moldova derivd dintr-o necesitate acuta de
reevaluare a limbajului scenic sia formarii actoricesti in contextul integrarii in circuitul cultural
european. In timp ce sistemul clasic de triire riméne pilonul educatiei academice, realititile
contemporane cer o extindere curajoasa catre inteligenta corporala si metafora vizuald. Metoda lui
Jacques Lecoq nu propune o simpld alternativa tehnica, ci o structurd epistemologicd profunda
care redefineste ontologia actorului modern. Aceastda pedagogie sustine trecerea de la
reprezentarea pur psihologicd la procesul de ,.co-creare” a unor lumi poetice, oferind o solutie
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strategicd pentru revitalizarea ecosistemului teatral prin formarea unor artisti cu o autonomie
creativa deplina.

Fundamentul teoretic al acestei abordari rezidd in conceptul de Via Negativa, o cale a
deconstructiei prin care studentul este eliberat de cliseele interpretative, de gesturile parazitare si
de mimica sociald acumulata inconstient. Procesul nu vizeaza o privare de mijloace, ci atingerea
unei stari de ,,vid creativ”, o neutralitate esentiald din care poate izvori orice forma autentica de
expresie. Aceastd reducere fenomenologica pregateste terenul pentru afirmarea Actorului-Autor, o
figura centrala in teatrul de creatie contemporan. Un astfel de artist devine capabil sa structureze
spatiul si timpul scenic in absenta unui text preexistent, transformand actul actoricesc dintr-o
simpla executie intr-o forma de dramaturgie fizica independenta.

Instrumentul central in aceastd cdutare a adevarului organic este Masca Neutrald. Ea
functioneazd ca un instrument de igiend psihofizicd si ca o oglinda a universalului, suspendand
temporalitatea subiectiva a actorului. Prin ,,tacerea” fetei, intreaga energie expresiva este fortata sa
locuiasca in corp, reveland mecanica subtila a miscarii si educand o prezentd scenica magnetica.
Aceasta stare de echilibru absolut, definita ca ,,Punctul Zero” sau stare de disponibilitate, permite
studentului sa exploreze ecomimesis-ul — identificarea dinamica cu fortele naturii, cu elementele
primordiale si materialele. Astfel, legile fizice ale lumii sunt transmutate in simboluri scenice,
generand un teatru al metaforelor vizuale care comunicd dincolo de barierele de limbaj.

Metodologia atinge apogeul prin Laboratorul de Studiu al Miscarii (L.E.M.), care
realizeaza sinergia dintre arta teatrala si arhitectura. Aici, scena inceteaza sa mai fie un spatiu vid
si devine o materie densa, un camp de forte dinamice unde fiecare miscare modificd tensiunea
intregului mediu. Pentru scoala teatrala din Moldova, unde resursele tehnice sunt adesea limitate,
aceasta viziune arhitecturald este vitald, deoarece investeste actorul cu puterea de a crea
scenografii invizibile dar palpabile prin precizia plastica a corpului sau. Integrarea acestor metode
in curricula academica garanteaza formarea unui artist universal, capabil sd pozitioneze teatrul
moldovenesc pe harta internationald ca un produs cultural inovator si poetic.

Cuvinte-cheie: Pedagogie teatrala, Jacques Lecoq, Via Negativa, Masca Neutrala, Actor-
Autor, L.E.M., Dinamica spatiului, Fenomenologie, Teatru de creatie, Inteligenta corporala

The topicality of theatrical reform in the Republic of Moldova arises from an acute need to
revaluate the scenic language and acting training in the context of integration in the European
cultural circuit. While the classical system of living remains the pillar of academic education,
contemporary relationships demand a courageous extension towards bodily intelligence and visual
metaphor. Jacques Lecoq’s method does not propose a simple technical alternative, but a deep
epistemological structure, which redefines the ontology of the modern actor. This pedagogy
supports the transition from purely psychological representation to the process of ,,co-creation” of
poetic worlds offering a strategic solution for the realization of the theatrical ecosystem by
training artists with full creative autonomy.

The theoretical foundation of this approach lies in the concept of Via Negativa, a path of
deconstruction through which the student is freed from interpretive clichés, parasitic gestures and
unconsciously accumulated social mimicry. The process does not aim at a deprivation of means,
but at reaching a state of “creative emptiness”, essential neutrality from which any authentic form
of expression can spring. This phenomenological reduction prepares the ground for the affirmation
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of the Actor-Author, a central figure in contemporary creative theatre. Such an artist becomes able
to structure scenic space and time in the absence of a pre-existing text, transforming the acting act
from a simple execution into a form of independent physical dramaturgy.

The central instrument in this search for organic truth is the Neutral Mask. It functions as
an instrument of psychophysical hygiene and as a mirror of the universal, suspending the actor’s
subjective temporality. Through the “silence” of the face, all expressive energy is forced to reside
in the body, revealing the subtle mechanics of movement and educating a magnetic stage
presence. This state of absolute balance, defined as “Zero Point” or state of availability, allows the
student to explore ecomimesis — dynamic identification with the forces of nature, with the
primordial elements and materials. Thus, the physical laws of the world are transmuted into stage
symbols, generating a theater of visual metaphors that communicate beyond language barriers.

The methodology reaches its peak through the Laboratory for the Study of Movement
(L.E.M.), which realizes the synergy between theatrical art and architecture. Here, the stage ceases
to be an empty space and becomes a dense matter, a field of dynamic forces where each
movement modifies the tension of the entire environment. For the Moldovan theater school, where
technical resources are often limited, this architectural vision is vital, as it invests the actor with
the power to create invisible but palpable scenographies through the plastic precision of his body.
The integration of these methods into academic curricula guarantees the formation of a universal
artist, capable of positioning the Moldovan Theater on the international map as an innovative and
poetic cultural product.

Keywords: theater pedagogy, Jacques Lecoq, Via Negativa, neutral mask, actor-author,
L.E.M., dynamics of space, phenomenology, creative theater, corporal intelligence
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Articolul analizeaza conceptia cinematografiei lui Serghei Eisenstein ca sistem bazat pe
organizarea vizuald si pe sinteza diferitelor domenii artistice si teoretice. Eisenstein, regizor de
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teatru si film, artist, scenarist si teoretician, isi construieste metoda la intersectia artelor plastice,
graficii si cinematografiei, formuland o teorie a limbajului expresiv bazatd pe interrelatia dintre
forma, miscare si perceptie.

El a visat sa scrie o ,carte sfericd”, in care toate elementele sunt interconectate si se
transforma reciproc. Aceastd viziune permite intelegerea imaginii artistice ca sistem dinamic de
relatii, in care sensul apare prin tranzitie si transformare. In acest context sunt analizate procesele
principale: trecerea formei in miscare, a desenului in cinema si a imaginii in sens. O atentie
deosebita este acordatd conceptului de ,,plasmaticitate”, formulat in eseul despre Disney, care
desemneaza capacitatea formei de a se transforma liber si de a trece dintr-o stare in alta. Eisenstein
asociaza acest fenomen cu gandirea ,,dologica”, specifica formelor arhaice de constiinta, in care
obiectele nu sunt fixe, ci poseda flexibilitate, intentie si viata proprie. Aceastd idee poate fi extinsa
la conceptul de gandire magica, in care lumea este perceputd ca animatd, iar obiectele sunt
inzestrate cu caracter si motivatie. Animatia, ca artd a ,insufletirii” imaginii, dezvolta aceastd
traditie, transformand desenul intr-un organism viu.

Prin principii precum squash and stretch, exagerarea, plasticitatea miscarii si hiperbolizarea
posturilor, animatia creeaza iluzia vietii. Filmele de animatie influenteaza spectatorul si provoaca
empatie la fel ca spectacolele de teatru sau filmele artistice.

Analiza desenelor si cadrelor din filmul van cel Groaznic (1944-1945) evidentiaza relatia
dintre gandirea grafica si expresivitatea cadrului cinematografic. Se demonstreazd ca limbajul
vizual functioneazd ca sistem de comunicare nonverbalda bazat pe legile perceptiei, permitand
spectatorului sa se conecteze emotional si sa ,,creadd” 1n realitatea imaginilor animate.

Un aspect important si rar analizat este utilizarea spatiului pozitiv si negativ. In cadrele lui
Eisenstein figurile sunt adesea izolate, inconjurate de gol sau, dimpotriva, presate de spatiu.
Aceasta creeaza senzatia de putere sau singuratate, tensiune psihologica si ierarhie simbolica.
Eisenstein lucreazd nu doar cu forma, ci si cu golul ca forma. Unghiul camerei functioneazd ca
mijloc expresiv: unghiul inferior sugereaza monumentalitate si putere, cel superior — opresiune, iar
compozitia frontald — caracter iconic. In [van the Groaznic, unghiul transforma adesea personajul
intr-un semn, aproape intr-un simbol.

Compararea schitelor cu cadrele filmice arata cd desenele lui Eisenstein contin deja
aceleasi compozitii diagonale, aceeasi plasticitate si aceleasi dominante. Schita reprezinta
potentialul, iar cadrul cinematografic — realizarea. Astfel, cinematografia la Eisenstein poate fi
inteleasa ca proces de materializare a gandirii grafice. Eisenstein plasa actorii in pozitii inspirate
din schite desenate pentru a transmite emotia intr-un mod cat mai expresiv si simbolic.

Astfel, interconexiunea dintre artele plastice, animatie si limbajul cinematografic formeaza
un sistem unitar de gandire vizuald bazat pe principiile perceptiei. Forma plastica, compozitia,
ritmul si migcarea devin mijloace de construire a unui limbaj nonverbal care nu este exprimat prin
cuvinte, dar exercitd un impact puternic asupra spectatorului. Prin aceste structuri vizuale se
creeazd implicarea emotionald si capacitatea spectatorului de a crede in realitatea imaginii de pe
ecran.

Cuvinte-cheie: animatie, limbaj cinematografic, perceptie vizuala, plasmaticitate,
compozitie, ritm, forma

The article analyzes the concept of cinematography developed by Sergei Eisenstein as a
system based on visual organization and the synthesis of various artistic and theoretical fields.
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Eisenstein, a theatre and film director, artist, screenwriter and theorist, builds his method at the
intersection of fine arts, graphic arts and cinema, formulating a theory of expressive language
based on the interrelation of form, movement and perception.

He dreamed of writing a “spherical book”, where all elements are interconnected and
mutually transform into one another. This vision allows the artistic image to be understood as a
dynamic system of relationships, in which meaning emerges through transition and
transformation. In this context, the main processes are analyzed: the transition of form into
movement, drawing into cinema, and image into meaning. Special attention is given to the concept
of “plasmaticity”, formulated in his essay on Disney, which denotes the ability of form to freely
transform and move from one state to another. Eisenstein associates this phenomenon with “pre-
logical” thinking characteristic of archaic forms of consciousness, in which objects are not fixed
but possess flexibility, intention and their own life. This idea can be extended to the concept of
magical thinking, in which the world is perceived as animated and the objects are endowed with
character and intention and their own life. Animation, as the art of “bringing images to life”
develops this tradition, allowing a drawing to be transformed into a living organism.

Through such principles as squash and stretch, exaggeration, plasticity of movement and
hyperbolization of poses, animation creates the illusion of life. Animated films affect the viewers
and evoke empathy no less than theatrical performances or live-action films.

The analysis of drawings and frames from the film ,,Ivan the Terrible” (1944-1945) emphasizes
the relationship between graphic thinking and the expressiveness of the cinematic frame. It is
demonstrated that visual language functions as a system of nonverbal communication based on the
laws of perception, enabling the viewer to engage emotionally and to “believe” in the reality of
animated images.

An important aspect is the use of positive and negative space. Figures in Eisenstein’s
frames are often isolated, surrounded by emptiness, or, on the contrary, pressed by space. This
creates a sense of power or loneliness, psychological tension and symbolic hierarchy. Eisenstein
works not only with form but also with emptiness as a form. Camera angle functions as an
expressive tool: low angles convey monumentality and power, high angles suggest oppression,
and frontal compositions create iconic images. In ,,Ivan the Terrible”, the angle often transforms
the character into a sign, almost a symbol.

A comparison between sketches and film frames shows that Eisenstein’s drawings already
contain the same diagonal compositions, plasticity and dominant elements. The sketch represents
potential, while the cinematic frame is its realization. Thus, cinema in Eisenstein’s theory can be
understood as the process of materializing graphic thought. Eisenstein placed the actors into
positions derived from drawn sketches in order to convey emotions in the most expressive and
symbolic way possible.

Thus, the interconnection between fine art, animation, and cinematic language forms a
unified system of visual thinking grounded in perceptual principles. Plastic form, composition,
rhythm, and movement become means of constructing a nonverbal language that is not expressed
in words but has a powerful impact on the viewer. Through these visual structures, emotional
engagement is generated and the viewer’s ability to believe in the reality of the screen image is
established.

Keywords: animation, film language, visual perception, plasmaticity, FEisenstein,
composition, rhythm, form
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Studiul analizeaza modul in care dramaturgia contemporana reflecta relatia dintre individ,
memorie si istorie, cu accent asupra pieselor semnate de dramaturgul Constantin Cheianu. Premisa
centrala a studiului este ca teatrul modern si contemporan nu mai trateaza destinul ca pe rezultatul
interactiunii dintre constiinta individuald si interpretarea colectivi a trecutului. In aceasta
perspectiva, teatrul devine un cadmp privilegiat, prilej de reflectie asupra responsabilitdtii morale,
asupra identitatii si asupra modului in care memoria culturald influenteaza sensul existentei
umane.

In dramaturgia contemporana, destinul este construit interpretativ, prin dialogul permanent
dintre experienta personald si memoria colectiva. Personajele sunt definite anume prin modul in
care trecutul este reanalizat si reinterpretat de comunitate. Conflictul dramatic se deplaseaza,
astfel, din planul exterior al actiunii catre spatiul interior al constiintei. Astfel, teatrul functioneaza
ca un loc simbolic al rejudecarii trecutului si al interogatiei asupra valorilor morale.

Dramaturgia lui Constantin Cheianu exploreaza aceasta relatie dintre individ si istorie prin
plasarea personajelor in situatii-limitd, Tn care acestea sunt obligate sd se confrunte cu propriul
trecut si cu imaginea proiectata asupra lor de memoria colectiva. In piesele Achitarea lui Salieri,

Adi si Toti batranii ajung in paradis destinul apare ca un proces de interpretare si reinterpretare,
rezultat al tensiunii dintre constiinta individuala si discursurile culturale care incearca sa explice si
sa judece istoria.

Piesa Achitarea Ilui Salieri este analizatd ca o drama a destinului artistic. Constructia
dramatica este organizatd sub forma unui proces juridic simbolic, in care adevarul factual devine
secundar 1n raport cu adevarul interior. Tribunalul judeca sensul valorii artistice si relatia dintre
talent, recunoastere si posteritate. Prin opozitia dintre Salieri, artistul validat de institutiile epocii,
si Mozart, geniul recunoscut abia dupa moarte, dramaturgul problematizeaza mecanismele prin
care societatea construieste canonul cultural. Piesa sugereaza faptul ca valoarea artisticd nu este
determinatd exclusiv de talent, ci si de contextul istoric, de gustul epocii si de interpretdrile
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ulterioare ale posteritatii. In acest sens, drama lui Salieri reflectd anxietatea creatorului confruntat

cu imposibilitatea de a controla sensul pe care posteritatea il va atribui existentei sale. Paradoxul
dramatic al piesei consta in faptul ca tragedia personajului este tocmai lipsa sentimentului de vina.
Achitarea juridica il exclude din mitul cultural al geniului mozartian, condamnandu-I la o existenta
lipsitd de transcendentd simbolicd. Piesa devine astfel o reflectie asupra nedreptatii temporale a
recunoasterii artistice si asupra decalajului dintre succesul contemporan si gloria postuma.

Monodrama Adi este interpretatd ca o analizd dramaturgica a relatiei dintre putere, mit si
destin. Textul exploreaza ultimele ore ale lui Adolf Hitler, transformand figura istoricd intr-un
personaj tragic dominat de contradictia dintre iluzia grandorii si realitatea inevitabila a prabusirii.
Prin tehnica fluxului de constiinta si prin utilizarea unui spatiu scenic claustrant, piesa dezvaluie
mecanismul psihologic prin care un individ isi construieste propria mitologie a destinului si
ajunge, in final, prizonierul acesteia. Monodrama demonteaza imaginea monumentala a
dictatorului si o inlocuieste cu portretul unui individ dominat de traume, obsesii si iluzii de
maretie. Destinul personajului este prezentat ca rezultatul unei constructii ideologice si
psihologice care transforma realitatea istoricd intr-un spectacol al puterii. Prabusirea finala
demitizeaza complet figura liderului, reducand-o la dimensiunea umana a vulnerabilitatii si
singurdtatii. Analiza este completata prin raportarea la transpunerea scenica a monodramei Adi in
spectacolul montat la Teatrul National Eugene lonesco din Chisinau, in regia Diandrei Gherghel.
Montarea valorificdi minimalismul scenografic si dimensiunea introspectivd a textului,
transformand spatiul scenic Intr-un loc al confruntérii dintre memorie, delir si realitatea istorica a
prabusirii. Interpretarea actorului Anatol Guzic contribuie decisiv la constructia dramaturgica a
personajului, evitand atat caricaturizarea, cit si monumentalizarea figurii istorice si propunand o
imagine complexa a unei identitati fracturate.

Studiul evidentiaza faptul cd dramaturgia lui Constantin Cheianu investigheaza conditia
tragicd a individului aflat intre constiinta personala si judecata istoriei. Destinul apare ca rezultat al
confruntdrii dintre identitatea interioard si memoria culturala. Prin structurile dramatice si temele
abordate, piesele analizate propun o reflectie asupra modului in care societatea construieste mituri,
atribuie sensuri trecutului si redefineste retrospectiv destinul uman.

Cuvinte-cheie: dramaturgie, destin, conditia artistului, monodrama, tensiune dramatica,
reprezentatie teatrala

The study analyzes the way in which contemporary dramaturgy reflects the relationship
between the individual, memory and history, with a focus on the plays written by the playwright
Constantin Cheianu. The central premise of the study is that modern and contemporary theatre
treats destiny not as a predetermined force, but as the result of the interaction between individual
consciousness and the collective interpretation of the past. From this perspective, theatre becomes
a privileged space for reflection on moral responsibility, identity, and the ways in which cultural
memory influences the meaning of human existence.

In contemporary dramaturgy, destiny is constructed interpretatively through the constant
dialogue between personal experience and collective memory. Characters are defined precisely by
the way the past is reanalyzed and reinterpreted by the community. The dramatic conflict, thus,
shifts from the external plane of action to the inner space of consciousness. In this sense, theatre
functions as a symbolic place for the reconsideration of the past and the questioning of moral
values.
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The dramaturgy of Constantin Cheianu explores this relationship between the individual and
history by placing characters in extreme situations, where they are forced to confront both their
own past and the image projected upon them by collective memory. In the plays The Acquittal of
Salieri, Adi, and All the Old Men Reach Paradise, destiny appears as a process of interpretation
and reinterpretation, resulting from the tension between individual consciousness and the cultural
discourses that attempt to explain and judge history.

The Acquittal of Salieri is analyzed as a drama of artistic destiny. The dramatic structure is
organized in the form of a symbolic judicial trial, in which factual truth becomes secondary to
inner truth. The tribunal judges the meaning of artistic value and the relationship between talent,
recognition, and posterity. Through the opposition between Salieri, an artist validated by the
institutions of his time, and Mozart, a genius fully recognized only after death, the playwright
problematizes the mechanisms through which society constructs the cultural canon. The play
suggests that artistic value is not determined solely by talent, but also by historical context, the
taste of the era, and later interpretations by posterity. In this sense, Salieri’s drama reflects the
anxiety of the creator confronted with the impossibility of controlling the meaning that posterity
will attribute to his existence. The dramatic paradox of the play lies in the fact that the character’s
tragedy is precisely the absence of the sense of guilt. His juridical acquittal excludes him from the
cultural myth of Mozart’s genius, condemning him to an existence deprived of symbolic
transcendence. The play, thus, becomes a reflection on the temporal injustice of artistic
recognition and on the gap between contemporary success and posthumous glory.

The monodrama Adi is interpreted as a dramaturgical analysis of the relationship between
power, myth, and destiny. The text explores the final hours of Adolf Hitler, transforming the
historical figure into a tragic character dominated by the contradiction between the illusion of
grandeur and the inevitable reality of collapse. Through the technique of the stream of
consciousness and the use of a claustrophobic scenic space, the play reveals the psychological
mechanism through which an individual constructs his own mythology of destiny and ultimately
becomes its prisoner. The monodrama dismantles the monumental image of the dictator and
replaces it with the portrait of an individual dominated by traumas, obsessions, and illusions of
greatness. The character’s destiny is presented asthe result of an ideological and psychological
construction that transforms historical reality into a spectacle of power. The final collapse
completely demythologizes the figure of the leader, reducing it to the human dimension of
vulnerability and solitude.

The analysis is complemented by reference to the stage adaptation of the monodrama Adi in
the production staged at the “Eugene Ionesco” National Theatre in Chisinau, directed by Diandra
Gherghel. The production emphasizes the scenographic minimalism and the introspective
dimension of the text, transforming the stage space into a site of confrontation between memory,
delirium, and the historical reality of collapse. The performance of actor Anatol Guzic plays a
decisive role in the dramaturgical construction of the character, avoiding both caricaturization and
monumentalization of the historical figure and proposing instead a complex image of a fractured
identity

The study highlights the fact that Constantin Cheianu’s dramaturgy investigates the tragic
condition of the individual situated between personal consciousness and the judgment of history.
Destiny appears as the result of the confrontation between inner identity and cultural memory.
Through their dramatic structures and thematic concerns, the analyzed plays offer a reflection on
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the ways in which society constructs myths, assigns meanings to the past, and retrospectively
redefines human destiny.

Keywords: dramaturgy, destiny, artist’s condition, monodrama, dramatic tension, theatre
performance
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Articolul analizeaza rolul esential al montajului cinematografic in formarea sensului si 1n
procesul de receptare al produsului audiovizual, evidentiind faptul ca acesta depaseste functia
tehnicd de asamblare a cadrelor si devine un instrument fundamental de organizare a realitdtii
filmice. Cinematografia este abordata ca un sistem semiotic complex, in care imaginea, sunetul si
structura narativa contribuie la construirea mesajului, iar montajul functioneaza ca un mecanism
central Tn orientarea perceptiei spectatorului.

Din perspectiva cognitiva, articolul subliniaza ca spectatorul nu percepe cadrele izolat, ci
stabileste conexiuni logice, emotionale si cauzale intre acestea. Astfel, sensul cinematografic apare
ca un fenomen emergent, rezultat al interactiunii dintre imagini si al proceselor mentale ale
receptorului. Montajul devine, 1n acest context, un instrument prin care regizorul dirijeaza atentia
si influenteaza interpretarea narativa si emotionald.Procesul de receptie nu presupune o perceptie
izolata a cadrelor, ci o integrare activd a acestora intr-un ansamblu coerent, realizata prin
mecanisme cognitive precum asocierea, inferenta si stabilirea relatiilor cauzale. Astfel, spectatorul
devine un participant activ in constructia sensului, iar montajul functioneaza ca un instrument de
ghidare a atentiei si a interpretarii emotionale.

Lucrarea evidentiazd evolutia istoricd a montajului, de la formele incipiente ale
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cinematografiei, caracterizate prin cadre statice si continuitate teatrald, pana la dezvoltarea unui
limbaj audiovizual complex. Primele filme ale fratilor Lumiére sunt prezentate ca exemple ale
unei reprezentari directe a realitdtii, in timp ce contributiile lui Georges M¢lies marcheaza
inceputul utilizdrii montajului ca instrument creativ, capabil sa transforme si sd reconstruiasca
realitatea. Ulterior, regizori precum Edwin S. Porter si D.W. Griffith au consolidat rolul
montajului 1n structurarea narativa, introducand tehnici precum montajul paralel, care solicita
spectatorului realizarea unei sinteze mentale a actiunilor desfasurate simultan.

Un punct central al articolului il constituie analiza efectului Kulesov, considerat o
demonstratie fundamentald a naturii contextuale a sensului cinematografic. Experimentele
realizate de Lev Kulesov evidentiaza faptul ca semnificatia unei imagini nu este intrinsecd, ci
rezultd din relatia acesteia cu alte cadre. Prin juxtapunerea aceleiasi expresii faciale neutre cu
imagini diferite, spectatorii au perceput emotii distincte, ceea ce confirma rolul activ al proceselor
cognitive in interpretarea filmului. Aceastd descoperire muta accentul de pe continutul individual
al cadrului pe structura montajului, demonstrand ca sensul este o proprietate emergenta, generata
de interactiunea dintre imagini.

Articolul abordeaza teoria montajului intelectual formulatd de Serghei Eisenstein, care
extinde functia montajului de la nivel narativ la unul ideatic. Prin juxtapunerea dialecticd a
imaginilor, montajul poate genera concepte abstracte si reactii intelectuale, transformand
experienta cinematografica intr-un proces de gandire. Metodele de montaj dezvoltate de Eisenstein
evidentiazd capacitatea filmului de a produce sens prin conflict vizual si asociere simbolica. In
conceptia sa, sensul cinematografic apare din conflictul dialectic dintre imagini, iar spectatorul
este determinat sa construiascd semnificatii noi prin intermediul acestor confruntari vizuale.
Clasificarea tipurilor de montaj si exemplificarea prin filmul Battleship Potemkin evidentiaza
modul in care montajul poate intensifica reactiile emotionale si poate produce efecte ideologice,
implicand spectatorul intr-un proces activ de reflectie.

Articolul abordeaza, de asemenea, relevanta contemporand a montajului in contextul noilor
tehnologii digitale si al mediilor audiovizuale emergente. Intr-un peisaj caracterizat de
fragmentare vizuala si suprasaturare informationald, montajul devine un instrument esential pentru
organizarea atentiei si facilitarea conexiunilor cognitive rapide. Utilizarea tehnicilor de editare se
extinde dincolo de cinematografie, fiind prezentd in publicitate, jurnalism, platforme online si
educatie, unde influenteaza nivelul de implicare si retentie a informatiei. In plus, aparitia realitatii
virtuale si a continutului interactiv redefineste relatia dintre spectator si produsul audiovizual,
amplificand gradul de participare cognitiva si imersiune.

In concluzie, studiul demonstreazd ci montajul reprezintd un element fundamental al
limbajului cinematografic, avand un impact direct asupra modului in care spectatorul percepe,
interpreteaza si internalizeaza mesajul audiovizual. Prin intermediul proceselor cognitive activate
in timpul receptiei, sensul filmic nu este doar transmis, ci construit activ In constiinta
spectatorului. Astfel, montajul se afirmd nu doar ca o tehnicd de editare, ci ca un mecanism
esential al comunicarii vizuale, capabil sd genereze emotii, idei si interpretari complexe in cadrul
experientei cinematografice.

Cuvinte-cheie: legatura cognitiva, montaj intelectual, montaj de atractie, perceptia
spectatorului, receptarea audiovizuala, receptare emotionald, naratiune vizuala

The article analyzes the essential role of film editing in the construction of meaning and in
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the process of audiovisual reception, highlighting that it transcends the technical function of
assembling shots and becomes a fundamental tool for organizing filmic reality. Cinema is
approached as a complex semiotic system in which image, sound, and narrative structure
contribute to the construction of the message, while editing functions as a central mechanism in
guiding the spectator’s perception.

From a cognitive perspective, the article emphasizes that the spectator does not perceive
shots in isolation, but establishes logical, emotional, and causal connections between them. Thus,
cinematic meaning appears as an emergent phenomenon, resulting from the interaction between
images and the mental processes of the viewer. In this context, editing becomes a tool through
which the director directs attention and influences both the narrative and emotional interpretation.
The reception process does not involve an isolated perception of shots, but rather their active
integration into a coherent whole, achieved through cognitive mechanisms such as association,
inference, and the establishment of causal relationships. Consequently, the spectator becomes an
active participant in the construction of meaning, while editing functions as a means of guiding
attention and emotional interpretation.

The study also highlights the historical evolution of editing, from the early forms of
cinema characterized by static shots and theatrical continuity, to the development of a complex
audiovisual language. The early films of the Lumiére brothers are presented as examples of direct
representations of reality, while the contributions of Georges M¢éliés mark the beginning of the use
of editing as a creative tool capable of transforming and reconstructing reality. Subsequently,
directors such as Edwin S. Porter and D.W. Griffith consolidated the role of editing in narrative
structuring, introducing techniques such as parallel editing, which requires the spectator to
perform a mental synthesis of simultaneously unfolding actions.

A central point of the article is the analysis of the Kuleshov effect, considered a
fundamental demonstration of the contextual nature of cinematic meaning. The experiments
conducted by Lev Kuleshov show that the meaning of an image is not intrinsic, but results from its
relationship with other shots. By juxtaposing the same neutral facial expression with different
images, spectators perceived distinct emotions, confirming the active role of cognitive processes
in film interpretation. This discovery shifts the focus from the individual content of the shot to the
structure of editing, demonstrating that meaning is an emergent property generated by the
interaction between images.

The article further addresses the theory of intellectual montage formulated by Sergei
Eisenstein, which extends the function of editing from a narrative level to an ideational one.
Through the dialectical juxtaposition of images, editing can generate abstract concepts and
intellectual reactions, transforming the cinematic experience into a process of thinking.
Eisenstein’s methods of montage highlight the capacity of film to produce meaning through visual
conflict and symbolic association. In his view, cinematic meaning arises from the dialectical
conflict between images, and the spectator is driven to construct new meanings through these
visual confrontations. The classification of montage types, along with the example of the film
Battleship Potemkin, demonstrates how editing can intensify emotional responses and produce
ideological effects, engaging the spectator in an active process of reflection.

The article also explores the contemporary relevance of editing in the context of new
digital technologies and emerging audiovisual media. In a landscape characterized by visual
fragmentation and information overload, editing becomes an essential tool for organizing attention
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and facilitating rapid cognitive connections. Editing techniques extend beyond cinema, being
widely used in advertising, journalism, online platforms, and education, where they influence
engagement and information retention. Furthermore, the emergence of virtual reality and
interactive content redefines the relationship between the spectator and the audiovisual product,
increasing the degree of cognitive participation and immersion.

In conclusion, the study demonstrates that editing represents a fundamental element of
cinematic language, having a direct impact on how the spectator perceives, interprets, and
internalizes the audiovisual message. Through the cognitive processes activated during reception,
cinematic meaning is not merely transmitted, but actively constructed within the spectator’s
consciousness. Thus, editing asserts itself not only as a technical procedure, but as an essential
mechanism of visual communication, capable of generating emotions, ideas, and complex
interpretations within the cinematic experience.

Keywords: cognitive connection, intellectual montage, attraction montage, spectator
perception, audiovisual reception, emotional reception, visual narrative
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Tema propusa investigheaza viziunile regizorale asupra textului in teatrul de animatie
contemporan, axandu-se pe analiza relatiei dintre creator si materialul literar, in tranzitia de la
logocentrismul traditional la autonomia autorului de spectacol. Studiul isi bazeaza cercetarea pe
examinarea teoreticd a raportului dintre regizor si text, apeland la concepte precum ponderea
ontologica a semnului vizual si mecanismele deconstructiei in cadrul esteticii postdramatice, dar si
la notiuni precum corporalitatea performativa, semiotica, intermedialitatea, materialitatea
obiectului animat si sinestezia scenicd, toate acestea contribuind la conturarea unor perspective
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interpretative asupra textului in spectacolul de animatie.

Se evidentiazd modul in care fundamentul dramatic se reconfigureaza ca partiturd
performativi, material senzorial sau ecou semantic. In acest dialog permanent cu textul, regizorul
oscileaza intre respectarea intentiei scriitorului si libertatea de a genera noi sensuri scenice,
construind o dramaturgie vizuald in care cuvantul, miscarea si obiectul animat se contopesc intr-o
expresie hibridd, specifici epocii postmoderne. In plan teoretic, textul este analizat ca material
poetic, partitura performativa sau ca instrument de mediere intre corp si obiect. Cercetatori precum
Pavis, Lehmann, Fischer-Lichte, Jurkowski si Plassard au demonstrat cd acesta poate organiza
actiunea, poate deveni partiturd sonora sau poate fi retras in favoarea dramaturgiei vizuale.

Inovatia teoretica a Capitolului I, referitoare la relatia regizorului cu textul, constd in
aplicarea analizei fenomenologice si a perspectivei arhetipale asupra materialului dramatic.
Aceastd directie subliniazd ca textul depaseste functia sa pur informativd sau narativa, fiind
reinvestit de catre regizor ca entitate simbolica si senzoriala, capabila sa activeze straturi profunde
ale inconstientului colectiv, dincolo de limitele limbajului verbal. Diversitatea functiilor confirma
ca textul nu mai constituie un centru autoritar, ci devine partener al imaginii si materialitatii,
participand la constructia unui limbaj plurimedial in care cuvantul este un material fluid,
subordonat legilor kinetice ale animatiei.

Dupa conturarea cadrului conceptual, analiza se concentreazd asupra unor studii de caz
reprezentative 1n Capitolul II, prin care aceste repere se materializeaza scenic si se diversifica in
functie de optiunile regizorale. Productiile scenice Cenugsareasa (Silviu Purcarete, Romania),
Batalia de la Stalingrad (Rezo Gabriadze, Georgia), Echo in Camera (Roman Paska, SUA) si
Anywhere (Elise Vigneron, Franta) ilustreazd complementaritatea viziunilor regizorale asupra
textului, de la fidelitatea poetica la fragmentarea experimentald si redefinirea multisenzoriala.
Spectacolele analizate  atestd ca teatrul de animatie depdseste reproducerea ilustrativa,
resemnificand textul prin mijloace scenice inovative. Regizorul actioneazd ca mediator intre
traditie si experiment, confirmand ca materialul literar ramane o resursd deschisd, capabild sa
genereze noi forme de expresie in functie de specificul limbajului scenic.

Prin abordarile regizorale examinate se contureazd o viziune modernd, in care logosul si
imaginea se potenteazd reciproc. Teatrul de animatie se afirmd ca un spatiu privilegiat pentru
reconfigurarea textului, ca un laborator in care cuvantul este integrat intr-o dramaturgie
intermodala, unde corporalitatea actorului si obiectul animat devin esentiale. Cadrul teoretic si
aplicatiile practice arata ca textul are un rol maleabil, osciland de la fundament narativ la element
secundar, adaptat nevoilor estetice si corporalitatii animate; astfel, el devine un concept in
continud transformare, influentat de teoriile teatrale si estetica postdramatica, de relatia dintre
papusd si performer, precum si de structurile vizuale si sonore ale spectacolului. Aceasta
pluralitate subliniaza cd nu existd un singur mod de a utiliza textul, ci o diversitate de strategii
regizorale adaptate scenei contemporane.

Concluzia fundamentala a cercetarii arata ca, in secolul XXI, textul in teatrul de animatie
nu 1si pierde relevanta, ci isi multiplicd functiile, devenind un vector al metamorfozei scenice.
Departe de a fi anulat, el este reinterpretat, devenind un partener esential al metamorfozei teatrale,
deschizand calea catre noi si complexe forme de expresie.

Cuvinte-cheie: regizor, animatie, logocentrism, dramaturgie vizuald, pondere
ontologica,estetica postdramatica, fenomenologia materiei, obiect arhetipal
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The proposed theme investigates the directorial visions of the text in contemporary
animation theatre, focusing on the analysis of the relationship between the creator and the literary
material, in the transition from traditional logocentrism to the autonomy of the performance
author. The study grounds its research in the theoretical examination of the rapport between
director and text, drawing on concepts such as the ontological weight of the visual sign and
mechanisms of deconstruction within post-dramatic aesthetics, as well as notions such as
performative corporeality, semiotics, intermediality, the materiality of the animated object, and
scenic synaesthesia, all contributing to the shaping of interpretative perspectives on the text within
the animation performance.

It is shown how the dramatic foundation is reconfigured as performative score, sensory
material, or semantic echo. In this ongoing dialogue with the text, the director oscillates between
respecting the writer’s intention and the freedom to generate new scenic meanings, constructing a
visual dramaturgy in which the word, movement, and animated object merge into a hybrid
theatrical expression specific to the postmodern era. At the theoretical level, the text is analyzed as
poetic material, performative score, or as a mediating instrument between body and object.
Scholars such as Pavis, Lehmann, Fischer-Lichte, Jurkowski, and Plassard have demonstrated that
it can organize action, become a sonic score, or be withdrawn in favor of visual dramaturgy.

The theoretical innovation of Chapter I, concerning the director’s relationship with the text,
lies in applying phenomenological analysis and archetypal perspectives to the dramatic material.

This approach underscores that the text transcends its purely informative or narrative function,
being reinvested by the director as a symbolic and sensorial entity capable of activating deep
layers of the collective unconscious, beyond the limits of verbal language. The diversity of
functions confirms that the text no longer constitutes an authoritarian center but becomes a partner

of image and materiality, participating in the construction of a plurimedial language in which the
word is a malleable material, subordinated to the kinetic laws of animation.

After outlining the conceptual framework, the analysis focuses on representative case
studies in Chapter II, through which these theoretical markers materialize on stage and diversify
according to directorial choices. The productions Cinderella (Silviu Purcarete, Romania), The
Battle of Stalingrad (Rezo Gabriadze, Georgia), Echo in Camera (Roman Paska, USA), and
Anywhere (Elise Vigneron, France) illustrate the complementarity of directorial visions of the text,
ranging from poetic fidelity to experimental fragmentation and multisensory redefinition. The
analyzed performances attest that animation theatre surpasses illustrative reproduction,
reconfiguring the text through innovative scenic means. The director acts as mediator between
tradition and experiment, demonstrating that the literary material remains an open resource,
capable of generating new forms of expression according to the specificity of the scenic language.

Through the examined directorial approaches, a modern perspective appears, in which
logos and image mutually enhance one another. Animation theatre asserts itself as a privileged
space for the reconfiguration of the text, a laboratory where the word is integrated into an
intermodal dramaturgy in which the actor’s corporeality and the animated object become essential.
The theoretical framework and practical applications show that the text assumes a dynamic role,
oscillating from narrative foundation to secondary element, adapted to aesthetic needs and
animated corporeality; thus, it becomes a concept in continuous transformation, influenced by
theatrical theories and postdramatic aesthetics, by the relationship between puppet and performer,
as well as by the visual and sonic structures of the performance. This plurality demonstrates that

163



there is no single way of employing the text, but rather a diversity of dramaturgical strategies
adapted to the contemporary stage.

The fundamental conclusion of the research highlights that, in the 21st century, the text in
animation theatre does not lose its relevance but multiplies its functions, becoming a vector of
scenic metamorphosis. Far from being annulled, it is reinterpreted, becoming an essential partner
of theatrical metamorphosis and opening the way toward new and complex forms of expression.

Keywords: director, animation, logocentrism, visual dramaturgy, ontological weight,
postdramatic aesthetics, phenomenology of matter, archetypal object
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Articolul analizeaza evolutia si dezvoltarea monodramei in teatrul din Republica Moldova,
urmadrind principalele etape istorice si directiile estetice care au contribuit la configurarea acestui
gen scenic. Cercetarea porneste de la premisele teoretice ale monodramei ca forma teatrald
concentratd, caracterizatd prin prezenta unui singur actor, care sustine discursul dramatic si
stabileste o relatie directa cu publicul. In contextul teatrului contemporan, monodrama reprezinti
un spatiu privilegiat pentru explorarea interioritatii personajului, pentru experimentul performativ
si pentru abordarea unor teme sociale si biografice.

Analiza fenomenului monodramatic din Republica Moldova evidentiazd o evolutie
structuratd in patru etape principale: perioada recitalului actoricesc (anii 1960-1970),
experimentele teatrului unui actor (anii 1980), aparitia monodramei moderne dupa anul 2000 si
diversificarea spectacolelor solo in teatrul contemporan. In prima etapa recitalul literar a constituit
forma predominanti de manifestare a monologului scenic. In contextul afirmarii recitalului de
poezie ca formd scenica distinctd in anii 60 in RSS Moldoveneascd, contributia lui Valeriu
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Cupcea se inscrie intr-un cadru mai larg de practici artistice cultivate de o pleiada de actori
preocupati de valorificarea expresivitatii cuvantului poetic. Astfel, alaturi de acesta, se remarca
activitatea unor interpreti precum Eugeniu Ureche, Victor Ciutac, Domnica Darienco si Nina
Voda, care au contribuit la consolidarea recitalului de poezie prin interpretari scenice centrate pe
forta sugestiva a rostirii si pe relatia directd cu publicul. De asemenea, personalitatea Iui Ion
Ungureanu a jucat un rol important in orientarea teatrului spre dimensiuni lirice si reflexive,
favorizand integrarea discursului poetic in structuri scenice apropiate de monodrama sau recital.
Aceste practici se coreleaza cu dinamica culturala a ,,dezghetului” poststalinist, cind poezia —
reprezentatd de autori precum Grigore Vieru si Liviu Damian — a dobandit o functie identitara
majord, iar actorul a devenit un vector esential in medierea si amplificarea mesajului poetic in
spatiul public.

In anii 1980, experimentele teatrale initiate de Dumitru Fusu au redefinit spectacolul solo
in spatiul teatral din RSS Moldoveneascad. Conceptul de ,teatru al unui actor” a depasit ideea unei
simple prezente scenice unice, propunand o reconfigurare a limbajului teatral, in care actorul
devine creatorul central al discursului scenic. Accentul s-a deplasat de la text spre corporalitate,
expresivitate vocala si energie performativa, iar improvizatia a introdus flexibilitate si deschidere
in constructia spectacolului. Minimalismul scenografic a contribuit la concentrarea atentiei asupra
relatiei directe dintre actor si spectator, apropiind aceste practici de tendinte europene promovate
de Jerzy Grotowski si Peter Brook. Aceasta etapa a determinat o transformare esentiald a statutului
actorului, care devine simultan interpret si autor al actului scenic, crednd premisele afirmarii
monodramei ca forma teatrald autonoma si complexa.

Dupa anul 2000, monodrama se contureaza ca gen dramaturgic distinct in teatrele din
Republica Moldova, dobandind coerenta estetica si vizibilitate repertoriala. Orientarea spre
dramaturgia contemporand este ilustratd de texte precum Mi-e frica de Marea Neagra de Irina
Nechit, care exploreaza dimensiuni confesive si teme legate de identitate si anxietate. In acelasi
timp, montarea piesei Contrabasul de Patrick Siiskind reflectd deschiderea catre dramaturgia
europeand si interesul pentru analiza psihologicd a individului. Se dezvolta si monodrama
biografica, exemplificatd de spectacolul dedicat lui Alexander Vertinski, unde biografia devine
suport pentru reflectii artistice. Estetic, aceste productii se caracterizeazd prin hibridizare si
minimalism, iar actorul capata un rol central, sustindnd singur constructia scenica si relatia directa
cu publicul.

In ultimele doua decenii, teatrul independent din Republica Moldova a contribuit decisiv la
diversificarea monodramei, oferind un cadru flexibil pentru experiment artistic. Platforme precum
Teatrul-spalatorie si Laboratorul teatral Foosbook au promovat forme performative si
documentare, orientate spre teme sociale si politice actuale. Aici se regaseste si Teatrul ART cu
spectacolul 4stro-remisie de Angelina Rosca. Monodrama devine astfel un spatiu de explorare a
realitatii imediate, utilizind materiale autentice precum marturii sau interviuri. Actorul isi extinde
functia, devenind simultan interpret, narator si martor, ceea ce conferd discursului scenic o
dimensiune eticd si criticd. Structurile dramaturgice sunt adesea hibride, combinand elemente de
teatru, performance si instalatie. De asemenea, utilizarea spatiilor neconventionale intensifica
relatia cu publicul si accentueaza caracterul imersiv al experientei. Prin aceste practici monodrama
se afirma ca un instrument relevant de reflectie asupra contemporaneitatii si de articulare a unor
perspective artistice angajate.

165



In teatrul moldovenesc contemporan monodrama se manifestd ca un gen dinamic si
pluriform, integrand directii estetice variate si reflectind preocuparile societitii actuale. In
repertoriul Teatrului National Mihai Eminescu, al Teatrului National Eugene lonesco, al Teatrului
Alexei Mateevici si, intr-o masurd mai redusa, al Teatrului Dramatic Rus 4. P. Cehov si Teatrului
Dramatic de Stat pentru Tineret Pe strada Trandafirilor lurie Harmelin, monodrama si structurile
monologale au devenit tot mai vizibile, fiind incluse in productii recente si spectacole
experimentale.

Astfel, se contureaza monodrama psihologica, ilustrata de spectacole precum Flori pentru
Algernon, unde accentul cade pe transformarea interioara a personajului. Monodrama biografica
reconstituie destine artistice, exemplificatd de productii dedicate unor personalitéti distinse cum ar
fi Maria Téanase sau Constanta Tartau, in montari precum Maria Tanase. As muri, moartea nu-mi
vine si Ultimul rol. In zona dramaturgiei contemporane se inscriu spectacolele Dragoste la pachet,
Ultima noapte la Madrid, care valorifica analiza psihologica si structura confesiva.

Totodata, atat productiile O zi din viata lui Helen sau Adi (Teatrul Eugene lonesco) cat si
spectacolele experimentale Lucruri Care Nu Se Spun, Si ce va fi cu noi acum) de la Teatrul Alexei
Mateevici confirmd interesul pentru structurile monodramatice contemporane, orientate spre
autoanaliza si actualitate.

Studiul demonstreazd ca monodrama a evoluat de la o forma scenica derivatd din recitalul
literar la un gen teatral autonom, integrat atat in repertoriul teatrelor institutionale cat si In practica
teatrului independent. In prezent monodrama reprezinti un spatiu important de experimentare
artisticd si de afirmare a virtuozitdtii actoricesti, contribuind laperfectionarea dinamicii si a
diversitdtii scenei teatrale din Republica Moldova.

Cuvinte-cheie: monodrama, teatru moldovenesc, spectacol solo, teatru independent, teatru
documentar, experiment scenic, evolutie teatrala

The article analyzes the evolution and development of monodrama in the theatre of the
Republic of Moldova, tracing the main historical stages and aesthetic directions that have
contributed to the shaping of this scenic genre. The research starts from the theoretical premises of
monodrama as a concentrated theatrical form, characterized by the presence of a single actor who
sustains the dramatic discourse and establishes a direct relationship with the audience. In the
context of contemporary theatre, monodrama represents a privileged space for exploring the
character’s interiority, for performative experimentation, and for addressing social and
biographical themes.

The analysis of the monodramatic phenomenon in the Republic of Moldova highlights an
evolution structured in four main stages: the period of the acting recital (1960s-1970s), the
experiments of one-actor theatre (1980s), the emergence of modern monodrama after 2000, and
the diversification of solo performances in contemporary theatre. In the first stage, the literary
recital constituted the predominant form of scenic monologue. In the context of the affirmation of
poetry recital as a distinct scenic form in the 1960s in the Moldavian SSR, the contribution of
Valeriu Cupcea is part of a broader framework of artistic practices cultivated by a group of actors
concerned with the expressive potential of the poetic word. Alongside him, performers such as
Eugeniu Ureche, Victor Ciutac, Domnica Darienco, and Nina Voda stand out, having contributed
to consolidating the poetry recital through stage interpretations centered on the suggestive power
of speech and the direct relationship with the audience. At the same time, the personality of Ion
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Ungureanu played an important role in orienting theatre toward lyrical and reflective dimensions,
encouraging the integration of poetic discourse into scenic structures close to monodrama or
recital. These practices correlate with the cultural dynamics of the post-Stalinist “thaw,” when
poetry — represented by authors such as Grigore Vieru and Liviu Damian — acquired a major
identity function, and the actor became an essential vector in mediating and amplifying the poetic
message in the public space.

In the 1980s, theatrical experiments initiated by Dumitru Fusu redefined the solo
performance within the theatrical space of the Moldavian SSR. The concept of “one-actor theatre”
went beyond the idea of a simple singular stage presence, proposing the reconfiguration of
theatrical language in which the actor becomes the central creator of the scenic discourse. The
emphasis shifted from textto physicality, vocal expressiveness, and performative energy, while
improvisation introduced flexibility and openness into the construction of the performance.
Scenographic minimalism contributed to focusing attention on the direct relationship between
actor and spectator, bringing these practices closer to the European trends promoted by Jerzy
Grotowski and Peter Brook. This stage led to a fundamental transformation in the status of the
actor, who becomes simultaneously performer and author of the scenic act, creating the premises
for the affirmation of monodrama as an autonomous and complex theatrical form.

After 2000, monodrama takes shape as a distinct dramaturgical genre in the theatres of the
Republic of Moldova, gaining aesthetic coherence and repertory visibility. The orientation toward
contemporary dramaturgy is illustrated by texts such as I Am Afraid of the Black Sea by Irina
Nechit, which explores confessional dimensions and themes related to identity and anxiety. At the
same time, the staging of the play 7he Double Bass by Patrick Siiskind reflects openness towards
European dramaturgy and interest in the psychological analysis of the individual. Biographical
monodrama also develops, exemplified by the performance dedicated to Alexander Vertinski,
where biography becomes a support for artistic reflection. Aesthetically, these productions are
characterized by hybridization and minimalism, while the actor acquires a central role, sustaining
alone the scenic construction and the direct relationship with the audience.

In the last two decades, the independent theatre in the Republic of Moldova has played a
decisive role in diversifying monodrama, offering a flexible framework for artistic
experimentation. Platforms such as the Laundry Theatre and the Foosbook Theatre Laboratory
have promoted performative and documentary forms oriented toward current social and political
themes. The ART Theatre is also part of this context, with the performance Astro-remission by
Angelina Roshca. Monodrama thus becomes a space for exploring immediate reality, using
authentic materials such as testimonies or interviews. The actor expands their function, becoming
simultaneously performer, narrator, and witness, which gives the scenic discourse an ethical and
critical dimension. Dramaturgical structures are often hybrid, combining elements of theatre,
performance, and installation. Moreover, the use of unconventional spaces intensifies the
relationship with the audience and emphasizes the immersive character of the experience. Through
these practices, monodrama asserts itself as a relevant instrument for reflecting on
contemporaneity and articulating engaged artistic perspectives.

In contemporary Moldovan theatre, monodrama manifests itself as a dynamic and
pluriform genre, integrating varied aesthetic directions and reflecting the concerns of present-day
society. Inthe repertoire of the Mihai Eminescu National Theatre, the Eugene Ilonesco National
Theatre, the Alexei Mateevici Theatre, and, to a lesser extent, the A.P. Chekhov Russian Drama
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Theatre and the State Youth Drama Theatre On Trandafirilor Street lurie Harmelin, monodrama
and monological structures have become increasingly visible, being included in recent productions
and experimental performances.

Thus, the psychological monodrama takes shape, illustrated by performances such as
Flowers for Algernon, where the emphasis falls on the character’s inner transformation. The
biographical monodrama reconstructs artistic destinies, exemplified by productions dedicated to
figures such as Maria Tanase or Constanta Tartau, in stagings such as Maria Tanase. I Would Die,
Death Does Not Come to Me and The Last Role. In the area of contemporary dramaturgy,
performances such as Love to Go and The Last Night in Madrid stand out, capitalizing on
psychological analysis and confessional structure.

At the same time, productions such as A Day in the Life of Helen or Adi (Eugene lonesco
Theatre), as well as experimental performances such as Things That Are Not Said and And What
Will Happen to Us Now? atthe Alexei Mateevici Theatre, confirm the interest in contemporary
monodramatic structures oriented toward self-analysis and current issues.

The study demonstrates that monodrama has evolved from a scenic form derived from the
literary recital into an autonomous theatrical genre, integrated both into the repertoire of
institutional theatres and into the practice of the independent theatre. At present, monodrama
represents an important space for artistic experimentation and for the affirmation of acting
virtuosity, contributing to the dynamism and diversity of the theatrical scene in the Republic of
Moldova.

Keywords: monodrama, Moldovan theatre, solo performance, independent theatre,
documentary theatre, scenic experiment, theatrical evolution
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Herckuit Teatp B Kummnaése XXI Beka mpepcraBisieT coO0Od BakHEWIee MPOCTPAHCTBO
KyJbTYpHOH KOMMYHHKAalM¥d, B KOTOPOM B3aUMOJEHWCTBYIOT HCKYCCTBO, II€larOTMKa |
COBpEeMEHHasi Meauacpena. B ycloBusX CTpEeMUTENbHOIO pa3BUTHUS LU(QPOBBIX TEXHOJIOTHHA M
n3MeHeHHs ()OpM BOCIPUSATHS Y JIETeH TeaTpaibHOE HCKYCCTBO CTAJIKUBAETCS C HEOOXOAUMOCTHIO
aZanTaluy, COXpaHss IPHU 3TOM CBOK ICTETUYECKYIO U TYXOBHO-BOCIIUTATEIbHY MUCCHIO.

Ucropuuecku nerckuit Teatp B MosnoBe GopMUpOBAJICS B paMKaX COBETCKON KyJIbTYpHOI
MOJIENIM, TJ€ OH BBINOJHSUI (PYHKIMHM XYyJI0)KECTBEHHOTO W HPaBCTBEHHOI'O BocmuTaHus. B
IIOCTCOBETCKHA TNEpPHOJ TeaTpajlbHas CUCTEMa IIpeTepliesia 3HAYUTEIbHBIE W3MEHEHMS:
HCYE3HOBEHHE LIEHTPAIM30BaHHOM NOIEPIKKH COMPOBOXKAAIOCH PACIIUPEHUEM XYJ0KECTBEHHON
cBOOO/BI U NOMCKOM HOBBIX BBIpAa3HUTEIbHBIX cpencTB. COBpEMEHHBIN TeaTpaibHbIN Ipolecc B
Kummnése xapakrepusyercs COCYHICCTBOBAHMEM TPAIAULMOHHBIX aKaJCMHYECKHX TEaTpoB U
HE3aBUCUMBIX CTYAUI, OPUEHTUPOBAHHBIX HA SKCIIEPUMEHT U HHTEPAKTUBHOCTb.

B XXI Beke neTckuil creKTakiib CTaHOBUTCA (DOPMOH CII0KHON KOMMYHUKALIMU MEXKy CLIEHOM
u 3pureneM. PeGEHOK paccMaTpuBaeTCs HE Kak MAacCHBHBIM MOdydarenb MHQOpMalMH, a Kak
AaKTUBHBIM YYaCTHUK XYJOXECTBEHHOrO JEeMCTBHS. OTO NPUBOAUT K TpaHchopmanuu
PEKHUCCEPCKUX TOAXOAOB: YCWIMBAETCS 3HAYCHUE HWHTCPAKTUBHBIX DJIEMEHTOB, IPSMOIO
oOpamieHuss K 3aily, MApoBbIX (GopM BoBiedeHHUs. TeaTp BCE wyalie CTPOUTCS IO MPUHLUILY
JMAJIOra, B KOTOPOM 3PHUTEIb BKIIIOYAETCS B IIPOLIECC CO3AAHUSA CMBICIIA.

CyliecTBEHHOE BIIMSHUE Ha CTPYKTYpy JAETCKOTO CIEKTaKIs OKa3blBaeT (PEHOMEH
«KJIUTIOBOT0» M «TUKTOKOBOI'0» MBIIUIEHUS, (POPMUPYIOIIUICS MOJ BO3JeHCTBUEM LUPPOBON
cpeabl. COBpeMEHHBIE PEKUCCEPBI YUUTBHIBAIOT OCOOCHHOCTH KPAaTKOBPEMEHHOI'O BHHUMAaHMS U
BU3YaJIbHOW OPUEHTUPOBAHHOCTHU JE€TEH, YTO BBIPAXKAETCS B YCKOPEHUH TEMIIOPUTMA, JpOOIEHNN
CLICHUYECKOTO JAEWCTBHA W YCWICHHH 3peJumHocTd. OJHAKO NP 3TOM BELyIIUME TeaTpsl
CTPEMATCA COXPaHMUTh LIEJIOCTHOCTh XYJ0’KECTBEHHOTO BbICKa3bIBaHUs, U30eras IMpeBpalleHHs
CIIEKTaKJIs B IOBEPXHOCTHOE ILIOY.

Ocoboe MecTo 3aHMMaeT BU3yallbHas KyJlbTypa CIIEKTaKJs: HCIIOJIb30BaHHE CBETa,
MyJbTHUMEHMA, AaHUMAalUUU M IUIACTUKU (OPMHUPYET HOBBIM CIEHUYECKMH $3bIK, MOHSITHBIH
COBPEMEHHOMY pPEOEHKY. My3blka M PUTM CTAHOBATCS BAXKHEMIIMMM CpPEACTBAMH OpraHU3aLUH
BHUMAaHUS M SMOLIMOHAJIBHOTO BO3JIEUCTBUA. BMmecTe ¢ TeM KIHOYEBBIM 3JIEMEHTOM OCTaETCS
KHMBOE MPUCYTCTBUE aKTEpa, cozfaromee >PQPeKT MOAIUHHOIO OOIIEHHUS, HEBO3MOXXHOAO B
nudpoBoii cpene.

Jletckuil TeaTp BBINOJHSAET BaXHYI (YHKIMIO, TPOTUBOCTOSHUSA (HparMEeHTApHOCTU
BOCIIPUATHS, XapaKTepPHOM sl MHTepHEeT-KyabTyphl. OH  pa3BHBaeT CIOCOOHOCTH K
COCPEOTOUYCHHIO, CONEPEKUBAHUIO U BHYTpPEHHEMY auanory. Uepe3 Xyao0)KeCTBEHHbIE 00pa3bl
peOEHOK ocBauBaeT 0a30Bbleé HPABCTBEHHbIE KaTeropum — J00po U 3510, JpyxO0y,
OTBETCTBEHHOCTb, COYYBCTBME. TakuM oOpa3oMm, TeaTp CTAHOBHUTCS MPOCTPAHCTBOM
(hopMHPOBaHHUS SMOIIMOHAIBHOT'O UHTEJIEKTAa U JYXOBHBIX LIEHHOCTEH.

CoBpemenHble TeaTpbl KuimHéBa AEMOHCTPUPYIOT NEPEXOJ OT IUIAAKTUYECKONW MOJENIH K
SMIIATUYECKOH, TJI€ IPUOPUTETOM SIBIISIETCS HE HA3UaHUE, a COBMECTHOE IIepexuBaHue. B atom
KOHTEKCTE JIETCKUI CIIEKTaKJIb MOYKHO paccMaTpUBaTh Kak (hOpMy KyJIbTYpHOTO AUAJIOTa MEKIY
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MOKOJICHUSIMH, CHOCOOCTBYIOLIYIO pPa3BUTHIO JIMYHOCTH pPEOEHKA B YCIOBHSX CIIOXKHOM
MH(POPMALIMOHHOM CPEIBI.

Taxum 00pa3oM, pa3BUTHE JETCKOTO TeaTpa B KMIIMHEBE CBA3aHO ¢ TIOMCKOM OajlaHca MEKIY
Tpaguuued u mHHOBanmeil. TeaTp coxpaHseT CBOIO T'yMaHHCTHYECKYIO MHCCHIO, aJanTHPYsICh K
HOBBIM YCIIOBHSIM BOCHPHUSATHS U OCTaBasCh YHHKAJIBHBIM IPOCTPAHCTBOM >KHUBOTO OOIIEHUS U
XYH0KECTBEHHOT'O OITBITA.

Knioueguie cnoga: oemckuii meamp, Kyibmyphoe pazeumue, CO8PeMeHHAs pexcuccypa,
UHMEPAKMUBHOCMb, ICMemuyecKoe 60CnUmanue

Teatrul pentru copii din Chisindu 1n secolul XXI reprezintd un spatiu esential al comunicarii
culturale, in care interactioneazi arta, pedagogia si mediul media contemporan. In conditiile
dezvoltarii rapide a tehnologiilor digitale si ale transformarii formelor de perceptie la copii, arta
teatrala se confrunta cu necesitatea adaptarii, pastrandu-si totodata misiunea estetica si spiritual-
educativa.

Din punct de vedere istoric, teatrul pentru copii din Moldova s-a format in cadrul modelului
cultural sovietic, unde indeplinea functii de educatie artistica si morali. In perioada post-sovietica,
sistemul teatral a suferit schimbari semnificative: disparitia sprijinului centralizat a fost insotita de
extinderea libertdtii artistice si de cautarea unor noi mijloace de expresie. Procesul teatral
contemporan din Chisindu se caracterizeaza prin coexistenta teatrelor academice traditionale si a
studiourilor independente, orientate spre experiment si interactivitate.

In secolul XXI spectacolul pentru copii devine o formi de comunicare complexa intre
scend si spectator. Copilul nu mai este perceput ca un receptor pasiv de informatie, ci ca un
participant activ la actul artistic. Aceasta conduce la transformarea abordarilor regizorale: creste
importanta elementelor interactive, a adresdrii directe catre public si a formelor ludice de
implicare. Teatrul este tot mai frecvent construit pe principiul dialogului, in care spectatorul este
implicat n procesul de creare a sensului.

O influenta semnificativa asupra structurii spectacolului pentru copii o are fenomenul ,,gandirii
de tip clip” si ,, TikTok”, format sub impactul mediului digital. Regizorii contemporani tin cont de
particularitatile atentiei de scurta durata si de orientarea vizuald a copiilor, ceea ce se reflectd in
accelerarea tempoului, fragmentarea actiunii scenice si intensificarea caracterului spectaculos. Cu
toate acestea, teatrele de referintd urmaresc sd pastreze integritatea mesajului artistic, evitand
transformarea spectacolului intr-un show superficial.

Un loc aparte 1l ocupa cultura vizuala a spectacolului: utilizarea luminii, multimedia, animatiei
si expresiei plastice contribuie la formarea unui nou limbaj scenic, accesibil copilului
contemporan. Muzica si ritmul devin mijloace esentiale de organizare a atentiei si de influentare
emotionald. Totodatd, elementul-cheie rdimane prezenta vie a actorului, care creeaza efectul unei
comunicari autentice, imposibile in mediul digital.

Teatrul pentru copii indeplineste o functie importantd de contracarare a fragmentaritatii
perceptiei, caracteristicad culturii internetului. El dezvoltd capacitatea de concentrare, empatie si
dialog interior. Prin intermediul imaginilor artistice, copilul asimileazd categoriile morale
fundamentale — binele si raul, prietenia, responsabilitatea, compasiunea. Astfel, teatrul devine un
spatiu de formare a inteligentei emotionale si a valorilor spirituale.

Teatrele contemporane din Chisindu demonstreazd o tranzitie de la modelul didactic la cel
empatic, in care prioritatea nu mai este instruirea moralizatoare, ci triirea comuna. In acest
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context, spectacolul pentru copii poate fi considerat o forma de dialog cultural intre generatii, care
contribuie la dezvoltarea personalitatii copilului in conditiile unui mediu informational complex.
Astfel, dezvoltarea teatrului pentru copii din Chisindu este legata de cautarea unui echilibru intre
traditie si inovatie. Teatrul 1si pdstreazd misiunea umanistd, adaptandu-se la noile conditii de
perceptie si rdimanand un spatiu unic al comunicarii vii si al experientei artistice.

Cuvinte-cheie: teatru pentru copii, dezvoltare culturala, regie contemporand, interactivitate,
educatie estetica

Children’s theatre in Chisindu in the 21st century represents a vital space of cultural
communication, where art, pedagogy, and the contemporary media environment interact. In the
context of the rapid development of digital technologies and changing patterns of children’s
perception, theatrical art faces the need to adapt while preserving its aesthetic and spiritual-
educational mission.

Historically, the children’s theatre in Moldova developed within the Soviet cultural model,
where it fulfilled artistic and moral educational functions. In the post-Soviet period, the theatrical
system underwent significant transformations: the disappearance of centralized support was
accompanied by an expansion of artistic freedom and the search for new expressive means. The
contemporary theatrical process in Chisindu is characterized by the coexistence of traditional
academic theatres and independent studios oriented toward experimentation and interactivity.

In the 2Istcentury, the children’s performance becomes a form of complex communication
between the stage and audience. The child is no longer seen as a passive receiver of information
but as an active participant in the artistic process. This leads to a transformation of directing
approaches: the importance of interactive elements, direct address to the audience, and playful
forms of engagement increases. Theatre is increasingly built on the principle of dialogue, in which
the spectator becomes involved in the creation of meaning.

A significant influence on the structure of children’s performances is exerted by the
phenomenon of “clip thinking” and “TikTok thinking,” shaped by the digital environment.
Contemporary directors take into account the characteristics of short attention spans and children’s
visual orientation, which is reflected in an accelerated tempo-rhythm, fragmentation of stage
action, and increased spectacularity. At the same time, leading theatres strive to preserve the
integrity of artistic expression, avoiding the transformation of performances into superficial
shows.

A special place is occupied by the visual culture of the performance: the use of light,
multimedia, animation, and physical expression forms a new stage language accessible to the
modern child. Music and rhythm become essential means of organizing attention and emotional
impact. At the same time, the key element remains the live presence of the actor, creating the
effect of genuine communication that is impossible in a digital environment.

Children’s theatre performs an important function in counteracting the fragmentation of
perception characteristic of internet culture. It develops the ability to concentrate, empathize, and
engage in inner dialogue. Through artistic imagery, the child assimilates fundamental moral
categories— good and evil, friendship, responsibility, compassion. Thus, theatre becomes a space
for the formation of emotional intelligence and spiritual values.

Contemporary theatres in Chisindu demonstrate a shift from a didactic model to an
empathetic one, where the priority is no longer moral instruction but shared experience. In this
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context, children’s performance can be viewed as a form of cultural dialogue between generations,
contributing to the development of the child’s personality within a complex informational
environment.
Thus, the development of children’s theatre in Chisindu is connected with the search for a balance
between tradition and innovation. Theatre preserves its humanistic mission while adapting to new
conditions of perception and remains a unique space of live communication and artistic
experience.

Keywords: children's theatre, cultural development, contemporary directing, interactivity,
aesthetic education
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Un rol important Tn educatia artisticd, prin influenta pe care o are asupra dezvoltarii
competentelor socio-emotionale, dar si a perceptiei estetice in alcatuirea caracterelor elevilor, il
ocupa teatrul muzical.

In integrarea sociala, competente precum comunicarea, increderea in sine, cooperarea,
empatia, autocunoasterea sunt considerate esentiale in situatia invatdmantului contemporan,
acestea facilitind adaptarea elevului la cerintele unei societiti evolutive. In acest context, teatrul
muzical, prin complexitatea artistica si interdisciplinara oferd un mediu favorabil evolutiei
exhaustive a elevilor.

Scopul acestei lucrdri este de a cerceta rolul teatrului muzical in dezvoltarea abilitatilor
socio-emotionale in cadrul educatiei artistice.

Vor fi cercetate conceptele fundamentale ale competentelor socio-emotionale si rolul

®E-mail: anca.markos@yahoo.com
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acestora in parcursul educational. Cercetarile de specialitate din sfera educationald demonstreaza
cum sporirea acestor competente specifice se reflectd in reusitele, starea de bine si confortul
emotional al elevilor.

Ulterior, va fi analizat teatrul muzical ca procedeu artistic interdisciplinar. Complexitatea
teatrului muzical ca stil, prin integrarea unor limbaje artistice/arte spectaculare complexe precum
muzica, arta actorului si coregrafia, inlesneste o abordare sistemica a educatiei. Prin participarea
elevilor la diverse activitati specifice teatrului muzical, nu sfarsesc prin a interpreta doar un simplu
rol, dimpotriva, ei isi insusesc diferite responsabilitdti n cadrul colectivului. De asemenea,
interpretarea scenicd aduce cu sine cercetarea si exprimarea emotiilor, dezvoltand calitatea de a
simti si intelege.

Nucleul lucrarii 1l reprezinta cercetarea rolului educativ al teatrului muzical in consolidarea
abilitatilor emotionale si sociale. Participarea la diferite activitdti specifice teatrului muzical
contribuie la amplificarea empatiei — prin intelegerea si interpretarea starilor personajelor,
dezvoltarea abilitatilor de comunicare — prin expresia vocald, dialogul.Totodatd, implicarea in
crearea unui spectacol, participarea directd — prin interpretarea unui personaj, faciliteaza
imbundtdtirea Increderii in sine, depasirea temerilor, dezvolta spiritului de echipa.

Totodata, aceastd lucrare accentueaza necesitatea integrarii teatrului muzical in activitatile
scolare, fie ca activitate suplimentara, fie in cadrul orelor de pregatire artistica. Activitati
pedagogice precum exercitiille de improvizatie, jocul de rol, conceperea unor spectacole, pot
contribui eficient la dezvoltarea competentelor socio-emotionale ale elevilor.

Teatrul muzical constituie un instrument redutabil in formarea artistica, cu un impact major
in dezvoltarea socio-emotionald a elevilor. Prin structura sa interdisciplinard, teatrul muzical
sustine asimilarea practica, dezvolta creativitatea, empatia si capacitatea de relationare eficienta.

Inglobarea coerentd a teatrului muzical in cadrul procesului educational poate alcitui o
directie semnificativd In modernizarea practicilor educative, totodatd contribuind la dezvoltarea
unei personalitati echilibrate.

Cuvinte-cheie: teatru muzical, educatie, practici educative, interdisciplinaritate,
improvizatie

The musical theatre plays an important role in the artistic education, through its influence
on the development of socio-emotional skills and aesthetic perception, in shaping the students'
characters.

In social integration, skills such as communication, self-confidence, cooperation, empathy,
self-knowledge are considered essential in the situation of contemporary education, facilitating the
adaptation of the student to the demands of an evolutionary society. In this context, the musical
theatre, through its artistic and interdisciplinary complexity, provides an environment conducive
to the exhaustive evolution of students.

The purpose of this paper is to research the role of musical theatre in the development of
socio-emotional skills within artistic education, therefore fundamental concepts of socio-
emotional competences and their role in the educational process will be researched. Specialized
research in the educational field demonstrates how the increase of these specific skills is reflected
in the achievements, well-being and emotional comfort of students.

Later, the musical theatre will be analyzed as an interdisciplinary artistic process. The
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complexity of the musical theatre as a style, through the integration of complex spectacular
languages, such as music, acting and choreography, facilitates a systemic approach to education.

By attending various activities specific to musical theatre, students do not end up playing only a
simple role, on the contrary, they acquire different responsibilities within the collective. Scenic
interpretation also brings with it the research and expression of emotions, developing the quality

of feeling and understanding.

The core of the paper is the research of the educational role of the musical theater in
strengthening emotional and social skills. Attending various activities specific to musical theatre
amplifies empathy — by understanding and acting the emotions of the character, developing
communication skills — through vocal expression, dialogue. At the same time, the involvement in
creating a show, the direct participation — by bringing a character to life, facilitates the
improvement of self-confidence, overcoming fears.

At the same time, this work emphasizes the need to integrate the musical theatre in school
activities, either as an additional activity or during the artistic training classes. Pedagogical
activities such as improvisation exercises, role-playing, the conception of performances, can
contribute effectively to the development of socio-emotional competences of students.

Musical theatre is a powerful instrument in the artistic training process, with a major
impact on the socio-emotional development of the students. Through its interdisciplinary
structure, the musical theatre supports practical assimilation, develops creativity, empathy and the
ability to relate effectively.

The coherent integration of musical theatre within the educational process can form a
significant direction in modernizing the educational practices, while also contributing to the
development of a balanced personality.

Keywords: musical theatre, education, educational practices, interdisciplinarity,
improvisation
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Articolul analizeazd mecanismele de transpunere intersemioticd a discursului narativ din
romanul /on de Liviu Rebreanu in limbaj coregrafic, pundnd accent pe relatia dintre simbol si
corporalitate ca vectori de constructie a sensului. Demersul teoretic se fundamenteaza pe premisa
convergentei dintre structurile dramaturgice literare si cele performative, evidentiind
functionalitatea unor concepte precum ritmicitatea, tensiunea dramatica si codificarea simbolica.
Analiza releva caracterul polisemantic al simbolului central al pamantului, interpretat ca nucleu
axiologic ce articuleaza atat dimensiunea socio-economica cat si pe cea existential-tragicd a
protagonistului. In plan coregrafic, acest simbol este resemantizat prin intermediul corporalitatii
expresive, corpul performativ devenind un mediu de mediere semiotica a conflictelor intrapsihice
s1 a determinismelor sociale.

In introducere este prezentatd tema si subiectul principal al romanului fon si posibilitatea
de adaptare in limbaj coregrafic. Se va analiza pe scurt firul narativ si personajele principale care
vor fi simboluri si arhetipuri umane specifice vietii satului romanesc si care vor face tranzitia
tuturor scenelor din spectacolul coregrafic.

In primul subcapitol al articolului se vor analiza principalele simboluri din romanul Jonsi
posibilitatea de transpunere a acestora prin intermediul corporalitatii expresive. Se va studia
imaginea corporald a posibililor interpreti si raportarea acestor corpuri la spatiul dat, astfel incat sa
poata fi reflectatd tema spectacolului.

In cel de-al doilea subcapitol se vor analiza aspectele care pot contribui la crearea structurii
performative, precum: alternanta planurilor, conturarea momentelor de tensiune dramatica,
constructia relatiei dintre personaje si schitarea fiecaruia dintre acestea astfel Incat sa reflecte cat
mai fidel arhetipul uman pe care il reprezinta, convergenta dintre muzica, coregrafie si scenografie
s.a. Toate aceste aspecte au ca scop si principal obiectiv transpunerea in contemporaneitate a temei
evidentiate in romanul fon si convingerea unui public interesat de domeniul coregrafic de
importanta si actualitatea temei ilustrate Tn roman.

Lucrarea subliniaza relevanta structurii dramaturgice bazate pe opozitii binare (eros vs.
interes material, individ vs. colectivitate, libertate vs. constrangere), care sunt reconfigurate scenic
prin strategii coregrafice precum contrastul dinamic, organizarea spatiald si relationalitatea
intercorporald. Totodata, se examineaza transpunerea ritmului narativ in ritm kinestezic,generand
o arhitectura performativa coerenta si semantic densa.

In concluzie, studiul argumenteazi ca adaptarea coregrafica a romanului Jon constituie un
proces de reconstructie esteticd autonomd, in care limbajul corporal nu functioneaza ca simplu
instrument ilustrativ, ci ca sistem semiotic complex. Aceasta abordare interdisciplinarad evidentiaza
potentialul artei coregrafice de a reactualiza si reinterpreta discursuri literare canonice printr-o
paradigma performativa contemporana.

Cuvinte-cheie: simbol, corporalitate, opozitie, reinterpretare, arhaic, limbaj coregrafic

The article analyzes the mechanisms of intersemiotic transposition of the narrative
discourse in the novel lon by Liviu Rebreanu into choreographic language, emphasizing the
relationship between symbol and corporeality as vectors of meaning construction. The theoretical
approach is based on the premise of convergence between literary and performative dramaturgical
structures, highlighting the functionality of concepts such as rhythmicity, dramatic tension and
symbolic coding.

The analysis reveals the polysemantic character of the central symbol of the earth,
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interpreted as an axiological core that articulates both the socio-economic and existential-tragic
dimensions of the protagonist. In choreographic terms, this symbol is resemantized through
expressive corporeality, the performative body becoming a medium for semiotic mediation of
intrapsychic conflicts and social determinisms.

The introduction presents the main theme and subject of the novel lon and the possibility
of adaptation into choreographic language. The narrative thread and the main characters will be
briefly analyzed, which will be symbols and human archetypes specific to Romanian village life
and which will make the transition to all the scenes in the choreographic performance.

In the first subchapter of the article, the main symbols from the novel Jon and the
possibility of transposing them through expressive corporeality will be analyzed. The body image
of the possible performers and the relationship of these bodies to the given space will be studied,
so that the theme of the performance can be reflected.

In the second subchapter, aspects that can contribute to the creation of the performative
structure will be analyzed, such as: the alternation of planes, the contouring of moments of
dramatic tension, the construction of the relationship between the characters and the sketching of
each of them so as to reflect as faithfully as possible the human archetype they represent, the
convergence of music, choreography and scenography, etc. All these aspects have as their main
purpose and objective the transposition into contemporaneity of the theme highlighted in the novel
Ion and the beliefs of an audience interested in the choreographic field of the importance and
topicality of the theme illustrated in the novel.

The paper emphasizes the relevance of the dramaturgical structure based on binary
oppositions (eros vs. material interest, individual vs. collectivity, freedom vs. constraint), which
are reconfigured on stage through choreographic strategies such as dynamic contrast, spatial
organization and intercorporeal relationality. At the same time, the transposition of the narrative
rhythm into kinesthetic rhythm is examined, generating a coherent and semantically dense
performative architecture.

In conclusion, the study argues that the choreographic adaptation of the novel lon
constitutes a process of autonomous aesthetic reconstruction, in which body language does not
function as a simple illustrative tool, but as a complex semiotic system. This interdisciplinary
approach highlights the potential of choreographic art to re-actualize and reinterpret canonical
literary discourses through a contemporary performative paradigm.

Keywords: symbol, corporeality, opposition, reinterpretation, archaic, choreographic
language
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Prezenta lucrare investigheaza procesul de reconfigurare a ritualului in teatrul
contemporan, analizdind modul in care acesta functioneazd simultan ca sursa dramaturgica si ca
principiu generator al expresiei scenice. Demersul porneste de la ipoteza ca teatrul nu doar isi are
originea In structuri ritualice arhaice, ci continud sd le reactiveze sisa le transforme in contexte
estetice si culturale diferite, adaptandu-le la noile paradigme ale performativitatii.

In plan teoretic, cercetarea se fundamenteazi pe corelarea conceptelor de ritual,
performativitate si teatralitate, evidentiind caracterul lor interdependent. Ritualul este inteles ca
formd primard de organizare a actiunii simbolice, In care gestul, corporalitatea si dimensiunea
sonora genereaza sens intr-un cadru comunitar. Din aceasta perspectiva, teatrul contemporan poate
fi interpretat ca un spatiu de resemnificare a acestor structuri, in care elementele ritualice sunt
desprinse din contextul lor originar si reintegrate Intr-o esteticd a fragmentarii, a sincretismului si a
interculturalitatii.

Analiza se concentreaza asupra unor directii majore ale teatrului secolului XX si inceputului
de secol XXI, in care recuperarea ritualului devine strategie de redefinire a limbajului scenic.
Practicile regizorale asociate cu Antonin Artaud si Jerzy Grotowski propun o reconectare radicala
la dimensiunea sacra a teatrului, prin valorizarea corporalitdtii actorului si a relatiei directe cu
spectatorul. In continuarea acestui demers, contributiile lui Peter Brook, Eugenio Barba si Ariane
Mnouchkine configureaza o perspectiva interculturald, in care ritualul este investigat ca structura
universala, capabild sd genereze un limbaj scenic intercultural.

Un accent deosebit este acordat teatrului roménesc contemporan, in care recuperarea
ritualului se manifestd prin integrarea elementelor de folclor, mit si traditie in structura
spectacolului. Ritualul este privit ca un mod originar de organizare a actiunii simbolice,
caracterizat prin repetitie, codificare si dimensiune colectivd. Aceste trasaturi se regasesc, intr-o
forma reconfigurata, in structura spectacolului de teatru, unde gestul, corporalitatea si ritmul devin
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purtatori de sens dincolo de nivelul discursului verbal Regizori precum Andrei Serban si Silviu
Purcarete ilustreaza directii distincte, dar convergente. Andrei Serban exploreazd dimensiunea
sacrd si performativd a mitului, valorificind expresivitatea corporala si vocald a actorului si
apeland la influente interculturale pentru a reactiva ridicinile ritualice ale teatrului. In schimb,
Silviu Purcdrete construieste universuri scenice de mare densitate simbolicd, in care structurile
corale, repetitia si imagistica oniricd reconfigureaza ritualul intr-un limbaj poetic al memoriei
colective si al reflectiei existentiale.

Alti creatori contemporani, precum Alexandru Dabija sau Alexandru Vasilachi, extind
aceastd paradigma prin reinterpretiri critice si demitizante ale ritualului. In aceste contexte,
ritualul isi pierde functia strict sacrd si devine un instrument de analizd a comportamentelor
sociale si a mentalului colectiv. De asemenea, productiile recente integreazd motive arhaice, figuri
mitologice si structuri performative traditionale in forme scenice inovatoare, situate la intersectia
dintre teatru, antropologie si experiment vizual. De asemenea, integrarea elementelor ritualice in
constructia scenicd contribuie la dezvoltarea unor structuri dramaturgice flexibile, in care
linearitatea narativa este adesea Inlocuitd de forme fragmentare, repetitive sau circulare. Aceste
structuri reflectd, la nivel formal, logica ritualului, bazata pe reiterare si transformare, si permit
construirea unor discursuri scenice deschise, plurivalente.

Rezultatele cercetarii indica faptul cd ritualul functioneazd in teatrul contemporan pe
multiple niveluri: ca dispozitiv estetic, ca principiu structural si ca semnificant cultural. El permite
dezvoltarea unor forme scenice care depdsesc limitele realismului, privilegiind dimensiunile
simbolice, senzoriale si participative ale spectacolului. In acelasi timp, ritualul faciliteaza
reconectarea teatrului la memoria colectiva, consolidandu-1 functia de spatiu al continuitatii si
transformarii culturale.

Teatrul contemporan se configureaza ca un camp dinamic de negociere intre trecut si
prezent, in care ritualul nu este doar reprodus, ci reinventat. Prin procese de decontextualizare si
reintegrare, acesta genereazd noi forme dramaturgice si expresii scenice, capabile sa reflecte
complexitatea experientei contemporane. Persistenta ritualului confirmd statutul sdu de resursa
fundamentald a creatiei teatrale, sustindnd o expresie artisticd simultan arhaica si inovatoare,
locald si universala.

Cuvinte-cheie: ritual, teatralitate, dramaturgie, limbaj scenic, traditie

This paper investigates the process of reconfiguring ritual in contemporary theatre, analyzing
how it functions simultaneously as a dramaturgical source and as a generative principle of scenic
expression. The research is grounded in the hypothesis that theatre not only originates in archaic
ritual structures but continues to reactivate and transform them within diverse aesthetic and
cultural contexts, adapting them to new paradigms of performativity.

From a theoretical perspective, the study is based on the correlation between the concepts of
ritual, performativity, and theatricality, highlighting their interdependent nature. Ritual is
understood as a primary form of organizing symbolic action, in which gesture, corporeality, and
the sonic dimension generate meaning within a communal framework. From this standpoint,
contemporary theatre can be interpreted as a space for the re-signification of these structures,
where ritual elements are detached from their original context and reintegrated into an aesthetic of
fragmentation, syncretism, and interculturality.

The analysis focuses on major directions in the 20th- and early 21st-century theatre, where the

recovery of ritual becomes a strategy for redefining scenic language. The directorial practices
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associated with Antonin Artaud and Jerzy Grotowski propose a radical reconnection to the sacred
dimension of theatre, emphasizing the actor’s corporeality and the direct relationship with the
spectator. Extending this approach, the contributions of Peter Brook, Eugenio Barba, and Ariane
Mnouchkine outline an intercultural perspective in which ritual is explored as a universal structure
capable of generating an intercultural performative language.

Particular attention is given to contemporary Romanian theatre, where the recovery of ritual
manifests through the integration of folklore, myth, and tradition into the structure of the
performance. Ritual is regarded as an original mode of organizing symbolic action, characterized
by repetition, codification, and collective dimension. These features are reconfigured within
theatrical performance, where gesture, corporeality, and rhythm become carriers of meaning
beyond the verbal discourse. Directors such as Andrei Serban and Silviu Purcarete illustrate
distinct yet convergent approaches. Andrei Serban explores the sacred and performative
dimension of myth, valuing the actor’s physical and vocal expressivity and drawing on
intercultural influences to reactivate the ritual roots of theatre. In contrast, Silviu Purcarete
constructs scenically dense symbolic universes, where choral structures, repetition, and dreamlike
imagery reconfigure ritual into a poetic language of collective memory and existential reflection.

Other contemporary creators, such as Alexandru Dabija and Alexandru Vasilachi, extend this
paradigm through critical and demystifying reinterpretations of ritual. In these contexts, ritual
loses its strictly sacred function and becomes a tool for analyzing social behaviors and collective
mentality. Recent productions also integrate archaic motifs, mythological figures, and traditional
performative structures into innovative scenic forms situated at the intersection of theatre,
anthropology, and visual experimentation. Furthermore, the integration of ritual elements
contributes to the development of flexible dramaturgical structures, in which linear narrative is
often replaced by fragmented, repetitive, or circular forms. These structures formally reflect the
logic of ritual, based on reiteration and transformation, enabling the construction of open and
polyvalent scenic discourses.

The results of the research indicate that ritual operates in contemporary theatre on multiple
levels: as an aesthetic device, as a structural principle, and as a cultural signifier. It enables the
development of scenic forms that transcend the limits of realism, privileging symbolic, sensory,
and participatory dimensions of performance. At the same time, ritual facilitates the reconnection
of theatre with collective memory, reinforcing its function as a space of cultural continuity and
transformation.

Contemporary theatre emerges as a dynamic field of negotiation between the past and present,
in which ritual is not merely reproduced but reinvented. Through processes of reintegration, it
generates new dramaturgical forms and scenic expressions capable of reflecting the complexity of
contemporary experience. The persistence of ritual confirms its status as a fundamental resource
of theatrical creation, sustaining an artistic expression that is simultaneously archaic and
innovative, local and universal.

Keywords: ritual, theatricality, dramaturgy, scenic language, tradition
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Articolul exploreaza influenta esteticii absurdului lui Alfred Jarry asupra corporalitdtii scenice
in dansul contemporan, puniand accent pe valentele coregrafice inspirate in special din romanul
Gestes et opinions du docteur Faustroll, pataphysicien (publicat postum in 1911). Jarry, precursor
al absurdului modern, propune prin patafizica, definita ca ,,stiinta solutiilor imaginare”, o viziune
revolutionard, care completeaza realitatea empiricd cu exceptii infinite, virtualitati si parodii ale
stiintei, filosofiei si normelor sociale. Aceasta ontologie a exceptiei transforma corpul dintr-un
simplu vehicul fizic intr-un laborator al anomaliei, al grotescului si al imaginarului, oferind un
cadru fertil pentru reconfigurarea miscarii scenice actuale.

In contextul evolutiei dansului, de la baletul clasic idealizat la expresionismul distorsionat,
postmodernismul aleator al lui Cunningham si Rainer, teatro-dansul visceral al Pinei Bausch,
contorsiunile ontologice ale Butoh-ului (Hijikata, Ohno), matematizarea miscarii la Forsythe si
deconstructia conceptuala a lui Bel sau Le Roy, patafizica jarriand se integreaza natural. Ea sustine
un dans care nu imita realitatea, ci o extinde prin anomalii deliberate, contestind normele
corporale contemporane impuse de algoritmi si retele sociale, unde exceptia devine act de
rezistenta si libertate creativa.

Romanul Doctor Faustroll ilustreaza aceastd viziune printr-un protagonist nascut si mort la
aceeasi varstd absurda (63 de ani), care navigheazd un Paris transformat in ocean pe o sitd de
cupru, alaturi de observatorul rational Panmuphle si de maimuta Bosse-de-Nage (al cérei ,,Ha-ha”
repetitiv devine motiv kinetic). Structura parodico-stiintifica a cartii — cu ecuatii, insule fantastice
si calculul suprafetei lui Dumnezeu prin tangente infinite — genereaza elemente transpozabile
coregrafic: plutire imposibild, hibriditate corporala, temporalitate non-liniard, grotesc rafinat si
rezolvare kinetica a problemelor imposibile.

In plan coregrafic, aceste motive inspiri secvente de efort inutil si oboseald vizibila (ca la
Bausch), contorsiuni extreme si metamorfoze fluide (influente butoh), repetitii obsesive si vibratii
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guturale propagate prin contact-improvisation. Plutirea pe sitd devine o configuratie instabila
colectiva, cu tremuraturi reale, cdderi bruste si ridicari absurde, ironizand gravitatia. Insulele
imaginare sugereaza transformdri continue, forme hibride elastice si ,,digestii” kinetice ale
conceptelor abstracte proiectate. Calculul infinitului se traduce prin serii repetitive cu variatii
minuscule si pauze prelungite, iar telegrama post-mortem inspira interactiuni hibride cu proiectii
digitale si avatare.

Propunerea spectaculard este modulard, structuratd in ,carti” independente, cu roluri
schimbatoare (Faustroll, Panmuphle, Bosse-de-Nage), proiectii interactive suprapunand harti
urbane peste miscare, senzori care detecteaza aleatoritati, costume hibride (site metalice, masti
animalice) si implicarea publicului prin voturi care modifica traiectoria live. Oboseala somatica
reald, umorul negru si grotescul devin mijloace de criticd subtild a normelor corporale digitale. in
concluzie, estetica jarriand nu este doar un antecedent istoric al absurdului, ci un program viu
pentru dansul viitor: corpul faustrollian refuzd armonia clasicd si normativitatea, celebrand
frumusetea exceptiei, hibriditatea si libertatea imaginard. Prin integrarea grotescului bauschian,
hazardului cunninghamian, preciziei forsytiane si transformarilor butoh, patafizica oferd un
manifest kinetic actual, capabil sd reconfigureze relatia dintre corp, spatiu si cunoastere in arta
performativa coregrafica contemporana.

Cuvinte-cheie: Jarry, Faustroll,coregrafie, corporalitate,absurd, patafizica

The article explores the influence of Alfred Jarry's aesthetics of the absurd on stage

corporeality in contemporary dance, focusing on the choreographic valences inspired in particular
by the novel Gestes et opinions du docteur Faustroll, pataphysicien (published posthumously in
1911). Jarry, a precursor of the modern absurd, proposes through pataphysics defined as "the
science of imaginary solutions", a revolutionary vision that complements empirical reality with
infinite exceptions, virtualities and parodies of science, philosophy and social norms. This
ontology of exception transforms the body from a simple physical vehicle into a laboratory of
anomaly, grotesque and imaginary, offering a fertile framework for the reconfiguration of current
stage movement.

In the context of the evolution of dance, from idealized classical ballet to distorted
expressionism, the random postmodernism of Cunningham and Rainer, the visceral theater-dance
of Pina Bausch, the ontological contortions of Butoh (Hijikata, Ohno), the mathematization of
movement in Forsythe, and the conceptual deconstruction of Bel or Le Roy the Jarrian pataphysics
naturally fits in. It advocates a dance that does not imitate reality, but extends it through deliberate
anomalies, challenging contemporary bodily norms imposed by algorithms and social networks,
where exception becomes an act of resistance and creative freedom.

The novel Doctor Faustroll illustrates this vision through a protagonist born and dead at
the same absurd age (63), who navigates a Paris transformed into an ocean on a copper sieve,
alongside the rational observer Panmuphle and the monkey Bosse-de-Nage (whose repetitive “Ha-
ha” becomes a kinetic motif). The parodic-scientific structure of the book — with equations,
fantastic islands and the calculation of the surface of God through infinite tangents — generates
elements that can be choreographically transposed: impossible floating, corporeal hybridity, non-
linear temporality, refined grotesque and kinetic solving of impossible problems.

In terms of choreography, these motifs inspire sequences of useless effort and visible
fatigue (as in Bausch), extreme contortions and fluid metamorphoses (Butoh influences),
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obsessive repetitions and guttural vibrations propagated through contact-improvisation. Floating
on the sieve becomes a collective unstable configuration, with real tremors, sudden falls and
absurd rises, mocking gravity. The imaginary islands suggest continuous transformations, elastic
hybrid forms and kinetic “digestions” of projected abstract concepts. The calculation of infinity is
translated into repetitive series with minute variations and prolonged pauses, and the post-mortem
telegram inspires hybrid interactions with digital projections and avatars.

The spectacular proposal is modular, structured in independent “books”, with changing roles
(Faustroll, Panmuphle, Bosse-de-Nage), interactive projections superimposing urban maps on
movement, sensors that detect randomness, hybrid costumes (metal mesh, animal masks) and
audience involvement through votes that modify the live trajectory. Real somatic fatigue, black
humor and the grotesque become means of subtle criticism of digital bodily norms. In conclusion,
Jarrian’s aesthetics is not only a historical antecedent of the absurd, but a living program for
future dance: the Faustrollian body refuses classical harmony and normativity, celebrating the
beauty of exception, hybridity and imaginary freedom. By integrating Bauschian grotesque,
Cunninghamian hazard, Forsythian precision and Butoh transformations, pataphysics offers a
current kinetic manifesto, capable of reconfiguring the relationship between body, space and
knowledge in contemporary choreographic performance art.

Keywords: Jarry, Faustroll, choreography, corporeality, absurd, pataphysics
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Nationale de Arte George Enescu din lasi, abordez prin intermediul diferitor conferinte sau
articole pe care le public teme interdisciplinare din sferele care ma preocupa, in principal, legate

de creativitate, arte, neuroplasticitate, neurostiinte, tehnologie. Si este firesc, ca In aceastd epoca in
care schimbarile tehnologice se succed cu o vitezd fard precedent, iar noile medii de expresie
transforma modul in care gandim, simtim si credm, sd ne punem o serie de intrebari: ,,Ce este si

cum poate fi stimulata creativitatea?”, ,,Ce este neuroplasticittatea si cum ne ajuta in procesul de
creatie?”, ,,Care sunt mecanismele neuronale ce sustin inovatia artisticd si cognitiva?”’, ,,Cum
influenteaza tehnologia plasticitatea creierului, iar, la randul sdu, cum modeleaza creierul
tehnologia?”.

In acest sens, am initiat si realizat la Institutului de Cercetare Multidisciplinard in Arti, in
parteneriat cu Universitatea de Medicina si Farmacie Grigore T. Popa din lasi si Universitatea
Tehnica Gheorghe Asachi din lasi, o serie de conferinte stiintifice, printre care: ,,Neurostiinte si
creativitate — conexiuni neuronale in creatia artisticd”, ,,Neuroplasticitate, cognitie, creativitate —
perspective interdisciplinare”, in care au fost sustinute prelegeri de catre specialisti din diferite
domenii — medical, artistic (arte vizuale, muzicda, teatru, coregrafie), tehnologic, fiecare cu
specificul sau, prin care ne-am dorit sa intelegem profunzimea procesului creativ, care se afla in
spatele imaginatiei, emotiilor, empatiei, elemente esentiale atat in rezolvarea unor traume cat si in
explorarea modalitatilor prin care pot fi imbogatite formulele de exprimare artistica si perspectiva
de a gasi solutii creative la problemele complexe ale societdtii contemporane. Astfel, s-a conturat
un spatiu de dialog interdisciplinar, in care a fost aprofundatd complexitatea fenomenului creativ
in contextul actual al dezvoltarii tehnologice accelerate, punand in prim-plan rolul fundamental al
neuroplasticitdtii si al mecanismelor cognitive implicate in procesele creative. De altfel,
contributiile celor doua conferinte au fost reunite in volumul ,,Arta si stiinta creierului — noi
frontiere ale comunicarii neuronale”, cu scopul de a pune la dispozitia publicului interesat o
resursd interdisciplinard actuald si de a Incuraja noi colaborari si cercetdri la granitele dintre
neurostiinte si creativitate. Sperdm ca acest demers sd inspire, sa deschida intrebari si sa contribuie
la dezvoltarea unei culturi academice si umane bazate pe colaborare, empatie si cunoastere
integrativa.

Propun, in acest articol, o abordare interdisciplinara de explorare a potentialului fascinant al
augmentarii creativitatii prin neuroplasticitate, prin care sd evidentiem noi modalitati de stimulare
si amplificare a proceselor mentale din spatele imaginatiei.

Creativitatea, una dintre cele mai valoroase si enigmatice trasaturi ale fiintei umane, este
forta care ne permite sd gandim dincolo de limite, sd construim lumi imaginare, sa rezolvam
probleme complexe si sd inovam in cele mai neasteptate moduri. De la arta la stiinta, de la viata
personala la marile transformari sociale, creativitatea joaca un rol esential in evolutia individului si
a societdtii. Autorii Davis Eagleman si Anthony Brandt, in cartea ,,Specia Rebela. Despre
creativitatea oamenilor si despre modul in care ea schimba lumea”, afirma: ,,Creativitatea este
combustibilul pentru progresul speciei noastre rebele”. Si, pe buna dreptate, deoarece, creativitatea
nu apartine doar artistilor, ci tuturor celor care cautd sd inteleagd, sd exprime, sa schimbe si sa
construiasca. Intr-o lume tot mai tehnologizati, capacitatea de a gandi liber si de a gisi solutii
alternative este ceea ce ne face cu adevarat umani.

Procesul creativ presupune munca, perseverentd, libertatea si curajul de a incerca lucruri noi.

O interesanta metafora despre creativitate gasim la fizicianul, tehnologul si romancierul Ransom
Stepherson 1n cartea ,,Creierul stang vorbeste si creierul drept rade — o privire asupra neurostiintei
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inovarii §i creativitatii Tn artd, stiintd si viatd”: ,,Creativitatea apare atunci cand bagi mana in
palarie si scoti un iepure, dar inainte de a reusi sa scoti un iepure trebuie sa scoti o multime de
scame”. Pe de altd parte, multi oameni se blocheaza in perfectionism sau in frica de esec, dar
inovatia vine adesea prin experimentari si din incercdri nereusite, iar, In acest sens, tot Ransom
Stepherson afirma: ,,Sarbatorirea esecului ar putea fi o cheie a creativitatii”. Neuroplasticitatea
reprezintd abilitatea creierului uman de a se adapta si de a se modifica pe parcursul vietii, ca
raspuns la experiente si stimuli. Aceasta capacitate miraculoasd ne permite sa invatdm lucruri noi,

sa ne formam amintiri, sd ne dezvoltam abilitati si chiar sa ne vindecdm dupa traume sau leziuni
cerebrale.

Cercetarile atestd ca neuroplasticitatea este strins legatd de creativitate, iar dr. David
Pelmutter si dr. Alberto Villoldo in cartea Neurostiinta iluminarii — activeaza-ti creierul afirma:
»Neuroplasticitatea reprezinta capacitatea creierului de a reconecta si a crea noi retele neuronale”.
Astfel, neuroplasticitatea prin variate mecanisme, are un rol esential in antrenarea creativitatii, iar
cu cat creierul este mai ,,plastic”, cu atat este mai capabil sa genereze idei inovatoare.

Asadar, creativitatea — componenta critica a cognitiei si a comportamentului uman, joacd un
rol esential in inovare, in rezolvarea problemelor si a implinirii personale. In general, creativitatea
este un fenomen complex si multifatetat care implica atét factori individuali cat si contextuali.

Cuvinte-cheie: creativitate, neuroplasticitate, augmentare, imaginatie

As a researcher at the Institute for Multidisciplinary Research in the Arts within the
George Enescu National University of Arts in lasi, I address interdisciplinary themes within
various conferences and published articles, focusing primarily on my areas of interest: creativity,
arts, neuroplasticity, neuroscience, and technology. In an era where technological changes occur at
an unprecedented pace and new media of expression transform the way we think, feel, and create,
it is essential to ask a series of fundamental questions: ,,What is creativity and how can it be
stimulated?”, ,,What is neuroplasticity and how does it support the creative process?”, ,,What are
the neural mechanisms underlying artistic and cognitive innovation?”,,,How does technology
influence brain plasticity, and in turn, how does the brain shape technology?”.

To this end, I initiated and organized a series of scientific conferences at the Institute for
Multidisciplinary Research in the Arts, in partnership with the Grigore T. Popa University of
Medicine and Pharmacy and the Gheorghe Asachi Technical University of lasi. These included:
»Neuroscience and Creativity — Neural Connections in Artistic Creation” and ,,Neuroplasticity,
Cognition, Creativity — Interdisciplinary Perspectives”. These events featured lectures by
specialists in the medical, artistic (visual arts, music, theater, choreography), and technological
fields. Through their diverse expertise, we sought to understand the depth of the creative process
and what lies behind imagination, emotion, and empathy—elements essential both in healing
trauma and in exploring ways to enrich artistic expression and find creative solutions to the
complex problems of contemporary society. This established a space for interdisciplinary
dialogue, deepening the complexity of the creative phenomenon within the current context of
accelerated technological development, while highlighting the fundamental role of neuroplasticity
and the cognitive mechanisms involved in creative processes. Furthermore, the contributions from
these two conferences were compiled into the volume ,,The Art and Science of the Brain — New
Frontiers of Neural Communication”, aiming to provide the public with a current interdisciplinary
resource and to encourage new collaborations and research at the intersection of neuroscience and
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creativity. We hope this endeavor will inspire further inquiry and contribute to the development of
an academic and human culture based on collaboration, empathy, and integrative knowledge.

In this article, I propose an interdisciplinary approach to exploring the fascinating potential
of augmenting creativity through neuroplasticity, highlighting new ways to stimulate and amplify
the mental processes behind the imagination.

Creativity is one of the most valuable and enigmatic traits of the human being. It is the force that
allows us to think beyond limits, to construct imaginary worlds, to solve complex problems, and to
innovate in the most unexpected ways. From art to science, from personal life to major social
transformations, creativity plays an essential role in the evolution of both the individual and
society. The authors David Eagleman and Anthony Brandt, in their book ,,The Runaway Species:
How Human Creativity Remakes the World”, state: "Creativity is the fuel for the progress of our
runaway species". Indeed, creativity does not belong only to artists, but to all who seek to
understand, express, change, and build. In an increasingly technologized world, the capacity to
think freely and find alternative solutions is what makes us truly human.

The creative process requires work, perseverance, freedom, and the courage to try new
things. An interesting metaphor for creativity can be found in the physicist, technologist, and
novelist Ransom Stephens’ book, ,,The Left Brain Speaks, the Right Brain Laughs”: "Creativity is
when you reach into the hat and pull out a rabbit, but before you can pull out a rabbit, you have to
pull out a lot of lint". On the other hand, many people become blocked by perfectionism or the
fear of failure, yet innovation often comes through experimentation and unsuccessful attempts; in
this sense, Stephens also noted that "celebrating failure might be a key to creativity".

Neuroplasticity represents the human brain's ability to adapt and change throughout life in
response to experiences and stimuli. This miraculous capacity allows us to learn new things, form
memories, develop skills, and even heal after trauma or brain injury. Research confirms that
neuroplasticity is closely linked to creativity. Dr. David Perlmutter and Dr. Alberto Villoldo, in
their book ,,Power up Your Brain”, state that "neuroplasticity is the brain's ability to hard wire and
create new neural networks". Thus, through various mechanisms, neuroplasticity plays an essential

role in training creativity; the more "plastic" the brain is, the more capable it becomes of
generating innovative ideas.

In conclusion, creativity—a critical component of human cognition and behavior - plays an
essential role in innovation, problem-solving, and personal fulfillment. Overall, creativity is a
complex and multifaceted phenomenon involving both individual and contextual factors.

Keywords: creativity, neuroplasticity, augmentation, neural networks

METAMORFOZE ALE SIMBOLULUI iN IMAGINARUL VIZUAL:
VINCENT VAN GOGH ST ANSELM KIEFER

THE METAMORPHOSIS OF THE SYMBOL IN THE VISUAL IMAGINARY:
VINCENT VAN GOGH AND ANSELM KIEFER
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Prezentul abstract propune o investigatiec in dinamicd simbolica asupra relatiilor vizuale,
temporale si conceptuale dintre opera lui Vincent van Gogh si cea a lui Anselm Kiefer. Cercetarea
urmadreste configurarea unui posibil dialog intre modernitate si contemporaneitate prin intermediul
unor motive plastice recurente.

Aceasta se fundamenteaza pe ipoteza existentei unui nucleu comun de inspiratie — natura,
inteleasa ca spatiu de proiectie contemplativ, care, desi se manifestd in contexte istorice diferite,
genereaza forme vizuale comparabile, susceptibile de a fi analizate din perspectiva formala,
simbolica, materiald si compozitionald. Metoda de cercetare propune identificarea unei serii de
motive recurente. Elemente precum campul, cerul, lumina, materia nu sunt percepute exclusiv ca
simboluri; acestea sunt reprezentate ca structuri vizuale care dobandesc un rol determinant in
structura compozitionald si narativitatea imaginii.

In pictura lui Vincent van Gogh aceste elemente sunt reprezentate printr-o tehnica picturala
expresivd si 0 gama cromaticd vibrantd, in care materia picturald devine mediu al expresivitatii
subiective. Motivele picturale — precum campurile de grau sau adancimile cerului — sunt elemente
care configureaza un spatiu tensionat, animat de ritmuri interioare, in care lumina se contureaza
prin stratificare si prin relatii cromatice. In acest sens, materia nu dobandeste autonomie, ci
ramane fideld impulsului interior care o modeleaza, devenind un spatiu In care perceptia se
adanceste si se intensifica, pana la limita In care vizibilul se contopeste cu emotia.

In opozitie, practica artistici a lui Anselm Kiefer reinterpreteazi aceste motive intr-un
registru profund transformat, in care materialitatea devine elementul central. Utilizarea unor
materiale brute precum pamant, paie sau cenusa confera lucrarilor o densitate fizica si conceptuala
care reconfigureaza spatiul pictural si complexitatea perceptibila. Campul, element comun in
creatia celor doi artisti, se configureaza ca un spatiu sedimentat, incarcat de memorie si de urmele
efectelor temporalitatii asupra materiei, in timp ce cerul 1si pierde functia expansiva, devenind
adesea opac. Lumina este redata Intr-un registru diminuat, pierzdndu-si autonomia in structurarea
compozitiei si integrandu-se in materialitate. Acest aspect marcheaza trecerea de la perceptia
directd a naturii la o forma de mediere intemeiatd pe repere ale memoriei $i pe contemplarea
temporalitatii prezentei si absentei.

Analiza comparativa evidentiaza atat continuitati cat i discontinuitati intre cei doi artisti.

La nivel compozitional se remarcd similitudini precum utilizarea elementelor care apartin
spectrului natural si temporal, care creeazd o structura spatiald comparabila. Structura
compozitionald interna a imaginii cunoaste o diferentiere: in cazul compozitiilor picturale ale lui

Van Gogh predominad un ritm vizual dinamic, generat de tuse expresive si culoare; creatia lui
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Anselm Kiefer ascede spre monumentalitate staticd si diversitate a materialitatii. Aceste diferente
pot fi percepute drept expresii ale unei discrepante sau ale unei tensiuni Intre optimismul expresiv
al modernitatii si reflectia critica a epocii contemporane.

Dialogul care se naste intre cei doi artisti nu poate fi redus la o simpla incadrare intr-un
curent sau reper artistic, ci trebuie inteles ca un dialog indirect, mediat de transformari istorice,
culturale si estetice. Motivele vizuale recurente functioneaza atat ca puncte de convergenta cat si
ca instrumente de diferentiere, fiind reluate si reinterpretate in functie de necesitatea subiectiva de
reprezentare a mesajului compozitional. Prin accentul pus pe relatiile vizuale, studiul propune o
cercetare care depaseste interpretarea strict simbolica, evidentiind modul in care limbajul plastic
evolueazd de la expresivitatea subiectivd la o materialitate reflexiva, marcand simultan
continuitatea si fractura dintre modernitate si contemporaneitate.

Cuvinte-cheie: dialog artistic, simbolism, temporalitate, materialitate, motive recurente,
Vincent van Gogh, Anselm Kiefer

The present abstract proposes an investigation into the symbolic dynamics of the visual,
temporal, and conceptual relationships between the works of Vincent van Gogh and those of
Anselm Kiefer. The research aims to configure a possible dialogue between modernity and
contemporaneity through a series of recurrent visual motifs.

It is grounded on the hypothesis of a shared core of inspiration — nature, understood as a space of
contemplative projection — which, although manifested in different historical contexts, generates
comparable visual forms that can be analyzed from formal, symbolic, material, and compositional
perspectives. The research method proposes the identification of a series of recurring motifs.
Elements such as the field, the sky, light, and matter are not perceived exclusively as symbols;
rather, they are represented as visual structures that assume a determining role in the
compositional framework and the narrativity of the image.

In Vincent van Gogh's painting, these elements are rendered through an expressive technique
and a vibrant chromatic range, in which pictorial matter becomes the medium of subjective
expressivity. Pictorial motifs — such as wheat fields or the depths of the sky — configure a tense
space animated by internal rhythms, where light is articulated through stratification and chromatic
relationships. In this sense, matter does not acquire autonomy but remains faithful to the inner
impulse that shapes it becoming a space in which perception deepens and intensifies, to the point
where the visible merges with emotion.

In contrast, the artistic practice of Anselm Kiefer reinterprets these motifs within a
profoundly transformed register, in which materiality becomes the central element. The use of raw
materials such as earth, straw, or ash confers upon the works a physical and conceptual density
that reconfigures pictorial space and perceptual complexity. The field, a shared element in the
work of both artists, is configured here as a sedimented space, charged with memory and the
traces of temporality's effects on matter, while the sky loses its expansive function, often
becoming opaque. Light is rendered in a diminished register, losing its autonomy in structuring the
composition and integrating into materiality. This shift marks the transition from the direct
perception of nature to a mediated form grounded in memory and in the contemplation of the
temporality of presence and absence.

The comparative analysis highlights both continuities and discontinuities between the two
artists. At the compositional level, similarities emerge, such as the use of elements belonging to
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the natural and temporal spectrum, which generate a comparable spatial structure. However, the
internal compositional structure of the image diverges: in Vincent van Gogh's paintings, a
dynamic visual rhythm predominates, generated by expressive brushwork and color, whereas the
work of Anselm Kiefer tends toward static monumentality and a diversity of materiality. These
differences may be understood as expressions of a discrepancy or tension between the expressive
optimism of modernity and the critical reflection of the contemporary era.

The dialogue that emerges between the two artists cannot be reduced to a simple classification
within an artistic movement or framework; rather, it should be understood as an indirect dialogue
mediated by historical, cultural, and aesthetic transformations. Recurrent visual motifs function
both as points of convergence and as instruments of differentiation being revisited and
reinterpreted according to the subjective necessity of conveying the compositional message. By
emphasizing visual relationships, the study proposes an approach that moves beyond strictly
symbolic interpretation, highlighting the evolution of visual language from subjective expressivity
to reflective materiality, thereby marking both continuity and rupture between modernity and
contemporaneity.

Keywords: artistic dialogue, symbolism, temporality, materiality, recurring motifs, Vincent
van Gogh, Anselm Kiefer
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Unicd de felul sau, Aleea Savantilor si Medicilor Ilustri de la Universitatea de Stat de
Medicina si Farmacie Nicolae Testemitanu din Chisinau a fost inaugurata la 9 octombrie 2015, in
prezenta mai multor personalitdti din domeniul medicinii, culturii si al politicii. Ideea credrii
acestei alei apartine rectorului USMEF Nicolae Testemitanu, profesorului universitar,
academicianului Ion Ababii.

Fondat, in 1945, in baza transferului la Chisinau a Institutului de Medicina din Kislovodsk,
creat la randul sdu in baza Institutului de Medicind nr. 1, Institutului de Medicind nr. 2 si
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Institutului de Pediatrie din Leningrad, Institutul de Stat de Medicina din Chisinau (ISMC), deja la
inceputul anilor ’50, pregateste absolventi, printre care au fost si primii bastinasi. Multi dintre
acestia au devenit profesori universitari, continuitatea devenind o traditie. La fel, cativa dintre
absolventi au exercitat functia de rector al Universitatii, de rand cu predecesorii Ipatie Sorocean
(1945-1948), Nikolai Harauzov (1948-1951), Leonid Ganul (1951-1953), Nikolai Starostenko
(1953-1959), printre care sunt Nicolae Testemitanu (1959-1963), Vasile Anestiadi (1963-1986),
Leonid Cobaleanschi (1986-1994), Ton Ababii (1994-2016), Emil Ceban (2016 — pana in prezent).

Datorita studiilor aprofundate, dar si mediului cultural in care s-au aflat, medicii si
farmacistii din Republica Moldova au facut parte din patura sociald a intelectualitatii progresiste,
care a sustinut Miscarea de Renastere Nationald si democratia in tara. Crearea Aleii Savantilor si
Medicilor Ilustri ai USMF reprezinta un gest de multumire a generatiei actuale de medici pentru
predecesorii lor. La propunerea Ministerului Sanatatii, Aleea a fost inclusa ca parte componenta a
Planului de dezvoltare a infrastructurii USMF, aprobat si de Guvernul Republicii Moldova.

In lista personalititilor selectate au fost incluse cadre didactice experimentate, clinicien,
savanti fondatori de scoli si directii stiintifice, medici oameni de stat. Lista personalitatilor ale
caror busturi urmau sa fie edificate a fost pusd in discutie si aprobatd la Consiliul stiintific al
USMF si la Senatul universitar. A fost stabilit obiectivul de a reda chipurile sculpturale ale
medicilor, profesorilor eminenti si savantilor, cu maximad asemanare portretistica si cu atitudine
plind de demnitate.

Este de mentionat faptul ca sculptorii, care au lucrat la Aleea Savantilor si Medicilor Ilustri
din Chisinau, au considerat, urmarind segmentul nou al Aleii Clasicilor din Chiginau, ca ar fi mai
indicat sa fie stabilite aceleasi proportii pentru toate busturile. Mai mult ca atat, au decis sa fie
pastrat si un ,,stil” documentar, aproape identic, lucrand chipurile de pe fotografiile de epoca, in
special cele din acte. Astfel a fost pastrat aspectul unei anumite varste, pentru aceasta fiind
necesard asemanarea portretisticd, dar si conferirea unei aluri de umanism si dedicatie profesiei,
sesizabile in toate chipurile sculptate.

Aleea contine busturile pedagogilor si medicilor, care timp de peste 70 de ani au format,
catre anul 2015, peste 40 de mii de medici. Diferiti ca prestantd artistica, cei 14 sculptori au
realizat in total 49 de busturi, lucrand preponderent dupa fotografiile portretizatilor, dar si
solicitand parerea apropiatilor acestora. De altfel, a fost importantd si mentinerea unei stilistici, a
unui concept unic, in elaborarea caruia artistii plastici au fost sustinuti de Consiliul National
pentru Monumente de For Public, Directia patrimoniu cultural si arte vizuale, Muzeul National de
Arta a Moldovei, Asociatia Arhitectilor din Moldova. A fost importanta si amplasarea armonioasa
a busturilor in spatiul arhitectural, lucru la care a contribuit arhitectul Victor Chiosa.

De o insemnatate deosebitd pentru tabloul cultural al Republicii Moldova, fiind si de o
veritabild valoare artisticd, aceste busturi poartd amprenta atat a personalitatilor notorii si a
realizarilor acestora cét si a perioadelor din istorie 1n care au activat. Contributia lor la prosperarea
stiintelor medicale, ponderea lor ca profesionisti au contribuit la crearea acestui panteon, care va
ramane ca o marturie a daruirii de sine a medicilor si farmacistilor de la USMF Nicolae
Testemitanu timp de opt decenii.

Cuvinte-cheie: alee, busturi, monumente de sculpturd, sculptori, arhitecti, personalitati
notorii din domeniul medicinii, amplasare armonioasd, expresie plastica
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The unique Alley of Outstanding Scientists and Doctors of the Chisinau State University of
Medicine and Pharmacy Nicolae Testemitanu was inaugurated on October 9, 2015, in the presence
of numerous personalities from the fields of medicine, culture and politics. The idea for this alley
belongs to SUMPH Rector Nicolae Testemitanu and university professor and academician Ion
Ababii.

Founded in 1945, the Institute of Medicine was transferred to Chisinau from Kislovodsk,
which, in turn, was created on the basis of the Institute of Medicine No. 1, the Institute No. 2 and
the Institute of Pediatrics from Leningrad, the Chisinau State Institute of Medicine (CSIM),
already in the early 1950s, prepared graduates, among whom were the first native residents. Many
of them began teaching at the University, continuing the traditions. Also, several of the graduates
became rectors of the University, including Ipatie Sorocean (1945-1948), Nikolay Khazarov
(1948-1951), Leonid Ganul (1951-1953), Nikolay Starostenko (1953-1959), as well as Nicolae
Testemitanu (1959-1963), Vasile Anestiadi (1963-1986), Leonid Kobyleanskii (1986-1994), Ion
Ababiy (1994-2016), Emil Ceban (2016 — present).

Thanks to their profound knowledge and the cultural environment they inhabited,
Moldovan physicians and pharmacists formed part of a progressive intelligentsia that supported
the National Renaissance Movement and democracy in the country. The creation of the Alley of
Eminent Scientists and Doctors at the Nicolae Testemitanu Chisinau State University of Medicine
and Pharmacy (SUMPH) is a gesture of gratitude from the current generation of physicians to
their predecessors. At the suggestion of the Ministry of Health, the Alley became part of the
SUMPH Infrastructure Development Plan, approved by the Government of the Republic of
Moldova.

The list of eminent individuals included teaching staff with extensive experience,
clinicians, scientists who founded scientific schools and fields, and physicians who served as
statesmen. This list of eminent individuals, to whom busts were to be erected, was discussed and
approved by the SUMPH Scientific Council and the University Senate. The goal was to create
sculptural images of physicians, eminent professors, and scientists with maximum portrait likeness
and a dignified attitude.

It's worth noting that the sculptors who created the Alley of Eminent Scientists and Doctors
of the Nicolae Testemitanu Chisinau State University of Medicine and Pharmacy were familiar
with the experience of the new segment of the Alley of Classics in Chisinau, which required
maintaining uniform proportions for all busts. Furthermore, it was decided to maintain a nearly
identical documentary "style" by using vintage photographs, particularly from documents, in the
creation of the images. This ensured a consistent age, which necessitated maintaining portrait
likeness, as well as humanism and a sense of professional duty in all the sculptural images.

The Alley contains busts of educators and doctors, who, over the course of over 70 years,
have shaped the careers of more than 40,000 medical professionals by 2015. Fourteen sculptors,
each with a different artistic focus, created a total of 49 busts, working primarily from
photographs of the subjects but also seeking the opinion of those close to them. Maintaining a
consistent style and a unified concept was crucial, and the sculptors received support from the
National Committee of Public Monuments, the Directorate of National Heritage and Visual Arts,
the National Museum of Art of Moldova, and the Association of Architects of Moldova. A key
aspect was the harmonious arrangement of the busts within the architectural space, facilitated by
the architect Victor Chiosa.
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The Alley also plays a significant role in the cultural landscape of the Republic of
Moldova, representing a true artistic treasure. These busts bear the imprint not only of outstanding
individuals and their achievements, but also of the historical periods in which they distinguished
themselves. Their valuable contribution to the advancement of medical science and their
professional experience contributed to the creation of this pantheon, which will remain a testament
to the dedication of the physicians and pharmacists of the Nicolae Testemitanu State University of
Medicine and Pharmacy for eight decades.

Keywords: alley, busts, sculptural monuments, sculptors, architects, outstanding
personalities from the field of medicine, harmonious arrangement, artistic expression
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Studiul constituie o investigatie a universului artistic creat de Mihai Grecu, figura centrala
a artei basarabene contemporane, a carui opera transcende simpla estetica pentru a deveni un
spatiu de reflectie asupra complexitatii identitare. Analiza demonstreaza ca viziunea sa plastica nu
apare dintr-un vid artistic, ci este profund ancorata Intr-un complex de influente culturale — de la
peisajul traditional si bogatia folclorului, pana la dinamica modernismului international. Depdsind
simpla catalogare stilistica, studiul vizeaza decodificarea substraturilor care au modelat acest
discurs, evidentiind modul in care elemente din arta traditionald si spiritualitatea rurald au fost
asimilate, reinterpretate si integrate intr-un limbaj universal. Aceastd ancorare in concretul istoric
si spiritual este vizibild incd din compozitiile sale timpurii, unde artistul incepe sa distileze
realitatea imediata in simboluri perene.

In faza de inceput a creatiei sale, Mihai Grecu exploreazi potentialul narativ si cromatic al
mediului siu, stabilind fundamentele unei poetici a spatiului natal. In lucriri precum Naturd
moartd cu pesti sau Taranca cu cosul, se observa deja o preocupare pentru rigoarea constructiei si
pentru o anumitd asprime a formei care refuzd decorativismul facil. Relatia dintre traditie si
modernitate incepe sd se contureze prin aceste exercitii de observatie, unde obiectul cotidian
capitd o densitate aproape sculpturald. In lucrarea ,,Recuzitd de teatru” se face simtitd tranzitia
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subtila spre simbol, unde elementele disparate sunt organizate intr-o ordine care prefigureaza
marile compozitii metafizice. Crucea si spirala, desi inca discrete, incep sa se impuna ca structuri
geometrice fundamentale, aspecte ce vor atinge apogeul mai tarziu in lucrari precum Geneza, unde
nasterea lumii este redatd prin forta primara a formelor pure.

Satul, cu bogatia sa de simboluri si ritualuri, a servit drept rezervor de arhetipuri pe care M.
Grecu le-a transfigurat pentru a atinge nivelul spatiului mental. Spiritualitatea rurald nu este un
simplu accent decorativ, ci un temei care informeazi viziunea artistului asupra sacrului. in
compozitia Ospitalitate artistul reuseste sd sintetizeze etosul popular prin intermediul unei
geometrii riguroase, transformand un gest arhaic intr-o declaratie de demnitate umana.
Simbolistica etnograficd evolueaza de la referintele explicite din ,,Femeie cu urcior” spre o
abstractizare tot mai profunda, unde motivele devin metafore ale continuitatii. Aceasta patrundere
in universul etnografic 11 permite artistului sd acceseze straturi profunde ale inconstientului
colectiv, creand peisaje interioare care rezoneaza cu experientele umane fundamentale, asa cum se
intdmpla in tulburdtoarea lucrare , Tragedie”, unde trauma istoricd este sublimata prin forta
cromatica a galbenului si a ocrului.

Identitatea, in viziunea lui Mihai Grecu, este un proces dinamic de transformare de la local
la universal. In lucrarea ,,Fetele din Ceadir-Lunga”, artistul porneste de la chipul uman specific,
regional, pentru a ajunge la o icoand a feminitdtii universale, epurand trasaturile de orice detaliu
anecdotic. Chiar si 1n peisajele sale de inceput, cum este ,,Toamna de aur”, natura nu este doar
contemplatd, ci devine o stare de spirit, o intersectie intre pamantesc si divin. Aceastd utilizare
expresivd a culorii i a formei permite ca mesajul cultural sa fie transmis intr-un mod pertinent
pentru spectatorul contemporan, indiferent de originea sa.

In final, creatia lui Mihai Grecu se impune ca un model de revitalizare a traditiei in context
contemporan. Prin experimente inovatoare de tehnica, precum utilizarea colorantilor sintetici sau a
facturilor reliefate, vizibile in lucrari precum ,,Masa tacerii”, el demonstreaza ca pictura poate fi o
experientd tactila si spirituald totodatd. Artistul reuseste sd actioneze ca un catalizator al reflectiei
asupra mostenirii culturale, oferind un limbaj organic in care elementele disparate ale istoriei si
modernitatii coexistd intr-o armonie vizuala unicd. Mihai Grecu ramane un vizionar care a inteles
ca adevarata identitate nu este o conservare a formelor moarte, ci o reinnoire continuad a spiritului
prin actul creatiei.

Cuvinte-cheie: identitate, traditie, modernitate, simbolism plastic, arhetipuri colective

The study constitutes an investigation of the artistic universe created by Mihai Grecu, a
central figure of contemporary Bessarabian art, whose work transcends mere aesthetics to become
a space for reflection on the complexity of identity. The analysis demonstrates that his plastic
vision does not emerge from an artistic vacuum, but is deeply anchored in a complex of cultural
influences — from the traditional landscape and the richness of folklore, to the dynamics of
international modernism. Going beyond simple stylistic cataloguing, the study aims to decode the
substrates that shaped this discourse, highlighting the way in which elements of traditional art and
rural spirituality were assimilated, reinterpreted and integrated into a universal language. This
anchoring in the historical and spiritual concrete is visible from his early compositions, where the
artist begins to distill immediate reality into perennial symbols.

In the early stages of his creation, Mihai Grecu explores the narrative and chromatic
potential of his environment, establishing the foundations of a poetics of his native space. In
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works such as "Still Life with Fish" or "Peasant with a Basket", one can already observe a concern

for the rigor of construction and for a certain harshness of form that refuses easy decorativism.
The relationship between tradition and modernity begins to take shape through these observational
exercises, where the everyday object acquires an almost sculptural density. In the work "Theatre
Prop", that subtle transition towards the symbol is felt, where disparate elements are organized in

an order that prefigures the great metaphysical compositions. The cross and the spiral, although

still discreet, begin to impose themselves as fundamental geometric structures, aspects that will
reach their peak later in works such as "Genesis", where the birth of the world is rendered through

the primary force of pure forms.

The village, with its wealth of symbols and rituals, served as a reservoir of archetypes that
M. Grecu transfigured to reach the level of mental space. Rural spirituality is not a simple
decorative accent, but a foundation that informs the artist's vision of the sacred. In the composition
"Hospitality", the artist manages to synthesize the popular ethos through rigorous geometry,
transforming an archaic gesture into a declaration of human dignity. The ethnographic symbolism
evolves from the explicit references in "Woman with a Pitcher" towards an ever-deeper
abstraction, where the motifs become metaphors of continuity. This penetration into the
ethnographic universe allows the artist to access deep layers of the collective unconscious,
creating interior landscapes that resonate with fundamental human experiences, as happens in the
disturbing work "Tragedy", where historical trauma is sublimated through the chromatic force of
yellow and ochre.

Identity, in Mihai Grecu's vision, is a dynamic process of transformation from the local to the
universal. In the work "Girls from Ceadir-Lunga", the artist starts from the specific, regional
human face to arrive at an icon of universal femininity, purging the features of any anecdotal
detail. Even in his early landscapes, such as "Golden Autumn", nature is not just contemplated, but
becomes a state of mind, an intersection between the earthly and the divine. This expressive use of
color and form allows the cultural message to be transmitted in a way that is relevant to the
contemporary viewer, regardless of his origin.

Finally, Mihai Grecu's creation stands out as a model for revitalizing tradition in a
contemporary context. Through innovative experiments in technique, such as the use of synthetic
dyes or embossed textures, visible in works such as "The Table of Silence", he demonstrates that
painting can be a tactile and spiritual experience at the same time. The artist manages to act as a
catalyst for reflection on cultural heritage, offering an organic language in which disparate
elements of history and modernity coexist in a unique visual harmony. Mihai Grecu remains a
visionary who understood that true identity is not a preservation of dead forms, but a continuous
renewal of the spirit through the act of creation.

Keywords: identity, tradition, modernity, artistic symbolism, collective archetypes
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Tipologia compozitiilor ornamentale, bazatd pe principiile artei decorative formulate de
cercetitori, reflecti modul de organizare a decorului ornamental pe suprafata tesiturii. In
determinarea tipologiei unei scoarte, un criteriu fundamental il constituie examinarea directiei
axiale dupa care sunt orientate motivele decorative. In analiza principiilor de organizare a
motivelor vegetale vom utiliza termeni specifici, precum: chenar, bandd ornamentald, axa
longitudinald si axd transversala. Acesti termeni derivd din structura compozitionald a piesei
textile si contribuie la o descriere riguroasa a organizarii decorului.

Modalitatile de realizare a decorului, de alegere si armonizare a motivelor vegetale pe
suprafetele scoartelor, laicerelor, paretarelor sau ale stergarelor au un rol foarte important.
Urmérind compozitia tesdturilor moldovenesti, se poate constata preferinta pentru campul
ornamental mixt Tn care motivele vegetale se intrepatrund cu cele geometrice, antropomorfe sau
zoomorfe, alcatuind Impreund compozitii unitare si echilibrate.

Ritmul este unul dintre cele mai vechi si simple principii decorative si se aplica 1n calitate
de ornament in ,,vraste” colorate diferit, prin alternare, orizontale ori verticale unde motivele se
repetd ritmic la intervale regulate. Decorarea cu ,vraste” (registre ornamentale dispuse in benzi
succesive) constituie o trasaturd definitorie pentru categoria ldicerelor inguste si a paretarelor,
configurdnd un sistem compozitional bazat pe succesiunea ritmica a cAmpurilor decorative.

In decorul covoarelor motivele vegetale ornamentale sunt asezate diferit in cAmpul central
fatd de chenar. In campul central, motivele, de la cele simple la cele complexe, sunt organizate
dupd anumite reguli. Adesea, un motiv se repetd pe toatd suprafata, iar ritmul, alternanta si
simetria sunt create prin schimbarea culorilor pe verticald sau pe orizontala. Uneori, ornamentele
vegetale sunt organizate in registre verticale, unde se repetd aceleasi motive sau se combind doua-
trei motive, cu variatii de culoare. Mai rar, registrele sunt asezate pe lungimea covorului. De-a
lungul timpului, s-au facut analize si interpretari detaliate despre modul in care sunt ordonate
motivele, inclusiv in covoarele basarabene.
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In organizarea compozitionald a motivelor vegetale din decorul tesaturilor traditionale se
pot sesiza doud tendinte principale: una inclindnd spre o ordonare unitara a ornamentelor, potrivit
legilor simetriei si echilibrului dintre partile componente, iar cea de a doua orientatad spre
dinamismul 1intregului, bazat pe importanta elementului, implicand deci aglomerarea
componentelor decorului in virtutea unei tendinte de descentralizare. Fundalul, ca componenta a
ansamblului vizual, influenteaza organizarea plastica si modul in care compozitia decorativa este
perceputd atat optic cat si psihologic. Fundalul scoartelor evolueaza de la absentd sau tonuri
deschise spre variante mai inchise, fard a le inlocui pe cele initiale, fundalurile deschise persista
mai ales Tn mediile modeste, unde iluminarea redusa si spatiul restrans au favorizat covoarele fara
fundal sau cu fundal partial.

Tesaturile analizate In acest articol reprezintd creatii ale oamenilor, pentru care existenta
avea un profund caracter sacru, iar limbajul imaginii concentra sensuri esentiale. Textilele
traditionale, ajunse la maturitate artistica, se caracterizeaza printr-o compozitie echilibrata, in care
fiecare element este justificat decorativ sau simbolic, iar expresivitatea lor depaseste adesea
necesitatea descifrarii complete a ornamenticii

Cuvinte-cheie: covor, scoartd, stergar, motiv vegetal, vrdste, fundal, traditional, geometric,
antropomorf, zoomorf

The typology of ornamental compositions, based on the principles of decorative art
formulated by researchers, reflects the way in which ornamental decoration is organized on the
surface of the textile. In determining the typology of a traditional rug, a fundamental criterion is
the examination of the axial direction according to which the decorative motifs are oriented. In
analyzing the principles of organizing vegetal motifs, we will use specific terms such as: border,
ornamental band, longitudinal axis, and transverse axis. These terms derive from the
compositional structure of the textile piece and contribute to a rigorous description of the
organization of the decoration.

The methods of creating the decoration, as well as the selection and harmonization of
vegetal motifs on the surfaces of carpets or traditional wiping cloths, play a very important role.

An analysis of Moldovan textiles reveals a preference for mixed ornamental fields, in which
phytomorphic motifs intertwine with geometric, anthropomorphic, or zoomorphic ones, forming
unified and balanced compositions.

Rhythm is one of the oldest and simplest decorative principles and is applied as an ornament in
differently colored "stripes", arranged alternately, horizontally or vertically, where motifs repeat at
regular intervals. Decoration with "stripes" (ornamental registers arranged in successive bands) is

a defining feature of narrow woven fabrics and wall hangings, establishing a compositional system
based on the rhythmic succession of decorative fields.

In carpet decoration, vegetal ornamental motifs are arranged differently in the central field
compared to the border. In the central field, motifs, ranging from simple to complex, are organized
according to specific rules. Often, a motif is repeated across the entire surface, while rhythm,
alternation, and symmetry are achieved through changes in color along the vertical or horizontal
axis. Frequently, vegetal ornaments are arranged in vertical registers, where the same motifs are
repeated or two to three motifs are combined with color variations. More rarely, the registers are
arranged along the length of the carpet. Over time, detailed analyses and interpretations have been
made regarding the ordering of motifs, including in Bessarabian carpets.
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In the compositional organization of vegetal motifs in traditional textile decoration, two
main tendencies can be observed: one inclined toward a unified arrangement of ornaments,
according to the laws of symmetry and balance between the component parts; the other oriented
toward the dynamism of the whole, based on the prominence of individual elements, thus
involving a clustering of decorative components driven by a tendency toward decentralization.
The background, as a component of the visual ensemble, influences both the formal organization
and the way the decorative composition is perceived, both optically and psychologically. The
background of traditional rugs evolves from absence or light tones toward darker variants, without
replacing the earlier ones; light backgrounds persist especially in modest environments, where
reduced lighting and limited space favored carpets without a background or with a partial
background.

The textiles analyzed in this article represent creations of people for whom existence had a
profoundly sacred character, and whose visual language condensed essential meanings.
Traditional textiles, having reached artistic maturity, are characterized by a balanced composition
in which each element is justified either decoratively or symbolically, and their expressiveness
often surpasses the need for a complete decoding of the ornamentation.

Keywords: carpet, decorative towel, vegetal motif, ornamental stripes, background,
traditional, geometric, anthropomorphic, zoomorphic
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Articolul isi propune sa investigheze pictura realizata in plein-air a artistului plastic Mihai
Serbu (n. 24 iulie 1967), un pictor din Republica Moldova, originar din Criuleni, care si-a format
abilitatile profesionale la Scoala de Arte Plastice din Dubasari (1979-1982), dupa
finisarea/absolvirea céreia continua studiile la Scoala Republicana //ia Repin din Chisinau (1982-
1986), actualmente Colegiul de Arte Plastice Alexandru Plimddeald. intre anii 1996-2001 este
student la Universitatea Pedagogicd lon Creanga din Chisindu. Din 1989, sustinut de colegul de
breasla Valentin Andreev (1964-2020), a infiintat Scoala de Arte Plastice din Criuleni, pe care a
condus-o, in functie de director, pana in 1996. Dupa comasarea cu Artele Muzicale, Scoala de

77 E-mail: ion.jabinschi@amtap.md

196



Arte Plastice din Criuleni a fost redenumita in Scoala de Arte Criuleni. Mihai Serbu lucreaza pana
in prezent in cadrul Scolii de Arte Criuleni 1n calitate de profesor la disciplinele Arte Plastice.

Articolul descrie modul in care Mihai Serbu si-a conturat un stil propriu, transmisiv din
punct de vedere emotional, explorand tensiunea si calmul in lucrarile sale. De asemenea, este
valorificati metoda sa experimentali cu culoarea, textura, gestualitatea si compozitia. In general,
laitmotivul creatiei lui Mihai Serbu este, prioritar, natura, in orice forma si expresie a acesteia. In
aspect tematic, exploreaza cu excelentd genurile: peisaj, portret si tabloul tematic. Cert, tema
peisajului — fie rural, citadin sau marin, panoramic sau epic, realizatd in plein-air — este evocata pe
larg in creatia sa. In acest context, este elocvent si mentionim seriile de lucrari valorificate cu
pasiune de catre plastician, fiind reflectate reusit in numeroase lucrdri picturale, care prezintd
valente artistice deosebite: Prin  Butuceni (2022-2026), Prin  Morovaia (2021-2026),
Hidrocentrala de la Dubasari (2021-2026), Podetul (2022-2026), Casa agricultorului
Varzari (2022-2026) etc.

Picturile lu1 Mihai Serbu, lucrate cu multa inspiratie si iscusinta, trezesc un viu interes in
randurile admiratorilor, care nu reflectd pur si simplu ilustrativ personalizarea mediului
inconjurator, ci creeaza, printr-o originald structura compozitionald si o gama cromatica la fel de
originald, imagini vizuale care dezvaluie complexitatea si infinitul universului, dinamismul
spatiului existential al fiintei umane, capacitatile sale creatoare, cat si tendintele de a imortaliza
frumosul. Lucrdrile sunt bine organizate compozitional si stratificate deosebit de complicat, in
unele tablouri, compuse din pete, la prima vedere parca intdmplatoare, ce reprezintd pdmantul si
cerul, valurile apei sau nori ce se intrepatrund, se suprapun printr-o gama redusd la un segment
mai restrans al spectrului cromatic sau, in altele, mai cuprinzatoare, extinzandu-se de la cele mai
intunecate culori si tonuri de albastru, maroniu, indigo si negru pana la cele mai fine nuante
cromatice si tonuri de griuri nuantate, roz, galben, verde, azuriu, sau alb, exprimand realitatea,
recreand-o prin prisma sa perceptiv-vizuala si reprezentand-o prin trdiri sufletesti, prin simboluri si
alegorii, cu care incearca sa ne convinga ,,clipa este minunea”.

Pe parcursul activitatii sale profesionale, in deosebi in ultimii ani, Mihai Serbu participa la
mai multe expozitii de grup si organizeazd mai multe expozitii personale in tard si peste hotare,
printre cele mai relevante fiind cele desfasurate la Centrul Expozitional Constantin Brancusi din
Chisinau (2005 — prezent); Biblioteca Judeteand ,,Antim Ivireanul”, Ramnicu Véalcea, Romania
(2016-2024); Muzeul de Istorie, Etnografie si Arta din Cimislia (2025); Muzeul de Istorie si
Etnografie din Leova (2025); Muzeul National de Etnografie si Istorie Naturald din Chisindu
(2026) etc. Din 2015 participa la diverse tabere de creatie, precum: taberele de creatie de la Hagi
Curda, Camasovca, Izmail (Ucraina); taberele de picturd ,,Traditie si postmodernitate” (editiile
2016-2021), ,,La Ramnic” (editiile 2022-2024), organizate la Rdmnicu Valcea (Romania); Tabara
de creatie ,,Cumpana”, editia 2025, organizatd la Constanta (Romania) etc.

Artistul merita aprecierea pentru reusita de a imortaliza momentele schimbatoare ale
naturii, de a le transpune si a le renaste/recrea in panzele sale, care/ce respira un proaspat aer prin
culorile pastelate. Expuse in sdlile de expozitie, aduc un usor freamat, o melodie care vine sa-i
intdreasca opera, prin culori ce ii vibreaza emotiile curate transpuse In imagini. O categorie
distincta o constituie structura compozitionala a tabloului.

Arta mereu a fost, este si va rdmane in fruntea confruntdrilor de idei, iar artistul este un
moderator al spatiilor arhitecturale create, prin care putem surprinde o inaltd cultura de realizare, o
delicatete a gustului si un rafinament artistic, ea parcurgand, de reguld, calea: trdire — imaginatie —
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gandire — creatie (artisticd). lar cunoasterea artistico-estetica, fiind orientatd la cunoasterea de sine
si la crearea universului uman, devine nu doar un mod de abordare a lumii prin imagini artistice, ci
si o reconstruire reald intr-o altfel de existenta metafizica. Importanta existentei metafizice pe care
0 creeaza cunoasterea artistico-estetica este fiinta umana pe coordonata sa estetica, deoarece a fi
om Inseamnd a fi o fiintd esteticd, cdci doar in aceastd calitate omul poate atinge culmile
desavarsirii sale si doar in ipostaza de stare de revelatie artistica pe care o traieste in timpul crearii
sau receptarii operelor de artd omul se simte pe deplin liber si fericit.

Articolul subliniaza, totodatd originalitatea si deschiderea artistului catre inovatie si
provocdri creative in arta contemporana nationald, prin contributia sa semnificativa la valorificarea
picturii realizate in plein-air.

Cuvinte-cheie: Mihai Serbu, plein-air, artist plastic, pictura, creatie, opera de arta

The article aims to investigate the plein-air painting of the plastic artist Mihai Serbu (b.
July 24, 1967), a painter from the Republic of Moldova, originally from Criuleni, who trained his
professional skills at the School of Fine Arts in Dubasari (1979-1982), after which he continued
his studies at the Ilia Repin Republican School in Chisindu (1982-1986), currently the Alexandru
Plamadeala College of Fine Arts. Between 1996 and 2001 he was a student atthe Ion Creanga
Pedagogical University in Chisinau. In 1989, supported by his colleague Valentin Andreev (1964-
2020), they founded the Criuleni School of Fine Arts, which he led as director until 1996. After
merging with the Musical Arts, it was renamed the Criuleni School of Arts, where he still works
as a professor in the Fine Arts disciplines.

The article describes how Mihai Serbu shaped his own style, emotionally transmissive,
exploring tension and calm in his works. His experimental method with color, texture, gesturality
and composition is also valued.
In general, the leitmotif of Mihai Serbu's creation is, above all, nature, in its any form and
expression. In terms of thematic aspect, he explores with excellence the genres: landscape, portrait
and thematic painting. Certainly, the theme of the landscape — whether rural, urban or marine,
panoramic or epic, made in plein-air — is widely evoked in his creation. In this context, it is
eloquent to mention the series of works, passionately exploited by the artist, being successfully
reflected in numerous pictorial works, which present special artistic valences: the series Through
Butuceni (2022-2026), the series Through Morovaia (2021-2026), the series with The Dubdasari
Hydropower Plant (2021-2026), the series The Bridge (2022-2026), the series The Farmer's
House Varzari (2022-2026), etc.

Mihai Serbu's paintings, worked with great inspiration and skill, arouse a lively interest
among admirers, who do not simply reflect illustratively the personalization of the environment,
but create, through an original compositional structure and an equally original chromatic range,
visual images that reveal the complexity and infinity of the universe, the dynamism of the
existential space of the human being, his creative capacities, as well as the tendencies to
immortalize beauty. The works are well-organized compositionally and particularly intricately
layered, in some paintings, composed of spots, at first glance seemingly random, representing the
earth and the sky, water waves or clouds that intertwine, overlapping through a reduced range to a
narrower segment of the chromatic spectrum or, in others, more comprehensive, extending from
the darkest colors and tones of blue, brown, indigo and black to the finest chromatic shades and
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tones of nuanced grays, pink, yellow, green, azure, or white, expressing reality, recreating it
through its perceptual-visual prism and representing it through emotional experiences, through
symbols and allegories, with which he tries to convince us that "the moment is the miracle".

During his professional activity, especially in recent years, Mihai Serbu has participated in
several group exhibitions and organized several personal exhibitions in the country and abroad,
among the most relevant being those held at: the Constantin Brancus Exhibition Center in
Chisinau (2005 — present); the Ethnography and Art in Cimislia (2025); the Museum of History
and Ethnography in Leova (2025); the National Museum of Ethnography and Natural History in
Chiginau (2026), etc. Since 2015 he has participated in Creation Camps: "Hagi Curda",
Camasovca, Izmail, Ukraine; Painting Camp "Tradition and Postmodernity" (2016 — 2021
editions) and "in Ramnic" (2022 — 2024 editions); Ramnicu Valcea, Romania; Plastic Creation
Camps "Cumpana, Constanta" edition 2025.

The artist deserves appreciation for his success in immortalizing the changing moments of
nature, transposing them and reviving/recreating them in his canvases, which breathe a fresh air
through pastel colors. Exhibited in the exhibition halls, they bring a slight thrill, a melody that
comes to strengthen his work, through colors that vibrate his pure emotions transposed into
images. A distinct category is constituted by the compositional structure of the painting.

Art has always been, is and will remain at the forefront of confrontations of ideas, and the artist is

a moderator of the architectural spaces created, through which we can capture a high culture of
achievement, a delicacy of taste and artistic refinement, it usually following the path: experience —
imagination — thinking — (artistic) creation. And artistic-aesthetic knowledge, being oriented
towards self-knowledge and the creation of the human universe, becomes not only a way of
approaching the world — through artistic images — but a real reconstruction in a different
metaphysical existence. The importance of the metaphysical existence that artistic-aesthetic
knowledge creates is the human being on its aesthetic coordinate, because being human means
being an aesthetic being, because only in this capacity can man reach the heights of his perfection
and only in the hypostasis of a state of artistic relevance that he experiences during the creation or
reception of works of art, does man feel completely free and happy.

The article also emphasizes the artist's originality and openness to innovation and creative
challenges in national contemporary art, through his significant contribution to the valorization of
plein-air painting.

Keywords: Mihai Serbu, plein-air, plastic artist, painting, creation, work of art
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Podoabele vestimentare sunt, in mod obisnuit, asociate cu rolul lor decorativ, fiind
considerate elemente menite sd completeze sau sa accentueze o tinuta. Totusi, o analiza atenta a
evolutiei designului din ultimele decenii sugereaza ci aceastd perspectiva este limitatd. In context
contemporan, bijuteriile depasesc functia esteticd, devenind instrumente active in configurarea
identitatii vizuale si in modelarea experientei corporale a purtdtorului.

Semnificatia unei bijuterii se activeaza in momentul purtarii; in absenta acestei interactiuni,
obiectul ramane un artefact static. Odatd integratd in dinamica corpului, bijuteria genereaza o
relatie complexa intre materialitate si miscare. Aceasta relatie poate varia de la o prezenta discreta
la una intruziva, mai ales atunci cand piesa afecteaza confortul sau libertatea de miscare. In acest
context, ergonomia si functionalitatea devin componente esentiale ale procesului de proiectare,
influentdnd nu doar aspectele tehnice, ci si perceptia si utilizarea obiectului. Intr-un mediu
caracterizat de mobilitate si diversitate stilistica, bijuteriile trebuie sa raspunda simultan cerintelor
estetice, practice si tehnologice.

Prezentul studiu isi propune sd investigheze rolul ergonomiei si al functionalitatii in
designul podoabelor integrate In vestimentatia contemporand. Analiza vizeaza modul in care
aceste dimensiuni influenteaza atat conceptia formala cat si relatia dintre obiect si corp, precum si
experienta utilizatorului. Un aspect central al cercetdrii 1l constituie relatia dintre functionalitate,
confort si expresivitate artisticd. Se ridica astfel intrebarea daca aceste criterii actioneaza ca
limitari ale creativitatii sau, dimpotrivd, ca factori generatori de inovatie. Aceastd problematica
deschide perspectiva unei analize aprofundate a practicilor actuale din designul de bijuterie.

Importanta ergonomiei in contextul bijuteriilor contemporane este adesea subestimatd. Dat
fiind faptul ca aceste obiecte sunt purtate direct pe corp, ele trebuie sa raspunda particularittilor
anatomice si dinamicii miscarii. Adaptarea formald nu este Intotdeauna facila, iar solutiile vizual
spectaculoase pot genera dificultati in utilizare.

Dincolo de dimensiuni si greutate, ergonomia implicd o intelegere a modului in care
obiectul interactioneazd cu suprafata corpului si cu gesturile cotidiene. Elementele constructive
precum marginile, stabilitatea sau mecanismele de prindere pot transforma radical experienta
purtarii. In paralel, functionalitatea asigurd eficienta tehnica a obiectului, incluzand fiabilitatea
sistemelor de fixare, rezistenta materialelor si coerenta structurald. In anumite cazuri, solutia
tehnicad devine punctul de plecare al designului, modeland forma finala; in altele, conceptul artistic
precede rezolvarea constructiva.

Se remarcd, de asemenea, orientarea tot mai accentuata cdtre versatilitate si adaptabilitate.
Bijuteriile modulare sau transformabile ofera posibilitatea reconfigurarii in functie de context — de
exemplu, un colier care poate fi reinterpretat ca britara sau elemente detasabile utilizate
independent. Aceasta flexibilitate reflectd nevoia contemporand de adaptare rapida la diverse
situatii sociale si profesionale.
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In acelasi timp, directiile experimentale integreazi tot mai frecvent tehnologii digitale si
concepte asociate designului purtabil. Desi Inca in faze incipiente, aceste abordéri indicd o
transformare posibild a bijuteriei intr-un obiect interactiv, situat la intersectia dintre esteticd si
functionalitate tehnologica.

Relatia dintre functionalitate si expresia artisticd rdmane deschisd interpretdrii. Granita
dintre cele doua dimensiuni devine din ce in ce mai permeabild, iar numerosi designeri sustin ca o
rezolvare ergonomica bine gandita poate amplifica impactul vizual. Echilibrul formal, proportia si
ingeniozitatea constructiva devin, astfel, mijloace de expresie in sine.

Rezultatele studiului confirma faptul ca ergonomia si functionalitatea constituie factori
determinanti in designul contemporan al bijuteriilor. Acestea influenteaza atat procesul de
conceptie, cat si modul in care obiectele sunt percepute si utilizate.

Aplicarea principiilor ergonomice contribuie la realizarea unor podoabe confortabile si
sigure, potrivite utilizarii cotidiene, in timp ce functionalitatea sustine durabilitatea si eficienta
acestora. Integrarea acestor dimensiuni nu restrange expresivitatea artistica, ci o poate intensifica,
generand obiecte complexe, situate la confluenta dintre arta, moda si design industrial.

Privind spre viitor, evolutia designului de bijuterie va fi probabil marcata de o integrare
mai profundd a tehnologiilor emergente, a sustenabilitdtii si a principiilor centrate pe utilizator.
Modelarea digitala, imprimarea 3D si inovatiile in domeniul materialelor vor redefini modul de
concepere a bijuteriei.

In acest context, dezvoltarea bijuteriilor inteligente sau interactive poate extinde
semnificativ functiile traditionale ale podoabelor. Dincolo de dimensiunea estetica, acestea pot
integra capacitdti de comunicare, monitorizare sau interactiune cu mediul. Indiferent de directia
evolutiva, relatia dintre corp, obiect si experienta purtdrii va rdmane un element esential in
definirea designului contemporan.

Cuvinte-cheie: bijuterie contemporana, designul podoabelor vestimentare, ergonomie,
functionalitate, inovatie

Clothing adornments are commonly associated with their decorative role, being regarded
as elements intended to complement or enhance an outfit. However, a closer examination of
design evolution over recent decades suggests that this perspective is somewhat limited. In a
contemporary context, jewelry transcends its purely aesthetic function, becoming an active
instrument in shaping visual identity and influencing the wearer's bodily experience.

A piece of jewelry acquires meaning primarily through wearing; without this interaction, it
remains a static artifact. Once integrated into the dynamics of the body, it establishes a complex
relationship between materiality and movement. Such interaction may range from subtle presence
to intrusive impact, particularly when comfort or freedom of movement is affected. In this regard,
ergonomics and functionality become essential components of the design process, influencing not
only technical aspects but also perception and use. Within a context defined by mobility and
stylistic diversity, jewelry is expected to meet he aesthetic, practical, and technological demands
simultaneously.

This study aims to investigate the role of ergonomics and functionality in the design of
adornments integrated into contemporary clothing. Particular attention is given to the ways in
which these dimensions shape formal conception, the interaction between object and body, as well
as the user’s experience.
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A central concern of the research lies in the relationship between functionality, comfort, and
artistic expression. One may question whether these criteria constrain creativity or, conversely,
stimulate innovation. Such an inquiry opens the path toward a deeper understanding of current
practices in jewelry design.

Often underestimated, ergonomics plays a significant role in contemporary jewelry. Since
these objects are worn directly on the body, they must respond to anatomical characteristics and
the dynamics of movement. Achieving formal adaptation is not always straightforward, and
visually striking solutions may sometimes create challenges in use.

Beyond considerations of size and weight, ergonomics involves understanding how objects
interact with the body's surface and everyday gestures. Structural elements such as edges, stability,
and fastening mechanisms can significantly influence the wearing experience. At the same time,
functionality ensures technical efficiency, including the reliability of fastening systems, material
durability, and structural coherence. In some cases, technical solutions serve as the starting point
of the design, shaping its final form; in others, the artistic concept precedes constructive
resolution.

A growing tendency toward versatility and adaptability can be observed. Modular or
transformable jewelry enables reconfiguration depending on context — for example, a necklace that
can be worn as a bracelet, or detachable elements used independently. Such flexibility reflects the
contemporary need for rapid adaptation to various social and professional environments.

At the experimental level, increasing integration of digital technologies and wearable design
concepts can be noted. Although still emerging, these approaches suggest a transformation of
jewelry into interactive objects situated at the intersection of aesthetics and technological
functionality.

Interpretation of the relationship between functionality and artistic expression remains
open. Boundaries between these dimensions are becoming increasingly fluid, and many designers
argue that well-resolved ergonomic solutions can enhance visual impact. Balance, proportion, and
structural ingenuity, thus, emerge as expressive means in their own right.

The findings of this study confirm that ergonomics and functionality represent key factors in
contemporary jewelry design, influencing both the conceptual process and the perception and use
of objects.

Application of ergonomic principles contributes to the creation of comfortable and safe
adornments suitable for everyday use, while functionality supports durability and efficiency.
Integration of these dimensions does not restrict artistic expression; rather, it can enhance it,
resulting in complex objects positioned at the intersection of art, fashion, and industrial design.
Looking ahead, jewelry design is likely to evolve through deeper integration of emerging
technologies, sustainability, and user-centered approaches. Digital modeling, 3D printing, and
innovations in materials will continue to reshape the ways in which jewelry is conceived.

Within this context, development of smart or interactive jewelry may significantly expand
traditional functions of adornments. Beyond aesthetic value, such pieces may incorporate
capabilities for communication, monitoring, or environmental interaction. Regardless of the
evolutionary direction, the relationship between body, object, and the experience of wearing will
remain an essential element in defining contemporary jewelry design.

Keywords: contemporary jewelry, clothing adornments design, ergonomics, functionality,
innovation
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Icoanele realizate pe suport de lemn constituie una dintre cele mai reprezentative forme ale
artei sacre din spatiul Republicii Moldova, fiind profund integrate atat in traditia religioasa
ortodoxd cat si in cultura materialdi a comunititilor rurale. In contextul societitii traditionale,
lemnul a fost unul dintre cele mai accesibile si mai frecvent utilizate materiale, prezent in
arhitectura locuintelor, in obiectele de uz gospodaresc si in numeroase creatii ale artei populare.
Aceastda familiaritate cu materialul lemnos a favorizat dezvoltarea unei traditii consistente de
realizare a icoanelor pe lemn, 1n care dimensiunea spirituald se imbina cu practicile mestesugaresti
locale si cu sensibilitatea artistica specificd mediului rural.

In acest context, icoanele de lemn nu pot fi intelese exclusiv ca simple obiecte de cult, ci ca
elemente complexe ale culturii vizuale traditionale. Ele reflectd atit continuitatea canonului
iconografic al artei bizantine, transmis prin intermediul Bisericii Ortodoxe, cat si adaptarea
comunitatilor. Astfel, icoanele de lemn devin spatii de intalnire Intre norma si libertate creatoare,
intre traditia ecleziasticd si expresivitatea populara.

Articolul 1si propune s investigheze principalele tipologii ale icoanelor de lemn realizate
in spatiul Republicii Moldova in secolele XIX-XX, perioada caracterizatd printr-o raspandire larga
a acestui tip de obiect de cult atat in mediul bisericesc, cat si in spatiul domestic. Demersul
urmadreste identificarea si clasificarea diferitelor forme de icoane pe lemn, punand accent pe
caracteristicile formale, tehnice si stilistice care le definesc, precum si pe functiile pe care acestea
le indeplinesc in viata religioasa si culturald a comunitatilor.

Analiza tipologica evidentiazd existenta mai multor categorii principale de icoane de lemn.
Una dintre cele mai raspandite forme o reprezintd icoanele pictate pe panou de lemn, realizate in
tehnica tempera sau, in unele cazuri, in ulei. Acestea urmeaza, In general, structura compozitionald
si schemele iconografice consacrate ale traditiei bizantine, reprezentdnd teme precum ,,Maica
Domnului cu Pruncul”, ,lisus Hristos Pantocrator” sau diferiti sfinti protectori. In mediul rural
aceste icoane sunt adesea caracterizate printr-o simplificare a desenului si printr-o cromatica

7% E-mail: tamazlicari.cristina@upsc.md

203



adaptatd materialelor disponibile, ceea ce le conferd un aspect distinct, apropiat de estetica artei
populare.

O altd categorie importantd este reprezentatd de icoanele sculptate in relief, in care
imaginea sacra este realizata prin cioplirea directi a lemnului. In aceste cazuri, volumul si textura
materialului devin elemente esentiale ale expresiei artistice. Figurarea personajelor este adesea
simplificata, iar detaliile sunt reduse la elementele esentiale, ceea ce confera reprezentarilor o forta
expresiva aparte. Uneori, aceste icoane sculptate sunt policrome, fiind ulterior pictate sau decorate
pentru a accentua anumite trisituri ale compozitiei. In cadrul acestei tipologii se inscriu si
crucifixurile din lemn, obiecte de cult care ocupa un loc aparte in traditia artistica si religioasa a
regiunii. Reprezentarea lui Hristos rastignit este frecvent intalnitd atdt in biserici cat si in spatii
domestice sau in cadrul troitelor amplasate la marginea drumurilor ori in curtile gospodariilor. in
multe cazuri aceste crucifixuri reflecta interferenta dintre canonul iconografic si traditia sculpturii
populare, prin stilizarea formelor si prin integrarea unor motive decorative specifice artei
lemnului.

De asemenea, o categorie distinctd o constituie icoanele de dimensiuni reduse destinate
spatiului domestic, care erau amplasate in coltul sacru al casei sau In apropierea vetrei. Aceste
icoane aveau o functie devotionala profund personald si familiald, fiind asociate cu rugédciunea
zilnici, cu momentele importante ale vietii si cu protectia spirituald a gospodariei. In multe familii
astfel de icoane erau transmise din generatie in generatie, dobandind treptat o valoare simbolica si
memoriala.

Din punct de vedere stilistic, icoanele de lemn realizate in aceastd perioada reflectd un
dialog constant intre traditia iconografica bizantina si expresivitatea specifica artei populare. Desi
structura generala a compozitiilor respecta, in mare parte, normele canonice, interventia mesterilor
populari conduce adesea la reinterpretari vizuale ale modelelor consacrate. Simplificarea
proportiilor, accentul pus pe contur, expresivitatea directd a figurilor si integrarea ornamenticii
inspirate din decorul traditional contribuie la conturarea unei identitdti stilistice proprii acestor
creatii.

Prin urmare, icoanele de lemn din spatiul Republicii Moldova pot fi considerate nu doar
obiecte de cult, ci si expresii ale unei culturi vizuale locale, in care credinta, mestesugul si traditia
artistica se Intalnesc intr-o forma materiald durabila. Studiul tipologiilor acestor icoane permite o
mai buna Intelegere a modului 1n care spiritualitatea ortodoxa a fost integrata si reinterpretata in
cadrul culturii traditionale, generand forme artistice care reflecta atat continuitatea traditiei cat si
creativitatea comunititilor locale. In acest sens, cercetarea propusi contribuie la evidentierea
diversitatii si complexitdtii patrimoniului iconografic din Republica Moldova, subliniind totodata
importanta conservarii si valorificarii acestor obiecte ca parte integrantd a identitdtii culturale si
spirituale a regiunii.

Cuvinte-cheie: icoane pe lemn, arta sacrad, iconografie bizantind, arta populara, tipologii
iconografice, spatiu domestic, patrimoniu cultural

Icons created on wooden supports represent one of the most representative forms of sacred
art in the space of the Republic of Moldova, being deeply integrated both into the Orthodox
religious tradition and into the material culture of rural communities. Within the context of
traditional society, wood was one of the most accessible and frequently used materials, present in
the architecture of dwellings, in household objects, and in numerous creations of folk art. This
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familiarity with wood as a material encouraged the development of a consistent tradition of
wooden icon production, in which the spiritual dimension intertwines with local craft practices
and with the artistic sensitivity characteristic of the rural environment.

In this context, wooden icons cannot be understood merely as simple objects of worship,
but rather as complex elements of traditional visual culture. They reflect both the continuity of the
Byzantine iconographic canon, transmitted through the Orthodox Church, and its adaptation to
local realities, to the technical possibilities of craftsmen, and to the aesthetic preferences of the
communities. Thus, wooden icons become spaces of encounter between norm and creative
freedom, between ecclesiastical tradition and popular expressiveness.

The present article aims to investigate the main typologies of wooden icons created in the
territory of the Republic of Moldova during the 19th and 20th centuries, a period characterized by
the widespread presence of this type of cult object both in ecclesiastical environments and in
domestic spaces. The study seeks to identify and classify the different forms of wooden icons,
focusing on the formal, technical, and stylistic characteristics that define them, as well as on the
functions they fulfill within the religious and cultural life of communities.

The typological analysis highlights several main categories of wooden icons. One of the
most widespread forms consists of icons painted on wooden panels, executed in tempera or, in
some cases, in oil painting. These icons generally follow the compositional structure and the
established iconographic schemes of the Byzantine tradition, depicting themes such as the Virgin
and Child, Christ Pantocrator, or various protective saints. In rural environments, these icons are
often characterized by a simplification of drawing and by a chromatic palette adapted to the
materials available, which gives them a distinct appearance, close to the aesthetics of folk art.

Another important category is represented by icons carved in relief, in which the sacred
image is shaped directly into the wooden surface. In such cases, the volume and texture of the
material become essential elements of artistic expression. The representation of figures is often
simplified, while details are reduced to essential features, which gives these images a particular
expressive strength. In some instances, these carved icons are polychrome, being subsequently
painted or decorated in order to emphasize certain compositional elements. Within this typology,
wooden crucifixes also occupy a special place as objects of worship in the artistic and religious
tradition of the region. The representation of Christ crucified is frequently found both in churches
and in domestic spaces, as well as within roadside shrines or crosses placed at the edges of roads
and in household courtyards. In many cases, these crucifixes reflect the interaction between the
iconographic canon and the tradition of folk wood carving, through stylized forms and the
integration of decorative motifs characteristic of wooden craftsmanship.

A distinct category is also formed by small-sized icons intended for domestic spaces,
which were usually placed in the sacred corner of the house or near the hearth. These icons
fulfilled a deeply personal and familial devotional function, being associated with daily prayer,
with important moments of life, and with the spiritual protection of the household. In many
families, such icons were passed down from generation to generation, gradually acquiring
symbolic and memorial value.

From a stylistic perspective, wooden icons created during this period reflect a constant
dialogue between the Byzantine iconographic tradition and the expressive language of folk art.
Although the general structure of compositions largely follows canonical norms, the intervention
of folk craftsmen often leads to visual reinterpretations of established models. The simplification
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of proportions, the emphasis on contour, the direct expressiveness of figures, and the incorporation
of ornamental motifs inspired by traditional decoration contribute to shaping a distinctive stylistic
identity for these creations.

Therefore, wooden icons from the territory of the Republic of Moldova can be regarded
not only as objects of worship but also as expressions of a local visual culture in which faith,
craftsmanship, and artistic tradition meet in a durable material form. The study of the typologies
of these icons allows for a better understanding of how Orthodox spirituality was integrated and
reinterpreted within traditional culture, generating artistic forms that reflect both the continuity of
tradition and the creativity of local communities. In this sense, the proposed research contributes
to highlighting the diversity and complexity of the iconographic heritage of the Republic of
Moldova, while also emphasizing the importance of preserving and promoting these objects as an
integral part of the cultural and spiritual identity of the region.

Keywords: wooden icons, sacred art, Byzantine iconography, folk art, iconographic
typologies, domestic space, cultural heritage
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In sistemul artelor audiovizuale animatia ocupa un loc aparte, reprezentind un fenomen
autonom in spatiul cultural. Specificul sdu este determinat de natura sa sintetica: opera de animatie
imbina elemente ale artelor plastice, literaturii, teatrului si muzicii, formand un sistem complex de
mijloace expresive. Artele plastice au jucat un rol fundamental in formarea animatiei ca fenomen
artistic. Inca din perioada timpurie a dezvoltarii culturii ecranului s-au conturat modele vizuale de
baza, care au influentat scolile nationale de animatie si au determinat directiile evolutiei acestora.
Aceste modele isi au originea in grafica, caricatura si ilustratia de carte de la sfarsitul secolului al
XIX-lea si inceputul secolului XX.
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Un rol deosebit il are creatia lui Ladislas Starevich, ale cérui filme de animatie cu papusi
de la inceputul secolului XX au reprezentat o etapd importantd in dezvoltarea animatiei
tridimensionale. Utilizdnd obiecte reale si construind compozitii complexe, el a transpus
principiile sculpturii si naturii statice n spatiul cinematografic. Lucrdrile sale demonstreaza ca
animatia s-a dezvoltat initial ca o continuare a artelor plastice, in care materialitatea formei joaca
un rol esential. Aparitia noilor tipuri si forme de animatie nu a fost Intdmplatoare si nu s-a datorat
exclusiv progresului tehnologic. Potentialul acestora era deja continut n evolutia gandirii artistice
si in transformarea practicilor plastice. Animatia desenatd, care a cunoscut un succes comercial
semnificativ, Tn special prin industria reprezentatdi de The Walt Disney Company, s-a bazat pe
principiile picturii academice — perspectiva, anatomia si compozitia. in acelasi timp, animatia
europeand a interactionat activ cu curentele moderniste, precum expresionismul si suprarealismul.

Un aspect esential il constituie utilizarea materialelor plastice ca purtatoare de sens artistic.

In animatia cu papusi si plastilind materialul determini plasticitatea miscarii si caracterul imaginii.
Garri Bardin sublinia faptul cd proprietatile materialului influenteazd direct expresivitatea
animatiei si impreuna cu Alexander Tatarsky au transformat plastilina intr-o metafora a schimbarii
lumii. In lucririle lor plasticitatea materialului devine principalul instrument dramaturgic. O
abordare similara este intdlnitd in practica studioului Aardman Animations, unde se pastreaza
textura si caracterul ,,manual” al imaginii.

Tehnicile picturii ocupd, de asemenea, un loc important. Lucrarile lui Alexandr Petrov
demonstreaza posibilitatile integrarii picturii in ulei In procesul animational, unde miscarea apare
prin transformarea progresivd a imaginii. Aceastd abordare evidentiazd legdtura profundd dintre
animatie si traditiile picturii clasice. Colajul, textilele si alte materiale extind limitele
expresivititii, permitand crearea unor structuri vizuale complexe si metaforice. In aceste practici
se manifesta puternic influenta artei de avangarda din secolul XX, in care combinarea elementelor
heterogene devine un principiu artistic fundamental.

Odatd cu dezvoltarea industriei, animatia desenatd si, ulterior, cea 3D au devenit
dominante, datorita universalitatii si eficientei tehnologice. In consecinti, multe tehnici alternative
— animatia cu papusi, picturald sau de colaj — s-au orientat citre zona filmului de autor si
experimental, fiind frecvent prezentate in cadrul festivalurilor internationale.

Totodatd, interesul pentru tehnicile animatiei cu materiale plastice persistd si in
cinematografia comerciald. Studioul Laika, prin filme precum Coraline, The Boxtrolls si Kubo
and the Two Strings, demonstreaza sinteza dintre animatia traditionala si tehnologiile digitale. O
abordare similara este prezenta in filmul Isle of Dogs, realizat de Wes Anderson, unde
materialitatea imaginii devine un principiu estetic esential.

Artele plastice nu doar confera animatiei o valoare esteticd unica, ci, prin diverse forme de
expresie, materializeaza idei abstracte, facilitand o intelegere mai profunda a continutului operei.
Astfel, influenta acestora este una sistemica si se manifestd la toate nivelurile — de la alegerea
materialului pana la configurarea limbajului artistic. Animatia, ca arta sintetica, revine constant la
originile sale plastice, reinterpretdndu-le in contextul tehnologiilor contemporane. Aceastd
interactiune dintre traditie si inovatie determind evolutia sa si deschide noi perspective pentru
experimentul artistic.

Cuvinte-cheie: animatie, arte plastice, expresivitate vizuald, tehnici de animatie,
materialitate, limbaj artistic, experiment visual
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Within the audiovisual arts, animation occupies a unique place, representing an
autonomous phenomenon in the cultural sphere. Its distinctiveness stems from its synthetic nature:
an animated work combines elements of the visual arts, literature, theater, and music, forming a
complex system of expressive means. The visual arts have played a fundamental role in the
development of animation as an artistic phenomenon. From the very early stages of screen
culture's development, basic visual models emerged that influenced national animation schools
and shaped the directions of their evolution. These models have their origins in graphic art,
caricature, and book illustration from the late 19th and early 20th centuries.

A particularly significant role is played by the work of Ladislas Starevich, whose puppet
animation films from the early 20th century represented an important stage in the development of
three-dimensional animation. By using real objects and constructing complex compositions, he
transposed the principles of sculpture and still life into the cinematic space. His works
demonstrate that animation initially developed as an extension of the visual arts, in which the
materiality of form plays an essential role. The emergence of new types and forms of animation
was not accidental and was not due exclusively to technological progress. Their potential was
already inherent in the evolution of artistic thought and the transformation of visual arts practices.
Hand-drawn animation, which achieved significant commercial success, particularly through the
industry represented by The Walt Disney Company, was based on the principles of academic
painting — perspective, anatomy, and composition. At the same time, European animation actively
engaged with modernist movements, such as Expressionism and Surrealism.

A key aspect is the use of plastic materials as vehicles of artistic meaning. In puppet and
clay animation, the material determines the plasticity of movement and the character of the image.
Garri Bardin emphasized that the properties of the material directly influence the expressiveness
of animation, and together with Alexander Tatarsky, they transformed plasticine into a metaphor
for the changing world. In their works, the plasticity of the material becomes the primary dramatic
tool. A similar approach is found in the practice of Aardman Animations, where the texture and
"handmade" character of the image are preserved.

Painting techniques also play an important role. The works of Alexandr Petrov demonstrate the
possibilities of integrating oil painting into the animation process, where movement emerges
through the progressive transformation of the image. This approach highlights the deep connection
between animation and the traditions of classical painting. Collage, textiles, and other materials
expand the boundaries of expressiveness, allowing for the creation of complex and metaphorical
visual structures. These practices strongly reflect the influence of 20th-century avant-garde art, in
which the combination of heterogeneous elements becomes a fundamental artistic principle.

With the development of the industry, hand-drawn animation and later 3D animation
became dominant, due to their universality and technological efficiency. Consequently, many
alternative techniques — puppet, painted, or collage animation — have shifted toward the realm of
auteur film and experimental film, frequently being presented at international festivals.

At the same time, interest in plastic-based animation techniques persists in commercial cinema.
Laika Studios, through films such as Coraline, The Boxtrolls, and Kubo and the Two Strings,
demonstrates the synthesis between traditional animation and digital technologies. A similar
approach is evident in the film Isle of Dogs, directed by Wes Anderson, where the materiality of

the image becomes an essential aesthetic principle.
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The visual arts not only confer a unique aesthetic value on animation but, through various
forms of expression, materialize abstract ideas, facilitating a deeper understanding of the work's
content. Thus, their influence is systemic and manifests itself at all levels — from the choice of
material to the configuration of artistic language. Animation, as a synthetic art, constantly returns
to its visual origins, reinterpreting them in the context of contemporary technologies. This
interaction between tradition and innovation determines its evolution and opens new perspectives
for artistic experimentation.

Keywords: animation, visual arts, visual expressiveness, animation techniques, materiality,
artistic language, visual experimentation
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Intelectul uman este rezultatul unei interactiuni complexe intre factori tehnologici si
culturali, iar sociologia contemporana ofera cadrul necesar pentru a analiza aceste influente. Cele
mai recente surse despre intelectul uman discutd atat bazele genetice si epigenetice ale inteligentei
cat si rolul mediului social si al dezvoltarii cognitive. Cercetdrile din 2024-2025 subliniaza ca
inteligenta este un construct multidimensional, influentat de neuroni, varsta, experienta si context
cultural. Intelectul uman este studiat astdzi prin prisma neuroplasticitatii, memoriei si influentei
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mediului digital, cu aplicatii directe in educatie, sanatate mentala si politici sociale.

Aceastd lucrare exploreaza comparativ doud dimensiuni majore: impactul tehnologiei
digitale si al inteligentei artificiale asupra proceselor cognitive individuale, respectiv, rolul
educatiei si al culturii in formarea si reproducerea intelectului.

In prima parte cercetarea evidentiazi modul in care tehnologia redefineste atentia, memoria
si gandirea criticad, dar si cum transformd instrumentele metodologice ale sociologiei prin
utilizarea Big Data si a algoritmilor. Totodatd, sunt discutate dilemele etice legate de
confidentialitatea datelor. In a doua parte analiza se concentreazi asupra educatiei ca institutie
sociald, subliniind rolul sdu ambivalent: reproducerea ierarhiilor sociale si culturale, dar si
contestarea acestora prin politici incluzive. Diversitatea culturala este prezentata ca factor esential
in stimularea creativitatii si gandirii critice, dar si ca sursd de tensiuni in lipsa unor mecanisme de
integrare.

Tehnologia si educatia implica interdisciplinaritate, fiind analizate prin prisma sociologiei,
psihologiei si neurostiintelor. Din perspectiva sociologica, tehnologia nu este doar un instrument
neutru, ci un fenomen social care influenteaza structurile cognitive, relatiile interumane si
metodele de cercetare. Cercetdrile moderne aratd ca utilizarea excesivd a retelelor sociale poate
reduce capacitatea de concentrare, In timp ce utilizarea controlata a instrumentelor digitale poate
imbundtati procesele de invatare si creativitatea.

Compararea celor doud domenii arata ca tehnologia si educatia nu pot fi analizate separat,
ci doar in complementaritate. Tehnologia influenteaza la nivel individual si metodologic, in timp
ce educatia actioneaza la nivel structural si social. Impreuna, ele contureazi un model integrat al
intelectului uman, in care dilemele etice si interdisciplinaritatea joacd un rol central. Lucrarea
propune directii viitoare de cercetare privind integrarea Al in educatia si dezvoltarea unor cadre
etice comune.

Relevanta acestei cercetari derivd din faptul cd societatea contemporand se afld la
intersectia dintre digitalizare si diversitate culturala. Intelegerea modului in care aceste doua forte
modeleaza intelectul nu este doar un exercitiu teoretic, ci are implicatii practice pentru politicile
educationale, pentru reglementarea tehnologiei si pentru dezvoltarea societatilor capabile sa
raspunda provocarilor secolului XXI.

Cuvinte-cheie: intelect uman, tehnologie, educatie, influente culturale, dileme etice,
interdisciplinaritate

Human intellect is the result of a complex interaction between technological and cultural
factors, and contemporary sociology provides the necessary framework to analyze these
influences. The most recent sources on human intellect discuss both the genetic and epigenetic
foundations of intelligence, as well as the role of the social environment and cognitive
development. Research from 2024-2025 emphasizes that intelligence is a multidimensional
construct, influenced by neurons, age, experience, and cultural context. Human intellect is
currently studied through the lens of neuroplasticity, memory, and the impact of the digital
environment, with direct applications in education, mental health, and social policies.

This paper explores two major dimensions in a comparative manner: the impact of digital
technology and artificial intelligence on individual cognitive processes, and the role of education
and culture in the formation and reproduction of intellect.
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In the first part, the research highlights how technology redefines attention, memory, and
critical thinking, while also transforming the methodological tools of sociology through the use of
Big Data and algorithms. At the same time, ethical dilemmas related to data confidentiality are
discussed. In the second part, the analysis focuses on education as a social institution, emphasizing
its ambivalent role: the reproduction of social and cultural hierarchies, as well as their contestation
through inclusive policies. Cultural diversity is presented as an essential factor in stimulating
creativity and critical thinking, but also as a source of tensions in the absence of integration
mechanisms.

Technology and education involve interdisciplinarity, being analyzed through the lens of
sociology, psychology, and neurosciences. From a sociological perspective, technology is not
merely a neutral tool, but a social phenomenon that influences cognitive structures, human
relationships, and research methods. Modern research shows that excessive use of social networks
can reduce concentration capacity, while controlled use of digital tools can enhance learning
processes and creativity.

Comparing the two fields reveals that technology and education cannot be analyzed
separately, but only in complementarity. Technology influences both at the individual and
methodological levels, while education operates at the structural and social levels. Together, they
shape an integrated model of human intellect, in which ethical dilemmas and interdisciplinarity
play a central role. The paper proposes future research directions regarding the integration of Al in
education and the development of common ethical frameworks.

The relevance of this research derives from the fact that contemporary society is situated at
the intersection of digitalization and cultural diversity. Understanding how these two forces shape
intellect is not merely a theoretical exercise, but has practical implications for educational policies,
technology regulation, and the development of societies capable of responding to the challenges of
the 21st century.

Keywords: human intellect, technology, education, cultural influences, ethical dilemmas,
interdisciplinarity
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Prezentul studiu are menirea de a trasa o serie de radacini istorice 1n relatie cu proaspatul
concept managerial asociat artelor, ,,medierea”. Practica existentd in istoria muzicii, utilizatad de
numerosi artisti si institutii culturale — pentru a facilita receptarea repertoriului si a consolida
relatia dintre artist si public — vine sa arate ca acest concept contemporan al ,,medierii muzicale”
este, de fapt, o continuare a multor alte initiative pornite Inca din sec. al XVIII-lea. Din dorinta de
a oferi o perspectiva istoricd asupra relatiei muzician-public, acest articol isi stabileste trei
obiective majore:

e sa prezinte momentele istorice relevante (prin punctarea unor activitati reprezentative ale
unor mari personalitati artistice: J.S. Bach, Leopold Mozart, Franz Liszt, Nadia Boulanger,

Zoltan Kodaly, Carl Orff, Leonard Bernstein s.a.);

e sa analizeze impactul strategiilor de mediere istorica asupra managementului carierelor
artistice;
e sa coreleze profilul practicilor istorice cu cele contemporane.

In esentd, dorim si aritim ci un management de succes al institutiilor si muzicienilor a
depins intotdeauna de capacitatea de a educa si implica publicul in actul artistic.

Din punct de vedere strategic, in istorie se evidentiaza mai multe strategii care au influentat
relatia artistilor cu publicul, aspecte pe care le consideram esentiale inclusiv in practica curenta de
a fideliza consumatorii culturali:

e pedagogica — care a presupus formarea unui gust artistic si, implicit, a unui public avizat

(in acest sens, vor fi prezentate lucrari pedagogice care au influentat semnificativ

audientele);

e de comunicare si discurs artistic — unde interactiunea cu publicul in diverse forme a avut

rolul de a contextualiza, explica si accesibiliza muzica pentru publicul larg;

e experientiala — care a adus publicul Tn mijlocul actului artistic (prin proiecte comunitare,
actiuni artistice participative, ateliere interactive).

Studierea acestor momente din istoria muzicii ne aratd ca a existat permanent o relatie
activa cu publicul concertelor si cd muzicienii au fost incurajati sa dezvolte competente secundare
(acelea de comunicator/mediator muzical, pedagog).

Pe langa valoarea descriptivd a unor repere istorice, putem gasi aici coordonate privind
potentialele solutii la scdderea participarii publicului la concerte si spectacole culte, schimbarea
obiceiurilor de consum in randul societatii si modalitati de a rdmane relevanti ca domeniu Intr-o
societate competitiva in care alte forme de divertisment abunda pe piata culturala.

Data fiind aceasta realitate, medierea muzicala devine un instrument esential in cresterea
relevantei sociale a institutiilor muzicale, ajutdndu-ne sd 1intelegem si, implicit, sd adaptam
programele, astfel incat sa pastram un nivel inalt de relatie cu publicul nostru.

Vom studia democratizarea treptatd a accesului la culturd (de la curtile aristocratice si
biserici la festivaluri si spatii neconventionale), modelul de interactiune (indirect — prin educatie
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muzicald sau direct — prin dialog) si metodele concrete utilizate, pentru a arata diferenta de impact
si efectele sale asupra transformarii profilului publicului.

Pornind de la aceste premise, cercetarea verificad ipoteza conform careia strategiile de
educare au reprezentat constant un factor determinant in dezvoltarea relatiei dintre artisti si
audienta.

Cuvinte-cheie: management, mediere muzicala, implicarea publicului, cariere muzicale

The present study aims to trace a series of historical roots in relation to the emerging
managerial concept associated with the arts, namely "mediation." The practice found throughout
music history, employed by numerous artists and cultural institutions to facilitate the reception of
repertoire and to strengthen the relationship between artist and audience, demonstrates that this
contemporary concept of "musical mediation" is, in fact, a continuation of many initiatives that
began as early as the 18th century.

In order to provide a historical perspective on the musician—audience relationship, this
article establishes three major objectives:

o to present relevant historical moments (by highlighting representative activities of major
artistic personalities such as J.S. Bach, Leopold Mozart, Franz Liszt, Nadia Boulanger, Zoltan
Kodaly, Carl Orff, Leonard Bernstein, among others);

e to analyze the impact of historical mediation strategies on the management of artistic
careers;

o to correlate the profile of historical practices with contemporary ones.

Essentially, we aim to demonstrate that successful management of institutions and
musicians has always depended on the ability to educate and engage audiences in the artistic act.

From a strategic perspective, history highlights several approaches that influenced the
relationship between artists and audiences, aspects that we consider essential in current practices
aimed at building audience loyalty:

e pedagogical — involving the formation of artistic taste and, implicitly, an informed
audience (in this regard, pedagogical works that significantly influenced audiences will be
presented);

e communication and artistic discourse — where interaction with the audience in various
forms served to contextualize, explain, and make music more accessible to the general public;

e experiential — which brought audiences into the centre of the artistic act (through
community projects, participatory artistic actions, and interactive workshops).

The study of these moments in music history shows that there has always been an active
relationship with concert audiences and that the musicians were encouraged to develop secondary
competencies (those of communicator/musical mediator and educator).

Beyond the descriptive value of historical landmarks, these examples also provide
guidance regarding potential solutions to declining audience participation in classical concerts and
performances, changing consumption habits within society, and ways for the field to remain
relevant in a competitive environment where other forms of entertainment are abundant in the
cultural market.

Given this reality, musical mediation becomes an essential instrument in increasing the
social relevance of musical institutions, helping us to understand and adapt programs in order to
maintain a strong relationship with our audiences.
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We will examine the gradual democratization of access to culture (from aristocratic courts
and churches to festivals and unconventional spaces), models of interaction (indirect — through
music education — or direct — through dialogue), and the concrete methods used, in order to
demonstrate differences in impact and their effects on the transformation of audience profiles.

Based on these premises, the research tests the hypothesis that educational strategies have
consistently represented a determining factor in the development of the relationship between
artists and audiences.

Keywords: management, music mediation, audience engagement, musical careers
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Conventia pentru salvgardarea patrimoniului cultural imaterial (prescurtat, Conventia
2003) e una dintre cele mai noi si populare conventii ale UNESCO. Prevederile sale au contribuit
la raspandirea ampld a sintagmei patrimoniu cultural imaterial — o notiune care a extins arealul
semantic al patrimoniului cultural, utilizat anterior doar pentru monumente si artefactele materiale.
Fiind o notiune relativ recenta, patrimoniul cultural imaterial suscitd variate interpretdri care, in
ultima instanti, se rasfrang asupra politicilor publice si actiunilor diferitor actori sociali. In
prezenta comunicare vom analiza acceptiunile patrimoniului cultural imaterial in publicatiile
UNESCO, in practica unor state strdine, precum si a Republicii Moldova. Consideram ca o atare
cercetare este necesard pentru a evalua pozitionarea tarii noastre in acest domeniu, precum si a
evidentia anumite tendinte internationale.

In art. 2(1) al Conventiei 2003 patrimoniul cultural imaterial este definit indirect, prin
enumerarea formelor sale de manifestare (,,practicile, reprezentdrile, expresiile, cunostintele,
abilitatile™) si a trasaturilor specifice (,,transmis din generatie In generatie”, confera ,,un sentiment
de identitate si continuitate”). In preambul e mentionat ci unul din documentele de la care a
pornit Conventia 2003 este Recomandarea UNESCO privind salvgardarea culturii traditionale si
folclorului (1989). Cu toate acestea, in Conventia 2003 nu este explicata relatia dintre patrimoniul
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cultural imaterial si notiunile folclor, culturd populara, culturda traditionald. Aceasta ambiguitate
lasd loc pentru multiple interpretari. Unii autori (Richard Kurin, SUA) au remarcat cd definitia
din Conventia 2003 permite a considera drept patrimoniu cultural imaterial nu doar cultura
traditionala, ci si alte forme ale culturii contemporane (muzica rap, dansul modern, karaoke etc.).

Pe parcursul timpului, UNESCO a contribuit la precizarea sensului unor notiuni si
prevederi din conventie. Intr-un ghid de popularizare (Ce este patrimoniul cultural
imaterial?, 2011), se afirmad ca ,patrimoniul cultural imaterial nu reprezintd doar traditiile
mostenite din trecut, dar si practicile rurale si urbane contemporane, in care participa diverse
grupuri culturale”. E depasit astfel caracterul conservator al traditiei prin integrarea manifestarilor
culturale contemporane, avand caracter colectiv. Aceeasi inclinatie se observa in faptul ca, de
cativa ani, notiunea de patrimoniu cultural imaterial e inlocuitd prin cea de patrimoniu viu.
Aceasta din urma subintelege ca in atentia UNESCO se afla practicile culturale active in prezent,
nu cele ramase doar in amintire sau in culegerile de folclor.

Daca e sa parcurgem Lista reprezentativd a patrimoniului cultural imaterial al
umanitatii, vom remarca o mare diversitate de practici culturale. Multe dintre ele pot fi incadrate
in domeniul culturii traditionale, pe cand altele depasesc campul sdu semantic. Astfel, vom afla
in Lista reprezentativa manifestari artistice care nu se transmit pe cale orald, neformal, asemeni
creatiilor folclorice, dar demult au devenit arte sau meserii profesioniste: cantarea bizantind
(Grecia, Cipru), interpretarea operei italiene, producerea franzelei (Franta), confectionarea
ceasurilor mecanice (Elvetia) etc. Mai regdsim practici care reflectd experienta de adaptare la
anumite conditii naturale (pastoritul transhumant, gestionarea riscurilor de avalansa in munti).

In acest context, Republica Moldova se situeazi intre tirile care si-au manifestat
preocuparea pentru cultura traditionald. In Legea nr. 58/2012 patrimoniul cultural imaterial este
definit fara echivoc: ,totalitate a elementelor creatiei traditionale autentice”. Caracteristicile sale
sunt cele definite demult de folcloristi: ,,caracter anonim al originii creatiei”; ,transmitere cu
precadere pe cale orald, neformala, in virtutea traditiei”. Dacd autorii Conventiei 2003 afirma ca
patrimoniul cultural imaterial ,.este recreat in permanentd”, atunci legislatia Republicii Moldova
adoptd o viziune mai conservatoare, pledand pentru ,respectarea formelor, modelelor,
continuturilor si tehnicilor traditionale”. Prevederile respective, inspirate si din legislatia
Romaniei, oglindesc experienta istorica a tarii noastre: constiinta faptului cd regimul sovietic a
cenzurat si distorsionat anumite aspecte ale traditiilor populare, astfel incat revenirea la autentic s-

a numadrat Intre idealurile Miscarii de Renastere Nationala de la sfarsitul anilor 80 ai sec. XX.

Conchidem cd notiunea de patrimoniu cultural imaterial a capdtat un caracter eterogen,
ingloband diverse forme culturale, prin care tarile lumii aleg sd-si afirme identitatea pe plan
mondial.

Cuvinte-cheie: UNESCO, Conventie, patrimoniu cultural imaterial, folclor, cultura
traditionala

The Convention for the Safeguarding of the Intangible Cultural Heritage (shortly, the 2003
Convention) is one of the youngest and most popular UNESCO conventions. Its provisions
contributed to the widespread adoption of the concept intangible cultural heritage — a notion that
expanded the semantics of cultural heritage, previously confined only to monuments and material
artifacts. Being a relatively recent notion, intangible cultural heritage is subject to various
interpretations that, ultimately, have an impact on public policies and actions of various social
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actors. In our paper, we shall analyze the views on intangible cultural heritage in the UNESCO

publications, in the practice of certain foreign states, and in the Republic of Moldova. We consider
that such an investigation is necessary to assess our country's position in this field and to highlight
certain international tendencies.

In art. 2(1) of the 2003 Convention, intangible cultural heritage is indirectly defined by
listing its forms of manifestation ("practices, representations, expressions, knowledge, skills") and
their specific traits ("transmitted from generation to generation", provides "a sense of identity and
continuity"). It is mentioned in the preamble that one of the documents that gave birth to the 2003
Convention is the UNESCO Recommendation on the Safeguarding of Traditional Culture and
Folklore (1989). However, the relationship between the intangible cultural heritage and the
notions of folklore, popular culture, and traditional cultureis not explained in the 2003
Convention. This ambiguity allows manifold interpretations. Some authors (Richard Kurin, USA)
pointed out that the definition of intangible cultural heritage in the 2003 Convention can
encompass not only traditional culture, but also other forms of contemporary culture (rap music,
modern dance, karaoke, etc.).

UNESCO contributed over time to clarifying the meanings of some notions and provisions
of the convention. In a popular brochure (What is Intangible Cultural Heritage?,2011), it is stated
that "intangible cultural heritage does not only represent inherited traditions from the past but also
contemporary rural and urban practices in which diverse cultural groups take part". Thus, the
conservative character of the tradition is overcome by integrating contemporary cultural
manifestations that are collectively shared. The same tendency can be noticed in the fact that, for
several years, the notion of intangible cultural heritage has been substituted with /iving heritage.
The latter implies that UNESCQO's attention is focused on active present-day cultural practices,
rather than on those that remained only in memory or in editions of folklore.

When reading the Representative List of the Intangible Cultural Heritage of Humanity, we
notice a big variety of cultural practices. Many of them can be ascribed to the field of traditional
culture, while others come out of its semantic field. Thus, we can find in the Representative
List artistic performances that are not orally transmitted, in an informal way, like folkloric
creations, but became long ago professional arts or crafts: Byzantine chant (Greece, Cyprus),
opera singing in Italy, baking baguette bread (France), mechanical watch-making (Switzerland),
etc. We can also find practices mirroring the adaptation to environment conditions (transhumance,
avalanche risk managing).

In this context, the Republic of Moldova positions itself among countries that manifested
their concern for traditional culture. Law No. 58/2012 defines clearly the intangible cultural
heritage: "a sum of elements of the authentic traditional creation". Its features are those that were
long ago defined by folklorists: "anonymous character of the origin of creation"; "transmission
mainly in an oral and informal way, by means of tradition". While the authors of the 2003
Convention assert that the intangible cultural heritage "is constantly recreated", the legislation of
the Republic of Moldova adopts a more conservative view; it supports the "respect of traditional
forms, patterns, contents, and techniques". These provisions, inspired also by Romanian
legislation, mirror our country's historical experience: the acknowledgement of the fact that the
Soviet regime censored and distorted certain aspects of the folk traditions, consequently the return
to authenticity counted among the ideals of the National Revival Movement in the late 80s of the
20th century.
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Our conclusion is that the notion of intangible cultural heritage took a heterogeneous
character; it encompasses various cultural forms, through which countries of the world choose to
express their identity at world level.

Keywords: UNESCO, Convention, intangible cultural heritage, folklore, traditional
culture.
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Value systems in the life of a society create the fundamental basis of its existence and,
interacting with sociocultural, socioeconomic, sociopolitical, legal, moral, information and other
spheres, determine the megatrends of its transformations and further development. Over the past
two centuries of human history, education has, in one way or another, determined the nature and
content of the transformations that have taken place in the life of society.

In the 20th century, for the first time in the entire history of culture and art, awareness of
their leading role in all spheres of society began. It has become increasingly obvious that without
culture and art, man and humanity will not be able to solve the whole complex of problems and
the contradictions that have developed in their existence. Culture and art are a kind of guide that,
in critical epochs like the modern one, when many of the former ideals are crumbling, when
humanity clearly feels its physical and spiritual insecurity, experiencing deep moral and ethical
crises, helps not only to understand the direction in which society is developing, but also to
substantiate the architectonics of modern civilizational dynamics.

What, then, is culture? It adds up, combines various aspects of a person's spiritual life. At
every historical moment, it acquires a very specific expression addressed to the user (person) and
acceptable to him. It organically includes various fields of humanitarian knowledge. In established
forms (traditions, behavioral stereotypes, value preferences accepted by public opinion), culture is
summed up in a humanitarian picture of the world, dissolved in the minds of many people. On the
basis of such a picture, the daily way of life and lifestyle are formed, which a person adheres to if
he is aware of his belonging to this ethnic group (society).
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The humanitarian picture of the world carries a whole range of different kinds of
"recommendations". Of course, these are not road rules and they exist informally (which is also
very important!). Based on his social experience, a person easily comprehends the nature of these
"wishes"; taking them into account, he builds his relations with society and the world around him.
Let's call these wishes megatrends, meaning by them large-scale, global and long-term processes
that radically transform a person, society, economy, culture, civilization and technology, being
irreversible and having a fundamental character: 1) general moral principles (for example, "thou
shalt not kill"); 2) private moral principles (for example, the main "commandments" of the
profession); 3) etiquette stereotypes of interpersonal relationships and appropriate behavior; 4)
special forms of behavior that reproduce certain cultural representations (for example, carnival,
rituals); 5) humanitarian meanings of art images; 6) cultural objects that are carriers of cultural
meanings. It is important to note that, unlike John Naseby, the founder of the concept of
"megatrends," who means key long-term processes in the context of the transition from an
industrial society to an information society, from a rigid structure to flexible networks that are
changing the global economy and society, we are talking about megatrends of culture and art,
which imply a focus on a creative personality based on creative self-expression and knowledge of
the world through artistic images.

Regarding culture, I find it interesting to define David and Julia Gerry as understanding it
(culture) as the "way of life" of the whole society, including norms of customs, dress, language,
rituals, behavior and belief system. There are different areas in the cultural space that indicate the
simultaneous existence of different aspirations in the spiritual life of people. The most defined
areas of the spiritual life of man and society are: mythology, religion, art and philosophy.

Based on the theme of the work, by art I mean the cultural activity of a particular people, a
single person, aimed at shaping a creative artistic image, implying the evolution of humanity as a
species. It exists in order to help people understand the world around them through artistic images.

Scientific knowledge presupposes an understanding of the evolution of humanity as a
species. By examining the essential characteristics of a person, we see his value priorities and have
the opportunity to imagine the anthropological field of humanity. For understanding the
foundations of human existence, the most important component is the functioning of humanity in
the world of culture and art. Cultural universals are crucial in understanding the specifics of such
functioning.

Cultural universals are common to all, typically understandable aspects of life that
manifest themselves in all known societies. That is, cultural universals are common phenomena
inherent in all human cultures at all stages of development.

George Peter Murdock and colleagues from Yale University developed a classification of
such cultural universals from 88 general behavioral categories, from which 70 cultural universals
were later identified. These include: clothing, habitat, property, holidays, gifts, hospitality, labor,
kinship, infancy and childhood, death and funerals, religious beliefs, social stratification, the use
of tools, the presence of family and marriage institutions, and so on. Researchers believe that
cultural universals are associated with the most important biological human needs: preservation of
life, procreation, healthy offspring.

No culture can arise, function and develop without creating and ensuring the viability of
cultural universals, which are the prototypes of modern megatrends. At the same time, the field of
culture and art presupposes the existence and functioning of megatrends of culture and art as the
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foundation of the fact and understanding of the evolution of mankind.
Keywords: megatrends, culture, art, man, cultural universals, values, humanitarian
worldview

Sistemele de valori din viata unei societdti constituie fundamentul existentei acesteia si,
prin interactiunea lor cu sferele socioculturale, socioeconomice, sociopolitice, juridice, morale,
informationale si altele, determind megatendintele transformarilor si ale dezvoltarii ulterioare. De-

a lungul ultimelor doud secole din istoria omenirii, educatia a determinat, intr-un fel sau altul,
natura si continutul transformarilor care au avut loc 1n viata societatii.

In secolul XX, pentru prima dati in intreaga istorie a culturii si artei, a inceput
constientizarea rolului lor de lider in toate sferele societdtii. A devenit din ce in ce mai evident ca
fara culturd si artd omul si umanitatea nu vor putea rezolva intregul complex de probleme si
contradictii care s-au dezvoltat in existenta lor. Cultura si arta sunt un fel de ghid care, in epoci
critice precum cea modernd, cind multe dintre fostele idealuri se prabusesc, cdnd umanitatea isi
simte clar nesiguranta fizica si spirituald, traind crize morale si etice profunde, ajutd nu numai la
intelegerea directiei in care se dezvolta societatea, ci si la fundamentarea arhitectonicii dinamicii
civilizationale moderne.

Ce este cultura? Reuneste si combina diferite aspecte ale vietii spirituale a unei persoane.

In fiecare moment istoric, acesta dobandeste o expresie foarte specificd, adresatd utilizatorului
(persoanei) si acceptabild pentru el. Include organic diverse domenii ale cunoasterii umanitare. in
forme bine stabilite (traditii, stereotipuri comportamentale, preferinte de valoare acceptate de
opinia publicd), cultura este rezumata intr-o imagine umanitara a lumii, dizolvata in mintea multor
oameni. Pe baza unei astfel de imagini, stilul de viata zilnic si stilul de viata la care adera o
persoana se formeaza daca este constient de apartenenta sa la acest grup etnic (societate).

Imaginea umanitard a lumii poartd o gama intreagd de diferite tipuri de ,recomandari”.
Desigur, acestea nu sunt reguli rutiere si existd informal (ceea ce este, de asemenea, foarte
important). Pe baza experientei sale sociale, o persoand intelege cu usurintd natura acestor
»dorinte”; luandu-le in considerare, isi construieste relatiile cu societatea si lumea din jurul sau.
Vom numi aceste dorinte megatrends (megatendinte), adicd procese pe scara larga, globale si pe
termen lung, care transformd radical o persoana, societate, economie, cultura, civilizatie si
tehnologie, fiind ireversibile si avind un caracter fundamental: 1) principii morale generale (de
exemplu, ,,sa nu ucizi”’); 2) principii morale private (de exemplu, ,,poruncile” de baza ale
profesiei); 3) stereotipurile etichetei relatiilor interpersonale si comportamentul adecvat; 4) forme
speciale de comportament care reproduc anumite reprezentari culturale (de exemplu, carnaval,
ritualuri); 5) semnificatii umanitare ale imaginilor de artd; 6) obiecte culturale care sunt purtatoare
de semnificatii culturale. Este important de mentionat cd, spre deosebire de John Naseby,
fondatorul conceptului de ,,megatrends”, care inseamna procese-cheie pe termen lung n contextul
tranzitiei de la o societate industriala la o societate informationald, de la o structurd rigida la retele
flexibile care schimba economia si societatea globald, vorbim despre megatrends de culturd si arta,
care implicd un accent pe o personalitate creativa bazata pe auto-exprimare creativa si cunoasterea
lumii prin imagini artistice.

In ceea ce priveste cultura, mi se pare interesant si-i definim pe David si Julia Gerry, care o
inteleg (cultura) ca un ,mod de viatd” al Intregii societati, inclusiv normele obiceiurilor,
imbracamintei, limbajului, ritualurilor, comportamentului si sistemului de credinte. Exista diferite
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zone in spatiul cultural care indicd existenta simultand a diferitelor aspiratii in viata spirituald a
oamenilor. Cele mai definite domenii ale vietii spirituale a omului si a societatii sunt: mitologia,
religia, arta si filosofia.

Pe baza temei operei, prin artd ma refer la activitatea culturald a unui anumit popor, o
singurd persoand, care vizeazd crearea unei imagini artistice creative, implicind evolutia
umanitdtii ca specie. Existd pentru a ajuta oamenii sd inteleagd lumea din jurul lor prin imagini
artistice.

Cunoasterea stiintifica presupune o intelegere a evolutiei umanitatii ca specie. Examinand
caracteristicile esentiale ale unei persoane, vedem prioritatile sale de valoare si avem ocazia sé ne
imaginam campul antropologic al umanitatii. Pentru intelegerea fundamentelor existentei umane,
cea mai importanta componenta este functionarea umanitdtii in lumea culturii si artei. Universalele
culturale sunt cruciale in intelegerea specificului unei astfel de functionari.

Universalele culturale sunt comune tuturor, aspecte de obicei usor de inteles ale vietii care
se manifestd in toate societdtile cunoscute. Adicd universalele culturale sunt fenomene comune
inerente tuturor culturilor umane in toate etapele dezvoltarii.

George Peter Murdock si colegii de la Universitatea Yale au dezvoltat o clasificare a unor
astfel de universale culturale din 88 de categorii comportamentale generale, din care au fost
identificate ulterior 70 de universale culturale. Acestea includ: imbracaminte, habitat, proprietate,
sarbatori, cadouri, ospitalitate, munca, rudenie, pruncie si copildrie, moarte si Tnmormantari,
credinte religioase, stratificare sociala, utilizarea instrumentelor, prezenta institutiilor familiale si
de casatorie si asa mai departe. Cercetatorii cred ca universalele culturale sunt asociate cu cele mai
importante nevoi biologice umane: conservarea vietii, procrearea, descendentii sdnatosi.

Nicio culturd nu poate apdrea, functiona si dezvolta fara a crea si asigura viabilitatea
universalelor culturale, care sunt prototipurile megatrendelor moderne. In acelasi timp, domeniul
culturii si artei presupune existenta si functionarea megatrendelor culturii si artei ca fundament al
faptului si intelegerii evolutiei omenirii.

Cuvinte-cheie: megatrends, cultura, arta, om, universale culturale, valori, viziune
umanitara asupra lumii
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Identitatea este una dintre preocuparile principale ale practicii artistice actuale, in special in
artele vizuale, unde reprezentarea, simbolurile si discursul cultural se leaga intr-un mod complex
si interdependent. Arta vizuald contemporana nu se limiteaza la a reflecta realitatea; ea devine un
spatiu de negociere si un vehicul prin care naratiunile identitare sunt construite, contestate si
reconfigurate. Astfel, identitatea face ca arta sa devina un dialog viu despre cine suntem.

La baza acestui discurs se afla intelegerea identitatii ca proces dinamic si fluid, modelat de
traiectorii istorice, memorie colectivi, experientd individuald si interactiuni culturale. In filosofia
lui Zygmunt Bauman, conceptul de ,,modernitate lichida” reflectd natura fluida si schimbatoare a
identitatii in societatea contemporana.

In contextul schimbirilor cauzate de globalizare, mobilitate si digitalizare, arta
contemporana devine un spatiu de investigare a identitdtilor multiple, fluide si adesea tensionate.
In ultimele doua decenii problematica identitatii se manifestd cu o expresivitate deosebita in arta
conceptuali din Republica Moldova, caracterizati printr-o abordare interdisciplinari si critica. In
acest context, artistii utilizeaza obiecte cotidiene, simboluri culturale si interventii in spatiul public
pentru a construi discursuri identitare complexe.

Reprezentarile identitare in arta conceptuald contemporand se realizeaza printr-un proces
de reinterpretare si resemnificare a simbolurilor culturale, aflate in dialog permanent cu realitatile
politice, sociale si ecologice ale prezentului. Artistii reflectd identitatea, dar, totodatd, o
problematizeaza si o reconstruiesc, evidentiind caracterul sdu plural, negociat si in continua
schimbare. Creatia artistilor vizuali din Republica Moldova, precum Pavel Brdila, Valeria Barbas,
Ghenadie Popescu, ilustreaza modul in care arta contemporana integreaza corporalitatea, memoria
colectiva, traditiile culturale si tehnologiile contemporane pentru a reflecta si reconstrui identitatea
nationala si globald. Aceste practici artistice demonstreaza ca identitatea este un proces dinamic,
interactiv si profund conectat la experientele istorice, sociale si culturale ale comunitétii.

In acest context, institutiile culturale si educationale joacd un rol esential in modelarea
discursurilor identitare. Programele educationale asociate expozitiilor faciliteaza dialogul critic si
reflectia asupra propriilor pozitii culturale si epistemologice. Arta contemporana ridica, totodata,
intrebari etice legate de reprezentare, autenticitate si apropriere culturala, subliniind
responsabilitatea artistilor si institutiilor in constructia si medierea identitétilor.

Cuvinte-cheie: arta vizuala, identitate, simboluri culturale, arta conceptuala, dialog critic,
reprezentare, autenticitate

Identity is one of the main concerns of current artistic practice, particularly in the visual
arts, where representation, symbols, and cultural discourse are intertwined in a complex and
interdependent manner. Contemporary visual art is not limited to reflecting reality; it becomes a
space for negotiation and a vehicle through which identity narratives are constructed, contested,
and reconfigured. Thus, identity makes art a living dialogue about who we are.

At the heart of this discourse lies the understanding of identity as a dynamic and fluid
process, shaped by historical trajectories, collective memory, individual experience, and cultural
interactions. In Zygmunt Bauman's philosophy, the concept of "liquid modernity" reflects the fluid
and changing nature of identity in contemporary society.

221



In the context of changes brought about by globalization, mobility, and digitalization,
contemporary art becomes a space for investigating multiple, fluid, and often tense identities. Over
the past two decades, the issue of identity has been particularly prominent in conceptual art in the
Republic of Moldova, which is characterized by an interdisciplinary and critical approach. In this
context, artists use everyday objects, cultural symbols, and interventions in public spaces to
construct complex discourses on identity.

Representations of identity in contemporary conceptual art are achieved through a process
of reinterpreting and redefining cultural symbols, which are in constant dialogue with the political,
social, and ecological realities of the present. Artists reflect on identity, but at the same time they
question and reconstruct it, highlighting its plural, negotiated, and ever-changing nature. The work
of visual artists from the Republic of Moldova, such as Pavel Brdila, Valeria Barbas, and
Ghenadie Popescu, illustrates how contemporary art integrates corporeality, collective memory,
cultural traditions, and contemporary technologies to reflect and reconstruct national and global
identity. These artistic practices demonstrate that identity is a dynamic, interactive process deeply
connected to the community's historical, social, and cultural experiences.

In this context, cultural and educational institutions play an essential role in shaping
discourses of identity. Educational programs associated with the exhibitions facilitate critical
dialogue and reflection on one's own cultural and epistemological positions. Contemporary art
also raises ethical questions regarding representation, authenticity, and cultural appropriation,
highlighting the responsibility of artists and institutions in the construction and mediation of
identities.

Keywords: visual art, identity, cultural symbols, conceptual art, critical dialogue,
representation, authenticity
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Parcursul european al Republicii Moldova a influentat cultura ei si, implicit, identitatea sa
culturala. Metodologia cercetarii noastre include analiza termenilor teoretici, sinteza factorilor de
influenta culturald asupra societatii si configurarea rezultatelor. Influenta culturii europene asupra
identitatii culturale a cetatenilor din Republica Moldova cere o clarificare a termenilor de
identitate. Astfel, problema identitatii europene a fost studiatd de mai multi cercetatori. Savantul
francez René Girault a evidentiat factorii determinanti care au condus la constientizarea si
identificarea unei parti a Europei ca un tot intreg. Conform analizei sale, identitatea Europei
Occidentale se defineste printr-o dezvoltare acceleratd, sustinutd de eficienta si productivitatea
sectoarelor de productie si distributie, tehnologia de véarf ca motor al progresului economic. in
aceastd ordine de idei, cultura este factor de coeziune sociald, care contureaza o civilizatie unitara,
dar care isi pastreaza caracterul divers prin multiculturalitate.

Pilonii istorici ai identitdtii se exprima prin referinte fundamentale la: Antichitatea clasica
greco-romand, care a pus bazele gandirii europene; Crestinatatea medievald, ca factor de unitate
spirituala; si ,,Europa Luminilor”, perioadd care a definit valorile moderne si drepturile civile.
Filosoful german Jiirgen Habermas a promovat conceptul de ,,patriotism constitutional”, unde
identitatea nu se mai bazeaza pe etnie, ci pe aderarea la valori democratice comune, iar Edgar
Morin, autor al lucrarii fundamentale ,, Gdndind Europa” (Penser ['Europe), vede identitatea
europeand ca pe o ,unitate in diversitate”, un spatiu care a reusit sd sintetizeze contradictiile
istorice.

In spatiul nostru identitatea culturali europeand si nationald devine obiect de studiu la
catedre universitare si subiect important la conferinte stiintifice. Doar cateva exemple: conferintele
stiintifice ale UTM: Teoria si practica integrarii europene, Chisinau 2019-2023; Integrare prin
cercetare si inovare (Sesiunea Stiintificd Anuald) a USM 2020-2025; Identitate si valori culturale
in context european, USM 2023 (Bucuresti — Chisindu); Conferinta internationalda Jean
Monnet: Parteneriatul estic: Spre o comunitate europeana a democratiei si prosperitatii (USM
2023); Promovarea valorilor social-economice in contextul integrarii europene, Conferinte anuale
USEM; Mese rotunde: Aderarea Republicii Moldova la Uniunea Europeana — Prioritate a
politicii externe a Republicii Moldova (USEM 2026) etc. Curs de lectii la Academia de
Administrare Publica de pe langa Presedintele Republicii Moldova: Procese culturale europene:
Implicatii pentru Republica Moldova (2020). Introducerea temelor referitoare la cultura si
civilizatia europeana si a bunelor practici europene in cursurile dedicate subiectelor din planurile
de invatamant.

In Republica Moldova problema identitatii a fost abordati multidimensional: istoric de
catre G. Cojocaru, A. Petrenco, I. Casu; lingvistic de S. Berejan si N. Biletchi, care au sustinut
identitatea roméneasca in opozitie cu cea moldoveneascda sovieticd promovatd de istoricii din
partidele socialist si comunist si alte formatiuni proruse. Articole referitoare la identitatea din
Republica Moldova au fost publicate de G. Bobana, L. Beniuc, T. Comendant. Aceste lucrari au
analizat din diferite perspective problema identitara din republicd, contribuind semnificativ la
studierea acesteia. Problemele identitare din Moldova sunt prefigurate si in mass-media si in
creatiile literare.

Cercetdtori precum Ludmila Lazar, in lucrarea Cultura ca instrument de consolidare a
identitatii europene, analizeaza rolul politicilor culturale ale UE in formarea identitatii europene,
cu accent pe integrarea Republicii Moldova. Elena Balan a studiat interactiunea dintre identitatea
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etnicd si cea europeand, iar Angelina Suceveanu a aratat rolul culturii institutionale in stabilirea
echilibrului dintre identitatea nationala si cea europeana.

Problemele referitoare la influenta culturii europene asupra identitdtii culturale a
cetatenilor Republicii Moldova cere o studiere aprofundati. In calitate de repere generale,
subliniem urmatoarele: Parcursul pro-european al Republicii Moldova a influentat domeniul
culturii si implicit identitatea culturala. Astfel, cooperarea internationald in domeniul artistic,
promovarea culturii digitale si a industriilor creative, precum si sprijinirea proiectelor de restaurare
a patrimoniului cultural au fost efectele colaborarii europene. Cetatenii republicii au descoperit noi
forme de exprimare artistica si culturala, iar productiile culturale autohtone au inceput sa devina
mai accesibile pe plan european.

Un alt efect important al parcursului pro-european a fost cresterea mobilitatii oamenilor din
domeniul culturii, stiintei si altor specialisti. Cetdtenii orientati cdtre un orizont european si global,
mai deschisi la noi idei si mai putin atasati de traditiile conservatoare, au devenit o parte
semnificativa a populatiei.

Politicile proeuropene au avut un impact semnificativ asupra felului in care oamenii se
raporteaza la cultura proprie, dar si asupra modului in care isi construiesc identitatea n raport cu
alte culturi. Cetdtenii Republicii Moldova conectati la valorile europene contribuie la crearea unei
societdti mai dinamice si mai tolerante. Acestea au dus la o modernizare a societatii, la schimbarea
perceptiel asupra identitatii nationale si la o deschidere mai mare fatd de diversitate si pluralism.

In ciuda progreselor semnificative, parcursul pro-european al Moldovei nu a fost unul lipsit
de provocari. Coruptia, instabilitatea politica si influentele externe (in special din partea Rusiei) au
fost puse pe seama noilor politici de integrare europeand. O propaganda acerba antieuropeana din
mass-media pro-rusd si a partidelor pro-Kremlin erodeaza increderea populatiei in valorile
culturale europene. Aceste fenomene au condus la o reticenta in rindul unei parti a populatiei fata
de cultura si civilizatia europeana.

Ideea unei identitdti mixte, care imbind traditiile moldovenesti cu influentele culturale
europene, este promovatd de guverndrile pro-europene. In acest sens, cultura locald a fost
reinterpretatd, nu neaparat ca un contrast cu valorile europene, ci ca o oportunitate de a crea un
dialog cultural autentic intre est si vest. Identitatea europeand in spatiul cultural autohton
imbogéteste prin valorile sale axiologice — democratia, pluralismul, interculturalitatea — identitatea
nationala.

Cuvinte-cheie: parcurs european, identitate culturala, modernizare, dialog social

The Republic of Moldova's European journey has shaped its culture and, by extension, its
cultural identity. Our research methodology includes an analysis of theoretical terms, a synthesis
of the factors influencing society culturally, and the presentation of our findings. The influence of
European culture on the cultural identity of the citizens of the Republic of Moldova calls for a
clarification of the terms related to identity.

Thus, the issue of European identity has been studied by several researchers. The French
scholar René Girault highlighted the key factors that led to the awareness and identification of a
part of Europe as a whole. According to his analysis, Western Europe's identity is defined by rapid
development, driven by the efficiency and productivity of the manufacturing and distribution
sectors, with cutting-edge technology serving as the engine of economic progress. In this context,
culture is a factor of social cohesion, shaping a unified civilization while preserving its diverse
character through multiculturalism.
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The historical pillars of identity are expressed through fundamental references to: Classical
Greco-Roman antiquity, which laid the foundations of European thought; Christianity in the
Middle Ages, as a factor of spiritual unity; and the "Age of Enlightenment," a period that defined
modern values and civil rights. The German philosopher Jiirgen Habermas promoted the concept
of "constitutional patriotism," in which identity is no longer based on ethnicity but on adherence to
shared democratic values, and Edgar Morin, author of the seminal work Thinking Europe (Penser
I'Europe), views European identity as "unity in diversity," a space that has succeeded in
synthesizing historical contradictions.

In our region, European and national cultural identity has become a subject of study in
university departments and a key topic at academic conferences. Just a few examples: UTM's
scientific conferences: Theory and Practice of European Integration, Chisinau 2019-
2023; Integration through Research and Innovation (Annual Scientific Session) at USM 2020
2025; Cultural Identity and Values in a European Context, USM 2023 (Bucharest—Chisinau); Jean
Monnet International Conference: The Eastern Partnership: Toward a European Community of
Democracy and Prosperity (USM 2023); Promoting Socio-Economic Values in the Context of
European Integration, USEM Annual Conferences; Roundtables: Moldova's Accession to the
European Union — A Priority of Moldova's Foreign Policy (USEM 2026) etc. Course of lectures at
the Academy of Public Administration under the President of the Republic of Moldova: European
Cultural Processes: Implications for the Republic of Moldova (2020). Incorporation of topics
related to European culture and civilization and European best practices into courses dedicated to
subjects in the curriculum.

In the Republic of Moldova, the issue of identity has been approached from multiple
perspectives: historically by G. Cojocaru, A. Petrenco, and I. Casu; linguistically by S. Berejan
and N. Biletchi, who advocated for Romanian identity in opposition to the Soviet Moldovan
identity promoted by historians from the Socialist and Communist parties and other pro-Russian
groups. Articles on identity in the Republic of Moldova were published by G. Bobana, L. Beniuc,
and T. Comendant. These works analyzed the issue of identity in the republic from various
perspectives, contributing significantly to its study. Issues of identity in Moldova are also reflected
in the media and in literary works.

Researchers such as Ludmila Lazar, in her paper Culture as a Tool for Strengthening
European Identity, analyze the role of EU cultural policies in shaping European identity, with a
focus on the integration of the Republic of Moldova. Elena Balan has studied the interaction
between ethnic and European identity, while Angelina Suceveanu has highlighted the role of
institutional culture in striking a balance between national and European identity.

Moldova's pro-European path has influenced the cultural sphere and, by extension, cultural
identity. Thus, international cooperation in the arts, the promotion of digital culture and the
creative industries, as well as support for cultural heritage restoration projects - have been the
outcomes of European collaboration. The citizens of the republic have discovered new forms of
artistic and cultural expression, and local cultural productions have begun to become more
accessible across Europe. Another important effect of the pro-European path has been the
increased mobility of people in the fields of culture, science, and other specialists.

Citizens with a European and global outlook, who are more open to new ideas and less
attached to conservative traditions, have become a significant segment of the population.
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Pro-European policies have had a significant impact on how people relate to their own
culture, as well as on how they construct their identity in relation to other cultures. Moldovan
citizens connected to European values contribute to the creation of a more dynamic and tolerant
society. These values have contributed to the modernization of society, a shift in the perception of
national identity, and greater openness to diversity and pluralism.

Despite significant progress, Moldova's pro-European path has not been without
challenges. Corruption, political instability, and external influences (particularly from Russia)
have been blamed on the new European integration policies. Intense anti-European propaganda
from pro-Russian media and pro-Kremlin parties erodes public trust in European cultural values.
These issues have led to reluctance toward European culture and civilization among a segment of
the population.

However, the idea of a hybrid identity, blending Moldovan traditions with European
cultural influences, has been promoted by pro-European governments. In this regard, local culture
has been reinterpreted, not necessarily as a contrast to European values, but as an opportunity to
foster an authentic cultural dialogue between East and West. European identity in the local cultural
space enriches national identity through its axiological values: democracy, pluralism, and
interculturality.

Keywords: European integration, cultural identity, modernization, social dialogue
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Dialogul romano-italian reprezintd un caz relevant de interactiune intre doua limbi
romanice de origine comunad in latina vulgara, dar care au evoluat in contexte istorice, geografice
si culturale distincte. In spatiul european contemporan, caracterizat prin mobilitate crescuti si
deschidere interculturala, analiza convergentelor si divergentelor lingvistice dintre romand si
italiana devine nu doar un demers filologic, ci si unul cultural. Acest dialog reflectd atat unitatea
de fond a limbilor romanice, cat si diversitatea formelor dobandite in timp.

Studiul de fata 1si propune s evidentieze principalele puncte de convergenta si divergenta
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dintre cele doua limbi, plasandu-le in contextul mai larg al schimburilor culturale europene si
subliniind rolul acestora in consolidarea identitatilor lingvistice.

Convergentele lingvistice dintre limba romana si limba italiand se manifestd la nivel
lexical, morfologic si, intr-o anumitd masura, sintactic, fiind rezultatul direct al originii comune in
latina vulgara. Un numdr semnificativ de unitdti lexicale prezintd similitudini formale si
semantice, facilitind intercomprehensiunea pasiva intre vorbitorii celor doud limbi. Exemple
precum ,,mare” (it. mare) sau ,,Jumind” (it. luce) ilustreaza aceasta proximitate lexicala, chiar daca
diferentele fonetice pot fi uneori semnificative. Din punct de vedere morfologic, ambele limbi
pastreaza categorii gramaticale fundamentale, precum genul si numarul, precum si sisteme verbale
comparabile, bazate pe conjugari.

Totodatd, existenta unui fond lexical international comun, mai ales In domenii precum
cultura, stiinta sau arta, contribuie la consolidarea convergentei. In ansamblu, aceste elemente
atestd unitatea geneticd a celor doud limbi si favorizeaza un dialog lingvistic eficient In context
european.

Divergentele lingvistice dintre limba roména si limba italiand sunt rezultatul unor evolutii
istorice distincte, marcate de influente externe diferite si de procese interne specifice. Un aspect
relevant il constituie influentele lingvistice heterogene: roména a fost marcatd de contactul cu
limbile slave, turcice si maghiare, in timp ce italiana a evoluat sub influenta dialectelor regionale
si a unor elemente germanice.

La nivel morfologic, o particularitate definitorie a limbii roméane este articolul hotarat
enclitic (ex.: ,,omul”), in contrast cu articolul proclitic din italiana (it. ’'uomo), ceea ce reflecta o
evolutie structurala distinctd. De asemenea, diferentele fonetice, precum stabilitatea sistemului
vocalic italian comparativ cu cel romanesc, contribuie la individualizarea fiecarei limbi.

In plan semantic, apar asa-numitii ,,falsi prieteni”, termeni similari formal, dar diferiti ca
sens, care pot genera dificultati iIn comunicare. Aceste divergente nu contrazic originea comuna, ci
evidentiazd adaptarea limbilor la contexte istorice si culturale diferite.

Dimensiunea culturald a dialogului roméno-italian constituie un element esential in
intelegerea interactiunii dintre cele doua spatii lingvistice. Italia a reprezentat, de-a lungul
timpului, un reper cultural major pentru spatiul romanesc, in special in perioada Renasterii si 1n
epocile ulterioare, influentand dezvoltarea artei, literaturii si educatiei. Un exemplu elocvent 1l
constituie domeniul muzical, unde terminologia italiand s-a impus ca limbaj universal, influentand
profund vocabularul de specialitate utilizat In interpretare si teoria muzicii.

In contextul contemporan, mobilitatea academicd si migratia economici au intensificat
contactul direct dintre vorbitori, favorizand transferul lexical si aparitia unor forme hibride de
expresie culturald. Acest dialog trebuie inteles ca un proces bidirectional, in care fiecare cultura
contribuie la Tmbogdtirea celeilalte. Dialogul romano-italian evidentiaza raportul dinamic dintre
convergentd si divergentd lingvistica, specific limbilor romanice. Asemandrile structurale si
lexicale faciliteaza comunicarea, in timp ce diferentele rezultate din evolutiile istorice contribuie la
definirea identitatilor lingvistice.

In contextul european actual, acest echilibru intre unitate si diversitate demonstreaza ca
apropierea lingvistica nu implica uniformizare, ci valorificarea specificului fiecarei limbi. Relatia
dintre romand si italiand poate fi consideratd un model de coexistentd armonioasd in cadrul
plurilingvismului european.

227



Cuvinte-cheie: [imbi romanice, interferenta lingvisticd, transfer semantic, patrimoniu
cultural italo-roman

The Romanian—Italian dialogue represents a relevant case of interaction between two
Romance languages of common origin in Vulgar Latin, which have nevertheless evolved in
distinct historical, geographical, and cultural contexts. In contemporary European space,
characterized by increased mobility and intercultural openness, the analysis of linguistic
convergences and divergences between Romanian and Italian becomes not only a philological
endeavor, but also a cultural one. This dialogue reflects both the underlying unity of Romance
languages and the diversity of the forms they have acquired over time.

The present study aims to highlight the main points of convergence and divergence
between the two languages, placing them within the broader context of European cultural
exchanges and emphasizing their role in strengthening linguistic identities.

The linguistic convergences between Romanian and Italian manifest themselves at the
lexical, morphological, and, to some extent, syntactic levels, being a direct result of their common
origin in Vulgar Latin. A significant number of lexical units display formal and semantic
similarities, facilitating passive intercomprehension between speakers of the two languages.
Examples such as “mare” (It. mare) or “lumina” (It. luce) illustrate this lexical proximity, even if
phonetic differences may sometimes be significant. From a morphological perspective, both
languages preserve fundamental grammatical categories such as gender and number, as well as
comparable verbal systems based on conjugations.

At the same time, the existence of a shared international lexical stock, especially in fields
such as culture, science, and art, contributes to reinforcing convergence. Overall, these elements
attest to the genetic unity of the two languages and favor an efficient linguistic dialogue within the
European context.

The linguistic divergences between Romanian and Italian are the result of distinct
historical evolutions, marked by different external influences and specific internal processes. A
relevant aspect is the heterogeneous linguistic influence: Romanian has been shaped by contact
with Slavic, Turkic, and Hungarian languages, while Italian evolved under the influence of
regional dialects and certain Germanic elements. At the morphological level, a defining feature of
Romanian is the enclitic definite article (e.g., “omul”), in contrast to the proclitic article in Italian
(It. 'uomo), reflecting a distinct structural evolution. Additionally, phonetic differences—such as
the relative stability of the Italian vowel system compared to the Romanian one—contribute to the
individualization of each language. On the semantic level, so-called “false friends” appear—terms
which are formally similar but differ in meaning, potentially generating communication
difficulties. These divergences do not contradict the common origin, but rather highlight the
adaptation of the languages to different historical and cultural contexts.

The cultural dimension of the Romanian—Italian dialogue constitutes an essential element
in understanding the interaction between the two linguistic spaces. Italy has long represented a
major cultural reference for the Romanian space, especially during the Renaissance and in
subsequent periods, influencing the development of art, literature, and education. An eloquent
example is the musical field, where Italian terminology has established itself as a universal
language, profoundly influencing the specialized vocabulary used in performance and music
theory.

In the contemporary context, academic mobility and economic migration have intensified
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direct contact between speakers, fostering lexical transfer and the emergence of hybrid forms of
cultural expression. This dialogue should be understood as a bidirectional process, in which each
culture contributes to enriching the other. The Romanian—Italian dialogue highlights the dynamic
relationship between linguistic convergence and divergence, characteristic of Romance languages.
Structural and lexical similarities facilitate communication, while differences resulting from
historical evolution contribute to defining linguistic identities.

In the current European context, this balance between unity and diversity demonstrates that
linguistic proximity does not imply uniformity, but rather the valorization of the specificity of
each language. The relationship between Romanian and Italian can be considered a model of
harmonious coexistence within European multilingualism.

Keywords: Romance languages, linguistic interference, semantic transfer, Italo-Romanian
cultural heritage
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Prezenta lucrare analizeazd dinamica mestesugului margelitului in contextul expansiunii
tehnologice contemporane, propunand ipoteza conform careia aceastd formd de artd decorativa
reprezintd, pe de o parte, un vestigiu al trecutului, iar pe de altd parte, un mecanism activ de
rezilientd culturali. Intr-o erd definiti de ,tranzitia digitald”, marcati de dematerializarea
experientelor si de accelerarea ritmului de productie, margelitul reuseste sd isi redefineasca
relevanta prin capacitatea de a oferi o ancora tactild si o continuitate identitara.

Analiza porneste de la geneza margelitului, privit ca ornament estetic si ca ,limbaj”
codificat, fundamental in structura comunititilor arhaice. In acest context, trebuie s mentionim
ca, margeaua a depasit functia decorativa, devenind un purtdtor de semne semiotice: modelul unei
zgardane sau cromatica specifica functionau ca un pasaport vizual ce comunica instantaneu varsta,
statutul social si apartenenta regionala a purtatorului. Mai mult, margelitul indeplinea un rol
apotropaic, anumite tipare fiind investite cu puterea de a oferi protectie spirituald, transformand
astfel obiectul artizanal intr-o interfatd intre individ si sacru. In etapa actuald, aceasta mostenire
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este reinterpretatd prin prisma rezilientei culturale, concept definit aici nu ca o conservare statica,
Hintr-un glob de sticla”, dar ca o adaptare dinamica la fluxurile globalizarii. Rezilienta
mestesugului se manifestd atunci cand artizanul nu respinge modernitatea, ci internalizeaza noile
unelte, de la designul asistat de calculator la retelele globale de distributie, pentru a proteja esenta
simbolicd a lucrului manual. Astfel, tranzitia digitald nu reprezintd un factor de abandon al
traditiei, dar devine vehiculul prin care margelitul isi pastreaza relevanta, demonstrand cd un
mestesug supravietuieste doar daca accepta dialogul cu tehnologia, fara a-si sacrifica autenticitatea
tactila.

Cercetarea exploreazad paralela structurala dintre tehnica analogd a margelitului si
arhitectura digitald. Se argumenteaza faptul cd margeaua, ca unitate discretd de informatie,
functioneaza similar pixelului, transformand schemele traditionale de tesut in precursori ai
codificarii vizuale moderne. Aceastd ,,geometrie sacrd” a margelitului a permis adaptarea rapida a
modelelor arhaice in formate digitale (diagrame vectoriale, tutoriale video), facilitand astfel o
transmitere transgenerationala fard precedent, care depdseste barierele geografice ale ,,sezdtorii”
traditionale.

Un punct central al cercetarii il constituie analiza rolului margelitului ca instrument de
digital si mindfulness. Intr-un mediu dominat de hiper-stimulare vizuald si algoritmi de atentie,
procesul repetitiv si minutios al margelitului induce o stare de flux, esentiala pentru echilibrul
psiho-emotional al individului contemporan. Astfel, mestesugul devine o formd de rezistentd
psihologicd, restabilind primatul senzorialului si al motricitdtii fine in fata ecranelor tactile. Din
perspectiva sociologica, lucrarea investigheaza transformarea comunitétilor de artizani. Tranzitia
digitald nu a dus la izolarea mestesugarului, dar la formarea unor retele globale de sprijin si
schimb de cunostinte. Platformele de e-commerce si retelele sociale au creat un nou ecosistem
economic, unde ,,obiectul cu memorie”, bijuteria lucratda manual, capatd o valoare de lux etic,
opunandu-se curentului fast-fashion.

In concluzie, rezilienta culturali a margelitului rezida in caracterul siu hibrid: acesta
conservd nucleul simbolic al traditiei, utilizdnd in acelasi timp instrumentele digitale pentru
propagare si inovare. Articolul demonstreazd ca, departe de a fi amenintat de tehnologie,
mestesugul margelitului se reafirma ca un vector esential de umanitate, oferind o solutie tangibila
pentru pastrarea identitdtii intr-o lume 1n continud virtualizare.

Cuvinte-cheie: rezilienta culturala, margelit, tranzitie digitala, patrimoniu imaterial,
mindfulness, identitate artizanala

This paper analyzes the dynamics of the craft of beadwork within the context of
contemporary technological expansion, proposing the hypothesis that this form of decorative art
represents, on one hand, a vestige of the past, and on the other, an active mechanism of cultural
resilience. In an era defined by "digital transition", marked by the dematerialization of experiences
and an accelerated pace of production, beadwork succeeds in redefining its relevance through its
capacity to provide a tactile anchor and identity continuity.

The analysis begins with the genesis of beadwork, viewed both as an aesthetic ornament
and as a coded "language" fundamental to the structure of archaic communities. In this context, it
must be noted that the bead transcended its decorative function, becoming a carrier of semiotic
signs: the pattern of a zgardand (traditional beaded necklace) or specific chromatics functioned as
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a visual passport that instantaneously communicated the wearer's age, social status, and regional
affiliation. Furthermore, beadwork fulfilled an apotropaic role, with certain patterns being invested
with the power to offer spiritual protection, thus transforming the artisanal object into an interface
between the individual and the sacred. In the current stage, this heritage is reinterpreted through

the lens of cultural resilience, a concept defined here not as static conservation "in a glass globe,"

but as a dynamic adaptation to the flows of globalization. The resilience of the craft manifests
when the artisan does not reject modernity but instead internalizes new tools, from computer-aided
design to global distribution networks, to protect the symbolic essence of manual labor. Thus, the
digital transition does not represent a factor for abandoning tradition but becomes the vehicle
through which beadwork maintains its relevance, demonstrating that a craft survives only if it
accepts a dialogue with technology without sacrificing its tactile authenticity.

The research explores the structural parallel between the analog technique of beadwork and
digital architecture. It argues that the bead, as a discrete unit of information, functions similarly to
a pixel, transforming traditional weaving schemes into precursors of modern visual coding. This
"sacred geometry" of beadwork has allowed for the rapid adaptation of archaic patterns into digital
formats (vector diagrams, video tutorials), thereby facilitating an unprecedented transgenerational
transmission that surpasses the geographical barriers of the traditional sezatoare (social gathering).

A central point of the research is the analysis of beadwork's role as a tool for digital
balance and mindfulness. In an environment dominated by visual hyper-stimulation and attention
algorithms, the repetitive and meticulous process of beadwork induces a "flow state," essential for
the psycho-emotional balance of the contemporary individual. Thus, the craft becomes a form of
psychological resistance, restoring the primacy of the sensory and fine motor skills in the face of
touchscreens. From a sociological perspective, the paper investigates the transformation of artisan
communities. The digital transition has not led to the artisan's isolation but to the formation of
global support and knowledge-exchange networks. E-commerce platforms and social media have
created a new economic ecosystem where the "object with memory", the handmade jewelry,
acquires the value of ethical luxury, opposing the fast-fashion trend.

In conclusion, the cultural resilience of beadwork resides in its hybrid character: it
preserves the symbolic core of tradition while simultaneously utilizing digital tools for
propagation and innovation. The article demonstrates that, far from being threatened by
technology, the craft of beadwork reaffirms itself as an essential vector of humanity, offering a
tangible solution for preserving identity in a world of continuous virtualization.

Keywords: cultural resilience, beadwork, digital transition, intangible heritage,
mindfulness, artisanal identity
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Istoria Muzicii este un obiect de studiu ce oferd o perspectiva largd, dar si o fundamentare
solidd conceptului de Libertate Creativa. Anume Libertatea Creativd constituie azimutul in
fortificarea abilitatilor cognitive, psihologice si de formare a caracterului Generatiei ,,Z”. Materia
,Istoria muzicii” este obiect de bazi in grila invatimantului artistic universitar modern. in acelasi
timp, a devenit si o preocupare optionala intelectuald a elitelor intelepte de la varfurile piramidelor
economice, politice, militare si sociale din Intreaga lume.

Generatia ,,Z”, numitd si ,,Zoomers”, ,iGen”, ,,Post-Mileniali”’, sunt oamenii ndscuti
aproximavit In perioada 1995-2012. Ca obiectiv la scard largd, ,,Post-Milenialii” 1si doresc
echilibru intre viata personala si cea profesionald, cdutand o relatie deschisa cu liderii. Anume in
acest punct intervenim noi, profesorii, pedagogii sau, mai bine spus, ,.calauzele” tinerilor prin
labirinturile vietii. Misiunea profesorilor este de a-i forja pe tinerii nostri minunati pentru bataliile
ce le vor avea de sustinut prin seturi de cunostinte, abilitati, ustensile, modeland situatii probabile
pentru a preveni riscurile prin sisteme de avertizare timpurie.

Studiul obiectului Istoria muzicii s-a dovedit in timp istoric, de la grecii antici pana in
vremurile moderne, vital necesar tinerilor generatii deoarece: Tmbunatateste memoria (fapt
confirmat de toate studiile de specialitate din centrele de cercetare a psihologiei comportamentale
a omului); dezvoltd creativitatea; imbogateste cultura generald; ofera context; completeaza,
diversifica, amplifica si perfectioneaza experienta.

Muzica, ca fenomen social-istoric, a oscilat intre incadrarea de a fi tratatd ca o ,,Stiintd”
(atent studiatd, minutios elaboratd, subtil utilizatd) si ,,.Divertisment”. Atunci cind avea rol de
stiinta, statele, imperiile acumulau influentd, se dezvoltau armonios. In schimb, atunci cand
muzica era tratata ca divertisment, statele, imperiile intrau in declin, decadenta si, eminamente, se
descompuneau. Exemplul recent al declinului, decadentei, descompunerii si disparitiei unui
imperiu este soarta URSS.

In aceasta batalie pentru , fericirea” Generatiei ,,Z”, noi, profesorii-calauze, suntem diferiti
de elitele motivationale moderne promovate agresiv pe toate platformele online. Acestea din urma
se conduc dupd un postulat cel putin discutabil sub aspect moral: ,,Mai bine sd fiu impdarat in
Infern, decat servitor in Paradis”.

Cuvinte-cheie: creativitate, dezvoltare cognitiva, muzica, nativi digitali, interconectarea
generatiilor, metode moderne didactice, fericire

History of Music is a subject of study that offers a broad perspective, but also a solid
foundation for the concept of Creative Freedom. Namely, Creative Freedom constitutes the
azimuth in strengthening the cognitive, psychological and character-building abilities of
Generation ,,Z”. The subject ,,History of Music” is a basic subject in the grid of modern university
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artistic education. At the same time, it has also become an optional intellectual concern of the wise
elites at the tops of the economic, political, military and social pyramids around the world.

,(Generation ,,Z” is also called ,,Zoomers”, iGen, Post-Millennials, are people born between
the years 1995-2012 approximately. As a large-scale objective, Post-Millennials want balance
between the personal and professional life, seeking an open relationship with leaders. It is at this
point that we intervene — teachers, pedagogues, or better said, the ,,guides” of young people
through the labyrinths of life. The mission of teachers is to forge our wonderful young people for
the battles they will have to fight through sets of knowledge, skills, utensils, modeling probable
situations to prevent risks through early warning systems.

The study of the subject History of Music has proven throughout history, from the Ancient
Greeks to modern times, vitally necessary for young generations because: it improves memory (a
fact confirmed by all specialized studies in the field of research on human behavioral psychology);
develops creativity; enriches general culture; provides context; completes, diversifies, amplifies
and perfects the experience.

Music as a social and historical phenomenon has oscillated between being treated as a
»dcience” (carefully studied, meticulously elaborated, subtly used) and ,,Entertainment”. When it
played the role of science, states and empires accumulated influence and developed harmoniously.
On the other hand, when Music was treated as entertainment, states and empires were entering into
decline, decay and, eminently, decomposed. A recent example of the decline, decadence,
decomposition and disappearance of an empire is the fate of the USSR.

In this battle for the ,,happiness” of Generation “Z”, we teacher-guides are different from
the modern motivational elites aggressively promoted on all online platforms. The latter are
guided by a postulate that is at least morally questionable: ,,Better to be Emperor in Hell than a
servant in Paradise”.

Keywords: creativity, cognitive development, music, digital natives, generational
interconnection, modern teaching methods, happiness
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In contextul transformarilor din invatimantul artistic superior, generate de exigentele
privind asigurarea calitatii, transparenta si deschiderea stiintei (Open Science), institutiile de profil
sunt tot mai mult obligate sd garanteze accesul public la informatiile academice, inclusiv la
curriculumuri si fisele disciplinelor. Politicile de Acces deschis (Open Access) contribuie
semnificativ la sporirea vizibilitatii si impactului cercetarii, insa, concomitent, genereaza o serie de
provocari legate de protectia proprietatii intelectuale, amplificate de dezvoltarea acceleratd a
inteligentei artificiale.

Curriculumurile si fisele disciplinelor trebuie recunoscute ca produse ale creatiei
intelectuale originale, protejate prin dreptul de autor, depasind statutul unor simple documente
administrative. In conditiile digitalizirii extinse si ale utilizdrii sistemelor bazate pe inteligenti
artificiald, cresc riscurile de reproducere, reutilizare neautorizata si lipsa de atribuire corectd, ceea
ce afecteaza atat drepturile morale, cét si cele patrimoniale ale autorilor. In acest context, devine
esentiald consolidarea mecanismelor de protectie juridici. Inregistrarea operelor stiintifice in
Registrul de stat administrat de AGEPI reprezinta un instrument eficient in acest sens, oferind un
suport probator suplimentar privind paternitatea creatiei, fard a conditiona insa existenta dreptului
de autor.

Totodatd, experienta europeana demonstreazd ca principiile accesului deschis nu sunt
incompatibile cu protectia drepturilor de autor, ci pot coexista prin utilizarea licentelor deschise,
precum Creative Commons, care permit o diseminare controlata si responsabild a cunostintelor.

In cadrul AMTAP publicatiile stiintifice sunt deja valorificate in regim de acces deschis
prin intermediul repozitoriilor institutionale si al platformelor academice, in conformitate cu
politicile institutionale si standardele europene. Urmand aceastd logica, Catedra Management
artistic si industrii culturale 1si propune implementarea unor mecanisme integrate de protectie a
proprietdtii intelectuale, concomitent cu dezvoltarea unor instrumente de stimulare creativa,
meritocratica si financiara a cadrelor didactice tinere.

Abordarea propusa urmadreste realizarea unui echilibru intre necesitatea transparentei
academice si imperativul protejarii creatiei intelectuale Tn era inteligentei artificiale, contribuind
stiintifice.

Cuvinte-cheie: proprietate intelectuald, inteligenta artificiald, acces deschis, drept de
autor, transparenta academicad, invatamadnt artistic superior, protectie juridica

In the context of ongoing transformations in higher artistic education, driven by quality
assurance requirements, transparency, and the principles of Open Science, academic institutions
are increasingly required to ensure public access to educational and research-related information,
including curricula and course descriptions. Open Access policies significantly enhance the
visibility, accessibility, and impact of research outputs; however, they simultaneously introduce
complex challenges related to the protection of intellectual property, particularly in light of the
rapid advancement and integration of artificial intelligence technologies.
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Curricula and course descriptions should be regarded as original intellectual creations
protected by copyright law, thus exceeding the status of purely administrative or technical
documents. In the context of extensive digitalization and the growing use of Al-based systems, the
risks of unauthorized reproduction, adaptation, reuse, and insufficient attribution are becoming
more pronounced. These risks directly affect both the moral rights (such as authorship
recognition) and the economic rights of creators, raising concerns about the safeguarding of
academic authorship in contemporary digital environments. In this regard, the registration of
scientific and didactic works in the State Register administered by AGEPI represents an efficient
and practical mechanism for strengthening legal protection. Such registration provides additional
evidentiary support concerning authorship and the date of creation, without constituting a
precondition for the existence of copyright.

At the same time, European practices demonstrate that Open Access is not inherently
contradictory to copyright protection; on the contrary, it is effectively implemented through open
licensing frameworks, such as Creative Commons, which enable controlled, transparent, and
legally grounded dissemination of knowledge.

Within AMTAP, scientific publications are already disseminated in Open Access format
through institutional repositories and recognized academic platforms, in line with internal policies
and European standards. In this context, the Department of Arts Management and Cultural
Industries proposes the implementation of integrated mechanisms for intellectual property
protection, alongside the development of creative, merit-based, and financial incentive systems
aimed at supporting early-career academic staff.

This approach seeks to balance the imperative of academic transparency with the necessity
of protecting intellectual creation in the age of artificial intelligence, thereby contributing to the
consolidation of academic integrity and to increasing the relevance, sustainability, and
competitiveness of scientific output.

Keywords: intellectual property, artificial intelligence, open access, copyright, academic
transparency, higher artistic education, legal protection
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Trauma reprezinta efectul cumulativ al unor evenimente deosebit de stresante asupra
calitatii vietii cotidiene a individului. Manifestarile atestd faptul cd psihicul a fost supus unor
experiente coplesitoare, percepute in anumite situatii ca amenintatoare la viata, care au determinat
persoana sd adopte comportamente si moduri de gandire care sd tind in permanent sub control
dezechilibrul produs.

Vorbind de trauma transgenerationala, ne referim la acele efecte si sechele psihologice care
se transmit din generatie in generatie descendentilor, chiar daca acestia nu au trait la propriu acea
trauma. Insd, prezenta anumitor mecanisme de transmitere, care se manifesta printr-un anumit tip
de comportament adoptat, emotiile si tréirile lasa amprente asupra psihismului indivizilor care nu
au experimentat acele evenimente traumatizante. Trauma transgenerationald sau intergenerationala
reprezintd transferul durerii emotionale, fizice sau psihologice de la o generatie la alta. Aceasta
»mostenire psihologicd” apare atunci cand traumele nerezolvate ale parintilor, bunicilor sau
strabunicilor influenteaza inconstient dezvoltarea, comportamentul si starea de sandtate a
descendentilor. Aceasta poate fi transmisa prin modele comportamentale invatate.

Fenomenul deportarilor sovietice nu putea sa nu lase sechele asupra psihicului victimelor
acestor deportdri, si nici asupra descendentilor sdi. Deportdrile sovietice au reprezentat o forma
extrema de represiune politica si sociald, aplicatd de regimul stalinist in Uniunea Sovietica si in
teritoriile ocupate, inclusiv Basarabia si Nordul Bucovinei, incepand cu anii *20 si intensificandu-
se dupa al Doilea Rdzboi Mondial. Aceste actiuni au vizat ,,dusmanii de clasa”, elementele
antisovietice si grupuri etnice Intregi, avand ca scop supunerea populatiei, ,,sovietizarea”
teritoriilor si transformarea lor social-economica.

Aceasta lucrare reprezinta un studiu asupra acelor mecanisme psihologice de transmitere a
elementelor traumatizante si modului de formare a traumei transgenerationale prin comportamente
parentale adoptate, cum ar fi tdcere asupra subiectelor dureroase, tipare de atasament nesigur etc.
Manifestérile traumei transgenerationale pot fi reprezentate prin anxietate, depresie, tulburdri de
stres post-traumatic (PTSD), dificultati in gestionarea emotiilor si tipare relationale disfunctionale.

Cuvinte-cheie: traumad, traumad transgenerationald, deportarile sovietice, mecanisme de
transmitere, tulburari de stres post-traumatic (PTSD)

Trauma represents the cumulative effect of particularly stressful events on the quality of an
individual's daily life. The manifestations attest to the fact that the psyche has been subjected to
overwhelming experiences, perceived in certain situations as life-threatening, which have led the
person to adopt behaviors and ways of thinking that permanently keep the imbalance produced
under control.

Speaking of transgenerational trauma, we refer to those psychological effects and sequelae
that are transmitted from generation to generation to descendants, even if they have not personally
experienced that trauma. However, the presence of certain transmission mechanisms, which
manifest themselves through a certain type of adopted behavior, emotions and feelings leave their
mark on the psyche of individuals who have not experienced those traumatic events.
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Transgenerational or intergenerational trauma represents the transfer of emotional, physical or
psychological pain from one generation to another. This “psychological legacy” occurs when
unresolved traumas of parents, grandparents or great-grandparents unconsciously influence the
development, behavior and health of descendants. This can be transmitted through learned
behavioral patterns.

The phenomenon of Soviet deportations could not but leave aftereffects on the psyche of the
victims of these deportations, nor on their descendants. Soviet deportations represented an extreme
form of political and social repression, applied by the Stalinist regime in the Soviet Union and the
occupied territories, including Bessarabia and Northern Bukovina, starting with the 1920s and
intensifying after World War II. These actions targeted “class enemies”, anti-Soviet elements and
entire ethnic groups, with the aim of subjugating the population, “sovietizing” the territories and
transforming them socially and economically.

This paper represents a study on those psychological mechanisms of transmission of
traumatic elements and the way of formation of transgenerational trauma through adopted parental
behaviors, such as silence on painful topics, insecure attachment patterns, etc. Manifestations of
transgenerational trauma can be represented by anxiety, depression, post-traumatic stress disorder
(PTSD), difficulties in managing emotions and dysfunctional relationship patterns.

Keywords: trauma, transgenerational trauma, Soviet deportations, transmission
mechanisms, post-traumatic stress disorder (PTSD)
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Integrarea muzicii in predarea limbii engleze reprezinta o abordare pedagogica moderna si
extrem de eficientd, care imbini armonios invitarea cu plicerea estetici. Intr-un mediu
educational caracterizat prin schimbari rapide si constante, cadrele didactice cautd tot mai des
strategii inovatoare capabile sd stimuleze interesul studentilor si sa sprijine dobandirea naturala a
competentelor lingvistice. In acest context, muzica se afirma ca un instrument didactic valoros,
oferind o gama larga de beneficii pedagogice.
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Muzica faciliteazd memorarea vocabularului si a structurilor gramaticale, iar ritmul,
repetitia si structurile melodice specifice cantecelor consolideaza in mod semnificativ memoria pe
termen lung. Cuvintele si expresiile sunt retinute cu mai multa usurintd atunci cand apar in versuri
repetitive si in contexte sonore pldcute, evitand invatarea mecanica si favorizdnd o retentie
naturald si organica.

Cantecele sustin dezvoltarea unei pronuntii si intonatii corecte astfel expunerea la limbaj
autentic — prezent In mod natural in muzicad — oferd studentilor modele credibile de pronuntie.
Imitarea cantaretilor conduce la Tmbunatétirea accentului, a ritmului, a intonatiei si a fluentei
generale. In plus, activititile muzicale reduc anxietatea asociati invatirii unei limbi striine,
incurajand exprimarea libera si participarea cu mai multa incredere.

Muzica sporeste motivatia si implicarea studentilor, iar activititile muzicale sunt, in
general, percepute ca fiind placute si relaxante, contribuind la crearea unei atmosfere pozitive si
dinamice la clasd. Acest angajament emotional sporit determind o participare mai activa,
deschidere spre comunicare si 0 mai mare disponibilitate de a experimenta cu limbajul.

Cantecele oferd acces la limbaj autentic si expresii idiomatice si acestea introduc in mod
natural idiomuri, expresii colocviale, slang si formule uzuale de comunicare, adesea absente din
manualele traditionale. Prin intermediul cantecelor, studentii intrd in contact cu un limbaj viu,
contemporan, dobandind o intelegere mai profunda si contextualizata a utilizarii limbii in situatii
reale.

Muzica sustine invatarea contextuald si prin urmare vocabularul si structurile lingvistice se
fixeaza mai eficient atunci cand sunt integrate Intr-o naratiune coerentd transmisa prin melodie.
Cantecele ofera coerentd emotionald si situationald, facilitind interpretarea corectd a mesajului si
contribuind la memorarea de lungd duratd. Cuvintele invdtate in context sunt nu doar mai bine
intelese, ci si mai usor de reamintit.

Activitatile muzicale dezvolta abilitatile de ascultare i iatd de ce exercitiile de tip listening
bazate pe cintece Tmbunatatesc capacitatea de a identifica cuvinte-cheie, idei principale si detalii
relevante — competente esentiale pentru o comunicare eficientd in situatii reale. Astfel, muzica
devine un instrument excelent pentru exersarea concentrarii, a discriminarii auditive si a Intelegerii
mesajului oral.

Muzica faciliteazd integrarea elementelor culturale, iar cantecele reflecta valori, traditii,
realitati sociale si nuante culturale specifice spatiului anglofon. Prin intermediul muzicii, studentii
au acces nu doar la aspectele lingvistice, ci si la un continut cultural autentic, favorizand o
experientd de invatare mai bogatd, holistica si interculturala.

In concluzie e de specificat ca muzica depaseste rolul ei recreativ. Aceasta se impune ca un
instrument pedagogic puternic, capabil sa sustina dezvoltarea completa a competentelor lingvistice
— de la vocabular si pronuntie pand la abilitati de ascultare si alfabetizare culturald. Integrarea
constanta a cantecelor in cadrul lectiilor de limba engleza contribuie la un proces de Invatare mai
rapid, mai profund si ancorat Intr-un context cultural autentic. Astfel, studiul limbii engleze devine
nu doar mai eficient, ci si mai captivant, mai semnificativ si mai sustenabil.

Cuvinte-cheie: Integrarea muzicii, competente lingvistice, pronuntie, limbaj autentic,
invatarea contextuald, experienta interculturald, versuri repetitive

The integration of music into English language teaching represents a contemporary and
highly effective pedagogical approach, one that harmoniously combines learning with enjoyment.
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In an educational environment marked by constant transformation, teachers increasingly seek
innovative strategies that can stimulate learners’ interest and support the natural acquisition of
linguistic competence. Within this context, music emerges as a valuable didactic resource, offering
a wide range of pedagogical benefits.

Music enhances the memorisation of vocabulary and grammatical structures that is why the
rhythm, repetition, and melodic patterns characteristic of songs significantly reinforce long-term
memory. Learners recall words and expressions more easily when these are embedded in
repetitive lyrics and pleasant soundscapes, avoiding mechanical memorisation and enabling more
organic retention.

Songs support the development of accurate pronunciation and intonation, so exposure to
authentic spoken language—mnaturally, present in music—offers learners credible models of
pronunciation. Imitating singers helps improve accent, rhythm, pronunciation patterns, and overall
fluency. Moreover, musical activities tend to reduce language-related anxiety, encouraging
learners to participate more freely and speak with greater confidence.

Music increases students’ motivation and engagement, accordingly musical activities are generally
perceived as enjoyable and relaxing, creating a positive and dynamic atmosphere in the classroom.
This emotional engagement fosters heightened participation, openness to communication, and a
greater willingness to experiment with language.

Songs provide access to authentic language and idiomatic expressions and these introduce learners

to idioms, slang, colloquial formulas, and everyday linguistic routines that are often absent from
traditional textbooks. Through songs, students encounter a living, contemporary form of English,
enabling a deeper and more contextualised understanding of language use in real life.

Music supports contextual learning, therefore vocabulary and structures are more effectively
retained when embedded within a meaningful narrative conveyed through melody. Songs offer
emotional and situational coherence, helping learners interpret messages correctly and remember
them for longer. Words learned in context are not only better understood but also more likely to be
recalled.

Musical activities develop listening skills and that’s why listening tasks based on songs
enhance the ability to identify key words, main ideas, and relevant details — skills essential for
effective communication in real-world contexts. Music thus becomes an excellent tool for
practising concentration, auditory discrimination, and comprehension.

Music facilitates the integration of cultural elements, and the songs reflect values, traditions, social
realities and cultural nuances from the anglophone world. Through music, learners gain access not
only to linguistic forms but also to authentic cultural content, fostering a richer, more holistic, and

intercultural learning experience.

To conclude, music surpasses its recreational role and establishes itself as a powerful
pedagogical instrument capable of nurturing comprehensive linguistic development — from
vocabulary and pronunciation to listening skills and cultural literacy. Regular integration of songs
into language lessons leads to a faster, more profound, and more authentically contextualised
learning process. In this way, the study of English becomes not only more effective but also more
engaging, meaningful, and sustainable.

Keywords: Music integration, language skills, pronunciation, authentic language,
intercultural experience, repetitive lyrics, contextual learning
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Articolul de fata exploreaza problematica integrarii Inteligentei Artificiale (IA) in procesul
educational, cu un accent special asupra utilizarii acesteia in proiectarea §i desfasurarea lectiilor de
educatie muzicala. Sunt valorificate avantajele concrete ale 1A, cum ar fi automatizarea sarcinilor
repetitive, feedback-ul imediat si accesul extins la resurse digitale, in timp ce nu se neglijeaza nici
provocarile etice, pedagogice si tehnice implicate, precum si riscul diminuarii relatiei umane si necesitatea
formarii profesorilor. De asemenea, sunt prezentate categorii de instrumente digitale relevante pentru
generarea muzicii, pentru activitdtile de predare-invatare si de creare a continutului, cu oferirea unor
sugestii aplicative pentru utilizarea lor in cadrul lectiilor de muzicd. In perspectivd, articolul propune o
utilizare echilibrata si responsabila a IA, accentudnd rolul profesorului ca mediator si facilitator al
artistice.

Cuvinte-cheie: Inteligenta Artificiala, educatie muzicald, proiectare didactica, tehnologii
educationale, inovatie pedagogica

This article explores the issue of integrating Artificial Intelligence (Al) into the educational
process, with a particular focus on its use in designing and delivering Music Education lessons. It
highlights the concrete advantages of Al, such as the automation of repetitive tasks, immediate feedback,
and expanded access to digital resources, while also addressing the ethical, pedagogical, and technical

9 E-mail: ruslana.roman@amtap.md
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challenges involved, including the risk of diminishing human interaction and the need for teacher training.
Additionally, the article presents categories of relevant digital tools for music generation, teaching and
learning activities, and content creation, offering practical suggestions for their use in music lessons. From
a forward-looking perspective, the article advocates for a balanced and responsible use of Al, emphasizing
the teacher’s role as a mediator and facilitator of the educational process, in order to preserve the
fundamental dimensions of artistic expressiveness and sensitivity.

Keywords: Artificial Intelligence, music education, instructional design, educational technologies,
pedagogical innovation.

Introducere

In ultimii ani, datorita dezvoltirii rapide a tehnologiilor informationale, sistemul
educational din Intreaga lume a parcurs un proces de transformare. Aceste schimbari nu au vizat
doar instrumentele utilizate in clasd, dar au afectat si insdsi structura actului educational. Au fost
redefinite rolurile profesorului si ale elevului, metodele de predare si strategiile de evaluare. In
acest peisaj dinamic, Inteligenta Artificiala a inceput sa ocupe un loc tot mai vizibil, datorita
capacitatii sale de a analiza volume mari de date, de a automatiza procese complexe si de a furniza
solutii adaptate nevoilor individuale ale utilizatorilor.

Daca, initial, /4 era asociatd preponderent cu domenii precum ingineria, medicina sau
economia, astdzi ea isi extinde aria de aplicabilitate si in educatie, devenind un instrument
important pentru inovarea practicilor pedagogice. In acest context, cercetarea de fata isi propune
sa investigheze modul in care Inteligenta Artificiala poate fi valorificata In proiectarea lectiilor de
educatie muzicald, nu ca un simplu suport tehnic, dar ca un partener activ in procesul educational.

Educatia muzicald, fiind componentd fundamentald a formarii culturale, emotionale si
estetice a elevilor, se afla intr-o continua adaptare la cerintele societdtii contemporane. Caracterul
sau creativ, interdisciplinar si interactiv o transformd intr-un spatiu privilegiat pentru explorarea
potentialului oferit de Inteligenta Artificiala, care poate contribui la diversificarea metodelor de

predare, la personalizarea Invatarii si la stimularea expresivitatii artistice.

Conceptul de Inteligenta Artificiala. Definitii

Inteligenta Artificiala reprezintd un domeniu complex al stiintei si al tehnologiei, orientat
spre dezvoltarea unor sisteme capabile sd indeplineasca sarcini care, Tn mod traditional, sunt
asociate inteligentei umane. In fond, /4 urmaireste crearea unor ,agenti inteligenti” capabili si
invete din experienta, sd identifice tipare, sd ia decizii si sd interactioneze Intr-un mod cit mai
natural cu utilizatorii umani [1].

Activitdtile realizate de /4 includ recunoasterea vorbirii, analiza imaginilor, traducerea
automata, procesarea limbajului natural, anticiparea comportamentelor sau chiar compunerea de

muzica si texte. Aceste capacitati, considerate, pand nu demult, specifice exclusiv inteligentei
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umane, sunt astazi simulate algoritmic de sisteme informatice avansate.

Putem descrie Inteligenta Artificiala ca un ,creier artificial”, care este capabil sd proceseze
rapid volume mari de informatii si sa identifice corelatii subtile intre date. Spre deosebire de
mintea umanad limitatd de factori biologici si cognitivi, /4 poate analiza milioane de variabile ntr-
un interval extrem de scurt. Totusi, este important de subliniat ca /4 nu ,,gandeste” in sens uman,
ci opereaza pe baza algoritmilor, modelelor statistice si a invatarii automate [2].

In viata cotidiani /4 este deja prezenti sub forma asistentilor vocali, a sistemelor de
recomandare sau a aplicatiilor de corectare automati. In educatie, inclusiv in educatia muzicali, ea
incepe sd se contureze ca un partener flexibil, rapid si adaptabil, capabil sa sprijine atat profesorii

cat si elevii in procesul de Invatare.

Inteligenta Artificiala in educatie

Inteligenta Artificiala s-a impus treptat ca o fortd transformatoare in educatie, remodeland
modul in care sunt concepute activitdtile didactice si experientele de invatare. Este utilizatd in
educatie in diverse moduri, de la platforme educationale interactive pana la sisteme inteligente de
evaluare si aplicatii creative, contribuind la modernizarea si diversificarea procesului educational.

Unul dintre cele mai semnificative avantaje ale utilizarii /4 constd In capacitatea de a
personaliza procesul de invatare [3]. Fiecare elev poate studia in propriul ritm, intr-un stil de
invatare distinct si cu nevoi educationale specifice. Platformele pot analiza comportamentul
elevilor, pot identifica dificultatile IntAmpinate si pot propune exercitii adaptate nivelului fiecdruia.

In acest fel, /4 functioneazi ca un tutor virtual, capabil si ghideze procesul de invitare intr-o
maniera individualizatd, ceea ce reprezintd un aspect deosebit de valoros pentru educatia muzicala.

In plus, automatizarea sarcinilor administrative si repetitive elibereaza timp pretios pentru
profesori, permitandu-le sd se concentreze asupra unor dimensiuni fundamentale ale educatiei:
dialogul, motivatia, creativitatea si relatia educationala autentica.

Totusi, utilizarea /4 ridica si o serie de provocari. Existd riscul dependentei excesive de
tehnologie, al diminuarii gandirii critice sau al marginalizarii relatiei umane dintre profesor si elev.
Intr-un domeniu precum educatia muzicali, unde emotia, empatia si expresivitatea sunt
indispensabile, aceste aspecte nu pot fi ignorate [4]. Deci, exista atat avantaje in utilizarea /4 In
procesul educational cét si dezavantaje (7Tabelul 1). De aceea, cadrul didactic trebuie sd gaseasca

un echilibru in timpul utilizarii tehnologiilor [5].

Tabelul 1. Avantajele si dezavantajele utilizarii /4 in educatie
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Avantaje

Dezavantaje

Personalizeaza invatarea in functie de nevoile
fiecarui elev;

Diminueaza interactiunea umand si latura
emotionald a educatiei;

Ofera feedback imediat si corectare automata;

Creeaza riscul de dependenta de tehnologie;

Reduce  sarcinile  administrative  ale | Poate compromite securitatea si
profesorilor; confidentialitatea datelor;
Extinde accesul la resurse educationale | Poate accentua inegalitatile intre scoli cu
digitale; acces diferit la tehnologie;

Asigura asistentd non-stop prin tutori virtuali;

Algoritmii pot contine erori sau pot reflecta
anumite partiniri;

Identifica timpuriu dificultdti de invatare si
riscul de abandon.

Poate diminua rolul profesorului daca este
utilizata fara o abordare critica.

Utilizarea Inteligentei Artificiale 1a lectiile de educatie muzicala

Traditional, lectiile de muzica se bazau pe interactiunea directa dintre profesor si elev, pe
activitati de auditie, interpretare vocald si instrumentald, exercitii practice si jocuri muzicale.
Integrarea Inteligentei Artificiale in cadrul lectiilor nu elimind aceste practici, doar le completeaza
si le extinde, oferind noi modalitéti de explorare si de aprofundare a actului artistic [ 6].

Astdzi, profesorii pot utiliza aplicatii inteligente care genereaza partituri, analizeaza
interpretdri In timp real, creeaza melodii originale sau sugereaza activitati adaptate nivelului
elevilor. Elevii, la randul lor, pot experimenta muzica intr-un mod personalizat, pot primi feedback
imediat si pot exersa autonom, utilizdnd aplicatii accesibile pe propriile dispozitive.

14 nu trebuie privitd ca un adversar al metodelor traditionale, ci ca un aliat. Profesorul nu
isi pierde rolul; dimpotriva, devine mai liber sd se ocupe de ceea ce conteaza cu adevdrat:
expresivitate, sensibilitate, relatie umand, creativitate. Sarcinile repetitive sunt delegate
tehnologiei, in timp ce ghidajul artistic si emotional rdméane atributul profesorului [7].

Pentru elevi, utilizarea /4 poate stimula autonomia, gandirea critica si flexibilitatea
cognitivd. Copiil sunt deja obisnuiti cu tehnologia data si integrarea ei in scoald nu face decat sa-i
invete cum sa o foloseascd in mod constient, creativ si educativ. Aplicatiile de recunoastere audio
pot clarifica asa concepte precum intonatia sau ritmul, iar programele de compozitie asistata le pot
trezi apetitul pentru creatie. In acest context, rolul profesorului nu este diminuat, ci redefinit. El
devine un mediator Intre tehnologie si elev, un ghid care selecteazd si integreazd instrumentele
digitale intr-o strategie pedagogicd coerentd. /4 nu inlocuieste expertiza umand, ci o sustine,
oferind timp si resurse pentru activitati care presupun sensibilitate artisticd, expresivitate si
comunicare autentica [8].

In continuare, vom descrie unele instrumente cu inteligenta artificial si nu numai, care ar

putea fi explorate si utilizate de catre cadre didactice in timpul orelor de educatie muzicala pentru

proiectarea lectiilor si a resurselor educationale, sistematizate pe categorii: instrumente de
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generare a muzicii, instrumente pentru predare-invatare (in domeniul muzicii) si instrumente de

creare a continutului (imagini, video, audio, text etc.). De asemenea, vom propune si cateva
sugestii de utilizare a acestor instrumente in activitatea didactici. In mod evident, nu toate
instrumentele sunt gratuite. In majoritatea cazurilor, versiunile mai performante ale aplicatiilor

sunt disponibile contra cost, dupa perioada de testare gratuita.

Categoria 1. Instrumente de generare a muzicii®*

AIVA, lansat In anul 2016, este un asistent virtual de generare a muzicii 1n peste 250 de
stiluri muzicale, doar in cateva secunde, cu descarcarea melodiei compuse in orice format. Pentru
a detine dreptul de autor asupra compozitiillor compuse este nevoie de abonare la planul PRO.
Platforma dati este activd si in 2025 [9]. In activitatea didacticd, aceasti platforma poate fi
utilizatd pentru analiza unor compozitii in vederea identificarii elementelor de forma muzicala. Se
poate utiliza si pentru exercitii de compozitie: elevii pot cere ca /4 sa genereze o melodie pe care
el s-o dezvolte in continuare. De asemenea, se poate compara o creatie 4/VA cu o lucrare clasica
pentru a discuta la lectie stilurile, asemanarile si diferentele.

Ecrett Music este o platforma bazatda pe inteligenta artificiala care genereazd muzica
personalizata pentru videoclipuri, jocuri, podcast-uri si reclame, permitdnd utilizatorilor sa
selecteze scene (context), mood (stare emotionald) si genre (gen muzical), fard a fi necesare
cunostinte de teorie muzicald, precum si sd ajusteze parametrii pentru track-uri unice. Lansata in
anul 2021 ca instrument accesibil pentru creatori fara experienta muzicala, platforma foloseste /4
pentru a crea peste 500.000 de pattern-uri lunare, cu loop-uri infinite si export nelimitat in
abonamente. Utilizatorii pot ajusta tempoul, structura, volumul fiecdrui instrument si durata piesei
compuse [10]. Muzica generata este royalty-free, ceea ce Inseamna ca poate fi utilizata in proiecte,
prezentari sau materiale multimedia fard ingrijorari de copyright — un avantaj major pentru
proiectele educationale. Cu ajutorul acestui instrument elevii pot sa creeze, de exemplu, fundaluri
sonore pentru proiectele scolare (nu numai la disciplina Educatie Muzicala).

Suno, lansat Tn anul 2023-2024, reprezinta o platforma pe care se poate crea muzica
originala pe baza prompt-urilor textuale (descrieri de gen, stare, instrumentatie, versuri etc.).
Platforma poate genera muzica de diferite genuri (peste 50 de genuri muzicale: de la pop si rap
pana la clasic sau electronic) si transforma rapid ideile Intr-un produs sonor final. Suno poate crea
nu doar melodii instrumentale, ci si partide vocale, inclusiv versuri generate automat, ceea ce o

diferentiazd de multe alte servicii care sunt doar instrumentale. Platforma permite ajustarea

™ Listele complete si actualizate cu instrumente /4 pot fi examinate aici:_https://opentools.ai.
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structurii, lungimii piesei, schimbarea instrumentelor si extinderea ideilor initiale [11].

Muzica poate fi generata in cateva secunde/minute, ceea ce o face potrivitd pentru proiecte
rapide sau lectii dinamice. In timpul lectiilor elevii pot si descrie o stare, un text sau o temi, de
exemplu, o serenada la apus, si sa genereze o piesa cu Suno. Apoi, pot fi discutate mijloacele de
expresivitate folosite de /4. De asemenea, atit elevii cat si cadrele didactice, pot utiliza
instrumentul dat pentru a crea coloane sonore pentru diverse proiecte multimedia (prezentari,
povesti, animatii etc.).

Udio este, la fel, un generator de muzica bazat pe Inteligenta Artificiala, lansat la 10 aprilie
2024. Platforma data creeazd melodii complete, inclusiv voci realiste si instrumentatie, pornind de
la prompt-uri descriptive, permitand utilizatorilor sa genereze pana la 300 de melodii lunar gratuit
(10 melodii pe zi) [12]. Ca si instrumentele precedente, aceastd platforma ar putea fi utilizata in
activitatile educationale.

O alta platforma avansatd de generare a muzicii, care a fost lansatd in 2024-2025, este
Mureka. Ea permite crearea rapida de melodii, piese complete si voci sintetice realiste, pornind de
la prompt-uri text, versuri sau audio de referintd. Dezvoltata pentru creatori de continut, muzicieni
si profesionisti, acest instrument oferda muzica royalty-free (fara drept de autor) de calitate 1nalta,
cu suport multilingv, inclusiv in limba roméana. Este disponibila pe web si mobil, cu versiune
gratuitd limitatd si planuri Pro pentru export nelimitat. Functionalitdtile principale ale acestei
platforme sunt: generarea muzicii din text, versuri sau incarcare audio pentru stil similar, inclusiv
sintezd vocald cu emotii, accente si respiratii naturale; editare interactiva si iesiri comerciale prin
track-uri complete, compatibile cu video/podcast/jocuri si cu protectie copyright [13].

In procesul didactic Mureka i-ar ajuta elevii si transforme versurile scolare in cantece
personalizate, explordnd genuri si structuri prin prompt-uri ghidate. Profesorii ar putea genera
background-uri/fundaluri muzicale tematice pentru improvizatie sau analize, stimuldnd
creativitatea elevilor. De asemenea, elevii ar putea compune o melodie simpla sau ar putea utiliza
un cantec din repertoriul scolar, iar inteligenta artificiala ar putea genera un aranjament muzical

adecvat.

Categoria 2. Instrumente pentru predare-invdtare (in domeniul muzicii)

ToneGym este o platforma online, lansatd n anii 2017-2018, care antreneaza auzul
muzical prin jocuri interactive si exercitii gamificate. Se concentreaza pe dezvoltarea abilitatilor
de recunoastere a intervalelor, acordurilor, ritmului, gamelor si progresiilor de acorduri, fiind
folositd atat de muzicieni amatori, cat si de profesionisti. Platforma oferd o versiune de baza

gratuita si un abonament Pro care deblocheaza toate functiile si provocarile disponibile. ToneGym
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ofera numeroase jocuri §i provocdri care pun accent pe recunoasterea sunetelor ceea ce ajutd la
dezvoltarea auzului muzical si a intuitiei sonore. Platforma include elemente similare jocurilor,
precum niveluri de dificultate progresive, concursuri si clasamente, recompense si statistici de
progres. Aceastd abordare face invatarea muzicii mai motivantd si interactiva. Existd exercitii
pentru citirea la prima vedere si dicteuri, ceea ce ajutd la dezvoltarea abilititii de a recunoaste
rapid notele, intervalele si desenul ritmic din partitura [14].

ToneGym este un instrument didactic foarte util pentru dezvoltarea abilitdtilor auditive si
cunoasterea teoriei muzicii. latd cateva exemple de activitati care pot fi organizate in clasad cu
elevii: (1) Antrenament auditiv in clasa, in timpul caruia elevii pot exersa recunoasterea
intervalelor si acordurilor ca parte din lectiile de teorie sau auditie. Poate fi folosit individual sau
in grup; (2) Exercitii de ritm si transcriere, provocarile de dictare, ajutdnd elevii sd recunoasca
ritmuri si melodii cu urechea, pregatindu-i, astfel, pentru exercitii practice.

O altd aplicatie interactiva, lansatd in anul 2011, este Yousician. Aplicatia utilizeaza
microfonul dispozitivului pentru a asculta si a corecta in timp real interpretarea la chitard, bas,
ukulele, pian sau voce, transformand lectiile in jocuri interactive cu feedback instantaneu. Suporta
mii de melodii populare adaptate la nivele Incepator-avansat, cu progres tracking (urmarirea
progresului) si stele de deblocare. Este disponibild gratuit cu limitari, pe mobil, desktop si web
[15].

Chrome Music Lab este un site gratuit creat in anul 2016 de Google, care oferd o colectie
de ,.experimente” interactive pentru a explora si crea muzicd direct In browser, fara instalare si
fara cont. Platforma este gindita pentru copii, elevi si profesori pentru a invata notiuni de baza din
muzicd, stiintd si matematica prin joc si vizualizari simple. Laboratorul muzical contine un set de
14 mini-aplicatii precum: Song Maker, Rhythm, Melody Maker, Chords, Arpeggios, Spectrogram,
Sound Waves, Oscillators, Strings, Voice Spinner, Kandinsky si Shared Piano. Fiecare
»~experiment” este centrat pe un concept anume: de exemplu, Song Maker pentru compozitii,
Rhythm pentru desene ritmice pentru percutie, Chords pentru armonie, Sound Waves si
Spectrogram pentru evidentierea legaturii dintre sunet si fizicd. La orele de educatie muzicala
poate fi folosit pentru compozitie (de exemplu, elevii deseneazad melodii iIn Song Maker sau
Melody Maker, schimba tempoul, instrumentele si salveaza /linkul catema sau proiect), poate fi
folosit pentru activitati In grup (cantarea simultan online cu Shared Piano) etc. [16].

O alta platforma online de creare a muzicii este Soundtrap, platforma de productie
muzicald si creatie audio digitald, detinutd de Spotify, lansata in anul 2012, fiind conceputd atat
pentru incepdtori, cat si pentru utilizatori avansati. Soundtrap oferd instrumente de inregistrare,

mixaj, notare, loop-uri, efecte, generare de partituri si posibilitatea de a colabora in timp real cu
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alti utilizatori, ceea ce este ideal pentru mediul educational. Platforma oferd si Soundtrap for
Education, o versiune speciala pentru profesori si elevi, cu management al claselor, teme,
feedback si raportare. Proiectele pot fi exportate usor sau ascultate pe Spotify dupa productie, ceea

ce va stimula motivatia elevilor [17]. In timpul orelor elevii pot crea melodii, acompaniamente,
pot sa Inregistreze fragmente vocale sau instrumentale si pot primi feedback imediat, pot lucra in
echipa la crearea unei piese. Profesorul poate genera exercitii pentru auditie, de exemplu, pentru
identificarea intervalelor si acordurilor, recunoasterea instrumentelor.

ScoreCloud este un software pentru notatie muzicald care transformd automat melodiile
cantate sau inregistrarile audio/MIDI in partituri, fiind numit adesea ,,Google Translate pentru
muzicd”. Aceastd aplicatie a fost dezvoltatd de compania suedezd Doremir in anul 2013 si
functioneaza atat pe computer (ScoreCloud Studio/Songwriter) cat si pe mobil (ScoreCloud
Express), fiind util pentru elevi, profesori, coruri, formatii artistice si compozitori. In acest soft, pe
langa transcrierea automatd a textului muzical, este posibil si de a edita partiturile generate. De
asemenea, partiturile pot fi exportate in PDF, MIDI, Music XML si pot fi partajate online cu alti

utilizatori. Planul gratuit permite scrierea unui numar limitat de piese si exporturi [18].

Categoria 3. Instrumente de creare a continutului (imagini, video, text)

Categoria a 3-a este cea mai diversificatd, deoarece la momentul actual existd o multime de
aplicatii, softuri, platforme etc., care pot fi utilizate atat pentru proiectarea lectiilor cat si pentru
elaborarea materialelor didactice si a resurselor educationale. De exemplu, ChatGPT poate oferi
numeroase sugestii de planuri si scenarii de lectie. Cu ajutorul /4 pot fi compuse jocuri
educationale, chestionare, chiar si teste de evaluare [19]. In tabelul de mai jos va propunem un sir
de instrumente care pot fi utilizate pentru crearea continuturilor educationale.

Instrumente /4 pentru generarea imaginilor

Dall-E 3 | https://dalle3.ai/ Utilizatorii pot introduce prompt-uri detaliate,

(OpenAl) iar sistemul creeaza imagini originale,

coerente si  vizual expresive, adaptate
cerintelor formulate. DALL-E 3 se remarca
prin capacitatea sa de a intelege nuante

lingvistice complexe si de a transpune idei

abstracte sau concrete in reprezentari vizualg
de Tnalta calitate.

Google https://www.imagine.art/ Un model avansat de inteligentda artificiala
Imagen 3 pentru generarea de imagini din descrieri
(ImageFX/Ge textuale, dezvoltat de Google si integrat in
mini) ecosistemul Gemini. Imagen 3 se remarca

printr-un nivel ridicat de realism, detalii
vizuale clare si o intelegere precisa a prompt-
urilor, inclusiv a relatiilor spatiale, stilistice si
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contextuale.

Midjourney

https://www.midjourney.co
m/home

Cunoscuta pentru stilul sdu vizual expresiv si
creativ, Midjourney este utilizatd pe scarad
largd in artd digitald, design, ilustratie si
creatie vizuald. Platforma functioneaza in
principal prin intermediul aplicatiei Discord,
unde utilizatorii introduc prompt-uri text, iaf
sistemul genereaza imagini originale in cateva
secunde.

Adobe Firefly

https://firefly.adobe.com/

Aceasta permite generarea de imagini, efectg
grafice, texturi si elemente vizuale, fiind
integrata direct in aplicatii populare precum
Adobe Photoshop, Illustrator si Express,
gratuit cu cont Adobe.

Leonardo Al

https://leonardo.ai/

Platforma dispune de o interfatd intuitiva,
accesibila prin browser, si include atat functii
gratuite, cat si optiuni avansate disponibile
prin abonament. Bun pentru personaje si arta
conceptuald; plan gratuit generos.

Recraft V3

https://www.recraft.ai/

Excelent pentru text lung in imagini si grafica
vectoriala ceea ce o face extrem de utild
pentru logo-uri, pictograme, afise si materiale
educationale care necesitda claritate  si
adaptabilitate la diferite dimensiuni.

Meta
(Imagine)

Al

https://www.meta.ai/ai-
image-generator/

Platforma se remarca prin usurinta in utilizare

si prin capacitatea de a genera imagini intr-un

timp foarte scurt. Integrata in
Instagram/Facebook, rapid pentru social
media, complet gratuit.

BrandCrowd

https://www.brandcrowd.co
m/

Crearea rapida a materialelor vizuale
profesionale — de la /logouri, postere si
prezentari pentru clasd la materiale de marc
pentru cluburi, echipe sau evenimente scolare.

Dreamina

https://dreamina.capcut.com
/

Platforma poate fi utilizata pentru ilustratii,
concepte artistice, materiale multimedia sau

h

T

continut digital creativ.

Instrumente IA pentru generarea video-urilor

Synthesia https://www.synthesia.io/ Creeaza videoclipuri cu avatare /A4 realiste §
voice-over In mai mult de 140 limbi, ideal
pentru tutoriale si prezentari.

Sora (OpenAl) | https://sora.chatgpt.com/exp | Genereaza clipuri video fotorealiste din

lore prompt-uri textuale, cu miscdri complexe,
acces gratuit limitat.

Pika Labs https://pikalabs.org/ Instrument distractiv pentru clipuri scurte
artistice, cu efecte creative si lip sync, plan
gratuit cu limite.

Luma Dream | https://lumalabs.ai/dream- Genereaza  videoclipuri  dinamice  din

Machine machine imagini/text, cu fizica realistd, focusata pe
storytelling vizual.

Heygen https://www.heygen.com/ Generarea de videoclipuri cu avatare realiste,

—

2
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care transforma textul, scripturile sau ideile in
continut video profesional fard filmare sau
actori. Este excelentd pentru educatie, creand

tutoriale, lectii sau prezentari cu voci
sincronizate si traduceri automate in 170
limbi, inclusiv romana.

DeepBrain Al | https://deepbrainai.com/ Avatare hiper-realiste si text-to-video; perfect
pentru continut educational sau marketing.

Pictory https://pictory.ai/ Converteste articole/bloguri in videoclipuri
animate cu voice-over, simplu pentru
reutilizarea continutului.

CapCut Al https://www.capcut.com/ Script-to-video in 120 limbi, inclusiv romana,
genereaza clipuri complete din text, acces
gratuit.

Fliki https://fliki.ai/ Text-to-video cu voci 1n 75 limbi, bun pentru

YouTube/podcasturi in romana. Este gratuit 5
min pe luna, planuri de la 21$ pe luna pentru
export nelimitat fara marca de apa.

Teach-O-Matic

https://www.teachomatic.ne

t

Open-source care genereaza videoclipuri
tutoriale ,,how-to” folosind /4, pornind de la
instructiuni  text simple. Ideal pentru
educatori care vor continut rapid fara editare
manuala.

Instrumente /4 pentru generarea textelor

ChatGPT
(OpenAl)

https://chatgpt.com/

Genereaza planuri de lectii complete, scenarii
interactive, chestionare cu raspunsuri multiple
sau eseuri evaluative din prompt-uri simple.

TeacherMatic

https://teachermatic.com/

Platforma dedicatd profesorilor, conceputa
pentru proiectarea si generarea de materiale
didactice: creeaza planuri de lectii, fise de
lucru, quizz-uri, rubrici de evaluare si scenarii
de roluri in secunde.

MagicSchool.ai

https://www.magicschool.
ai/

Peste 60 de instrumente pentru educatori:
planuri diferentiate, obiective SMART,
chestionare adaptive si feedback personalizat
pentru elevi.

Quizizz Al

https://wayground.com/

Crearea de teste si chestionare interactive,
care integreaza inteligenta artificiald pentru a
automatiza si imbunatati procesul de creare a
evaluarilor educationale.

Slidesgo Al

https://slidesgo.com/

Genereaza prezentari PowerPoint cu planuri
de lectii integrate, imagini si structurd
didactica din descriere text.

Copy.ai

https://www.copy.ai/

Scenarii creative, descrieri de activitati,
crearea materialelor didactice, rezumate lectii
sau serii de email-uri pentru parinti/elevi.

Eduaide.ai

https://www.eduaide.ai/

Asistent educational /4 creat special pentru
cadre didactice, care ofera peste 100 de tipuri
de resurse, inclusiv planuri de lectie,
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activitati, fise de lucru, grafici si jocuri
educative, toate generate automat pe baza
datelor profesorului.

LessonPlans.ai

https://www.lessonplans.ai

/

Creeaza planuri zilnice/orare cu obiective,
metode si resurse, adaptate varstei si
disciplinei. Platforma este ganditd pentru a
reduce timpul de pregatire a lectiilor si pentru
a oferi inspiratie pedagogica, fara a inlocui
rolul profesorului in procesul educational.

Instrumente de generare a cartilor de povesti pentru copii

Squibler

https://www.squibler.io/ai-
book-generator/

https://www.squibler.io

Platforma dedicata scrierii creative, lansata in

anul 2022, care ajutd autorii, scenaristii si
educatorii sd genereze povesti complete,
romane, scenarii de film sau planuri narativ
din idei simple sau outline-uri (rezumate
structurate ale povestilor).

A9

StoryBook Al

https://www.storybookai.ap
p/

Genereaza automat povesti ilustrate (in
special pentru copii) pornind de la un scurt
prompt text.

Childbook Al

https://www.childbook.ai/

Crearea de carti personalizate pentru copii, in
care textul si ilustratiile sunt generate automat

pe baza unor idei simple oferite de adult squ

profesor.

Al
generator

Book

https://aibookgenerator.net/

Generarea automatda de carti, ebook-uri,

manuale sau materiale educationale extinse
pornind de la instructiuni textuale, teme sau
continut existent.

Dashtoon

https://dashtoon.com/ai-
childrens-story-generator

Crearea de benzi desenate si carti ilustrate
asistatd de inteligenta artificiala, gandita in
special pentru webtoon, manga si povesti
pentru copii. Permite atat generarea de
imagini si panouri grafice, cat si structurare
povestii intr-un format de comic profesionist,

fara sa fie nevoie de desen manual.

Scarlett Panda

https://www.scarlettpanda.c
om/ai-book-picture-

generator

Generarea de povesti personalizate pentru
copii. Platforma creeaza rapid (in aproximativ
30 de secunde) povestiri unice care 1i au cg
eroi pe copiii insisi sau pe personajele lor
preferate, adaptate dupa nume, varsta, interese
si universul dorit de utilizator.

1

Desi astdzi existd o multitudine de platforme, aplicatii si softuri dedicate credrii muzicii si

generdrii de resurse educationale, integrarea Inteligentei Artificiale in educatia muzicala nu vine

farda provocari semnificative. Cea mai mare dintre acestea constd, probabil, in deschiderea

profesorilor catre schimbare si in dobandirea competentelor digitale necesare pentru a valorifica

pe deplin potentialul acestor instrumente in cadrul lectiilor.

2
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Infrastructura tehnica devine, de asemenea, un factor esential: scolile trebuie sa fie dotate
cu echipamente adecvate, sa dispuna de o conexiune la internet stabila si s aiba acces continuu la
platforme educationale actualizate. Dar provocdrile nu se opresc aici. Utilizarea /4 ridica,
inevitabil, intrebari etice si pedagogice complexe: ,,Catd autonomie este beneficad pentru elev?”,
,Cum poate fi mentinut echilibrul intre creativitatea umana si sugestiile generate de algoritmi?” si,
mai ales, ,,in ce masurd poate tehnologia si evalueze obiectiv performantele artistice, care sunt
profund subiective si marcate de expresivitate personala?”.

Aceste intrebari sunt cu atat mai relevante cu cat muzica, spre deosebire de alte discipline,
se ,,hraneste” din emotie, intuitie si comunicare non-verbala. Prin urmare, integrarea /4 trebuie sa
fie facutd cu maxim discernamant, cu atentie la detaliile subtile care definesc actul artistic, pentru
a nu reduce creatia muzicald la un simplu proces automatizat. Scopul nu este transformarea
elevilor in utilizatori pasivi ai tehnologiei; dimpotriva, acestia trebuie sd devina creatori constienti,
capabili sa foloseascd /4 ca un instrument suplimentar, un catalizator care le extinde orizontul

explorarii universului muzical.

Concluzii

In urma celor analizate, putem constata un fapt cert: Inteligenta Artificiald nu este doar un
instrument auxiliar, ci reprezintd una dintre cele mai revolutionare inovatii ale educatiei
contemporane. Impactul sau se face simtit profund asupra modului in care sunt proiectate,
desfasurate si evaluate lectiile, inclusiv si cele de educatie muzicala, ceea ce transforma radical
raportul dintre profesor, elev si continutul educational. Nefiind ca ceva trecator, /4 se contureaza
ca un instrument educational sofisticat, dar care este capabil sa personalizeze procesul educational,
sa stimuleze creativitatea si sd pund la dispozitie resurse adaptate nevoilor ale elevilor si ale
cadrelor didactice.

Educatia muzicala, prin natura sa expresiva, artistica si interdisciplinara, se dovedeste a fi
un teren destul de fertil pentru integrarea /4. Instrumentele prezentate in lucrarea de fata, incepand
cu generatoarele de muzica si aplicatiile de antrenament auditiv si pana la platformele de creare de
continut vizual, audio si textual, ne demonstreazd cum poate tehnologia sprijini nu doar
dezvoltarea competentelor fundamentale, dar si explorarea creativitatii, improvizatiei si
compozitiei. Elevii pot experimenta muzica intr-un mod mai captivant, interactiv, beneficiind de
feedback imediat si dobandind autonomie reald in procesul de invéatare. Profesorii, la randul lor,
pot folosi aceste resurse pentru a-si optimiza timpul didactic si a-si concentra eforturile pe
activitati care necesita judecata artistica, sensibilitate si expertiza umana.

Insa, /4 nu trebuie vazuta ca un inlocuitor al profesorului sau al experientei educationale
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traditionale. Ea este, inainte de toate, un partener pedagogic, rolul profesorului raimanand central.
Acesta mediaza interactiunea dintre tehnologie si elev, selecteaza instrumentele adecvate si
creeazd contexte de Invitare relevante, mentindnd dimensiunile fundamentale ale educatiei
muzicale asa ca empatia, sensibilitatea artistica, motivatia si relatia umana, care nu pot fi replicate
de algoritmi, indiferent de sofisticarea lor.

In acelasi timp, utilizarea /4 ridica provocari de ordin tehnic, pedagogic si etic. Lipsa
infrastructurii adecvate, inegalitatile de acces la tehnologie, necesitatea formarii competentelor
digitale ale profesorilor, dar si riscul dependentei excesive de algoritmi sau reducerea creativitatii
autentice sunt aspecte care trebuie atent evaluate. Integrarea /4 trebuie sa fie echilibrata, gandita si
reflectatd constant, cu atentie la scopurile educationale reale.

Prin urmare, Inteligenta Artificiala are un potential enorm de a imbogati si de a imbunatati
lectiile de educatie muzicala, cu conditia ca este utilizatd cu responsabilitate si creativitate. Scopul
nu este de a automatiza arta sau de a uniformiza expresia muzicald, ci de a sprijini elevii 1n
descoperirea propriei voci artistice si 1n construirea unei relatii autentice cu muzica. Folosita cu
ratiune, /4 poate deveni un factor declansator al inovarii didactice si un aliat valoros in formarea

culturala, emotionald si creativa a viitoarelor generatii.

Referinte bibliografice

1. RUSSELL, Stuart and Peter NORVIG. Artificial intelligence: A modern approach, 3rd ed. Pearson,
2021. ISBN 978-0-13-604259-4.

2. POPEAN, Mihai. Aplicatii algoritmice 1n educatia muzicala ca parte din Aicologia generala. Tehnologii
informatice si de comunicatie in domeniul muzical, Vol.9, nr.1, 2018, pp.7—15. Disponibil:
https://digital. csic.es/bitstream/10261/156712/1/FBBVATNS (2016)100-25.pdf [accesat 2025-12-18].

3. LEI, Shuwen. Integrating Artificial Intelligence into University Music Education: Opportunities and
Challenges. In: Art and Performance Letters (2025) Vol.6, pp.1-5. Disponibil:
https://www.clausiuspress.com/article/15463.html [accesat 2025-12-18].

4. Avantajele si dezavantajele inteligentei artificiale in educatie. Disponibil:
https://techpulsion.com/ro/avantajele-%C8%99i-dezavantajele-inteligen%C8%9Bei-artificiale-
%C3%AEn-educa%C8%9Bie/ [accesat 2025-12-18].

5. Pro si contra inteligentei artificiale in educatie. Disponibil: https://techpulsion.com/ro/avantajele-
%C8%99i-dezavantajele-inteligen%C8%9Bei-artificiale-%C3%AEn-educa%C8%9Bie/ [accesat 2025-
12-18].

6. AMHABEKOBA, Hasryns TopeGaeBHa. Pojib HCKYCCTBEHHOTO MHTEIUIEKTA HA YPOKAX My3BIKIL.
Universum: Ilcuxonoeus u obpazosanue: 3nektpos. Hayun. XKypn. 2025. 11(137). Disponibil:
https://7universum.com/pdf/psy/11(137)%20[28.10.2025]/Ainabekova.pdf [accesat 2025-12-18].

7. SHAMAKHMUDOVA, D. M. (2025). Artificial Intelligence in Music Education. European Journal of
Arts, 2025, No 1, pp. 66—69. Disponibil: https://ppublishing.org/media/uploads/journals/article/Arts-

1 p66-69 9VXOS5L4.pdf [accesat 2025-12-18].

8. IVEPOBCKMU Bnaaumup Bukroposuu u SIpocnas Anexcanaposua [OPBEUK. Usyuenne
BO3MOXKHOCTEH PUMEHEHHSI KICKYCCTBEHHOTO MHTEJICKTa B 00Y4YCHUH MYy3bIKe. Buicuiee obpazosanue
ceeoonst, 2024, 15(2), pp.74—79. Disponibil: https://sciup.org/hetoday/2024-4 [accesat 2025-12-18].

9. AIVA. Al music generation assistant. Disponibil: https://www.aiva.ai/ [accesat 2025-12-18].

10. Ecrett music. Royalty Free Music for Creators. Disponibil: https://ecrettmusic.com/ [accesat 2025-12-
18].

252



11. Suno. Al music generator. Disponibil: https://suno.com/ [accesat 2025-12-18].

12. Udio. Al music generator. Disponibil: https://www.udio.com [accesat 2025-12-18].

13. Mureka. Al music generator. Disponibil: https://www.mureka.ai [accesat 2025-12-18].

14. ToneGym. Ear training platform. Disponibil: https://www.tonegym.co [accesat 2025-12-18].

15. Yousician. Learning platform. Disponibil: https://yousician.com [accesat 2025-12-18].

16. Chrome music lab. Learning platform. Disponibil: https://musiclab.chromeexperiments.com [accesat
2025-12-18].

17. Soundtrap. Platform for music creation and collaboration. Disponibil: https://www.soundtrap.com/
[accesat 2025-12-18].

18. ScoreCloud. Music notation software. Disponibil: https://scorecloud.com [accesat 2025-12-18].

19. T'OLIKO, Upuna AnexcanapoBHa. /IpumereHue ucKycCmeeHHo20 UHMeLIeKma U Hetipocemell 8
obpazosanuu. Metomuaeckuii coopauk. Tupacmons, 2025.

ABORDAREA SURSEI FOLCLORICE iN MINIATURA CORALA
LA STRESINA CASEI MELE DE ION MACOVEI

APPROACHING THE FOLKLORE SOURCE IN THE CHORAL MINIATURE -
LA STRESINA CASEI MELE BY ION MACOVEI

MIHAI MIHALAS®>

doctor in studiul artelor, asistent universitar,
Academia de Muzica, Teatru si Arte Plastice

https://orcid.org/0000-0001-6530-402x

CZU 784.1.087.684:781.6
DOI https://doi.org/10.55383/1adc2026.83

Acest articol include analiza detaliata a miniaturii corale ,, La stresina casei mele” in prelucrare de
lon Macovei, precum si identificarea izvoarelor folclorice abordate in creatie.

In articol sunt relatate informatii generale despre personalitatea compozitorului si sunt identificate
cele mai de seama creatii semnate de el. De asemenea, este redat concis modul de abordare a sursei
folclorice si aplicarea acesteia in procesul componistic al creatiei sus-mentionate. Analiza scoate in
evidenta structura miniaturii corale, diferite procedee componistice si mijloace de expresie muzicala.
Autorul identifica unele probleme care pot aparea pe parcursul pregatirii in repetitii a creatiei miniaturale
pentru interpretarea in scend.

Cuvinte-cheie: dirijor de cor, folclor, forma muzicald, lon Macovei, mijloace de expresie muzicala,
miniatura corala

This article includes a detailed analysis of the choral miniature La stresina casei mele by Ion
Macovei as well as the identification of the folklore sources addressed in the creation.

The article provides general information about the composer's personality and identifies the most
important creations signed by him. It also concisely presents the way of approaching the folklore source
and its application in the compositional process of the above-mentioned creation. The analysis highlights
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the structure of the choral miniature, different compositional procedures and means of musical expression.
Throughout the article, the author identifies some problems that may arise during the preparation in the
rehearsals of the miniature for stage performance.

Keywords: choir conductor, folklore, musical form, lon Macovei, means of musical expression,
choral miniature

Introducere

Compozitorul Ton Macovei (1947-2011) a lasat pagini cu adevarat valoroase pentru
componistica nationald. Creatia sa, ancoratd adanc in muzica si spiritualitatea populara, a avut un
impact puternic in viata muzicald a timpului sau, desi a fost marginalizata de cenzura sovietica,
compozitorul avand parte de un destin dramatic. In articolul intitulat sugestiv Destinul trist al unui
mare talent, compozitorul lon Macovei, cercetatoarea P. Rotaru scria: ,In cultura muzicald a
poporului nostru, Ion Macovei se inscrie drept unul dintre cei mai talentati compozitori din
ultimele decenii. Creatia sa Imbratiseaza cele mai diverse genuri ale artei sonore. Printre ele
descoperim opusuri orchestrale, panze pentru solisti, cor si orchestrd, piese instrumentale si vocale
de camera, rapsodii si prelucrari de cantece populare pentru cor, muzicd pentru copii” [1]. Pe
langa binecunoscutul oratoriu Miorita, pentru solisti, cor si orchestrd (compus in 1974), Simfonia
pentru solisti vocali (discant, soprana, bas) si orchestra (1973), suitele orchestrale Plaiuri
simfonice (1972), Eterofonii rustice (1977) si alte lucrari de inspiratie folcloricd, autorul a avut o
predilectie aparte si pentru prelucrdrile corale ale cantecului popular, acesta constituind una din

sursele de inspiratie nesecate pentru compozitorii din Republica Moldova in general.

Identificarea sursei folclorice

Miniatura corald La stresina casei mele (1973) in prelucrare de Ion Macovei se bazeaza pe
cunoscuta melodie romaneasca din zona folclorica a Olteniei Si-au pornit olteni la coasa sau, In
alta variantd — Au plecat olteni la coasa, ce se regdseste in repertoriul unor mari interpreti de
muzicd populara din aceastd zond, precum cantdretii Maria Lataretu, Maria Ciobanu, Ion
Dolanescu, instrumentistii — naistul Gheorghe Zamfir, violonistul Tudor Pana, poli-instrumentistul
Ion Laceanu si multi altii. Este, de fapt, o melodie in ritm de hora din zona Olteniei care a devenit
extrem de cunoscutd 1n tot arealul roménesc datoritd renumitei interprete, ,,privighetoarea
Gorjului”, Maria Lataretu, care este autoarea versurilor si, foarte probabil, si autoarea melodiei —
se stie cd marea cantareata-rapsod a compus o serie intreaga de cantece pe care le-a interpretat cu
mare succes, acestea devenind ,,populare”. Incepand cu anii 1960, cantecul Si-au pornit olteni la
coasa era atat de cunoscut Incat a ajuns sa fie o veritabild ,,carte de vizita” a regiunii date, alaturi

de alte melodii precum M-a facut maica oltean sau Lie-Ciocdrlie. Melodia in cauza face parte din
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genul liric, genul de cantec propriu-zis, avand un subiect de dragoste. Textul povesteste despre
plecarea barbatilor la munca, la cosit de fan, in timp ce femeile raman sa-i astepte, muncind si ele

la secerat grau. Alte versiuni ale textului (spre exemplu, cea a lui Ion Dolanescu) au si o tentd
umoristica — ,,oltenii” nu mai vin, cici ,,au plecat la Severin”, iar femeile pleaca la carciuma sa bea
,vinul cu pelinul”. O trasatura specifica textului acestui cantec este prezenta unui refren mai putin
obisnuit — i-lai, i-lai — fapt ce nu doar il distinge de alte cantece propriu-zise, ci si 1l face imediat
recognoscibil. La data scrierii prelucrarii corale analizate, melodia acestui cantec era
binecunoscuta si in spatiul dintre Prut si Nistru, fiind difuzata deseori la radioul sau televiziunea
romand, ce erau, dupd cum se stie, receptionate, audiate si privite clandestin, atdt de locuitorii
satelor de pe Prut cét, mai ales, de interpretii de muzicad populara de la noi, care uneori chiar si le

preluau in propriul lor repertoriu.

Abordarea sursei folclorice de catre compozitor

Muzicologul Parascovia Rotaru relateaza: ,,Sursa principald de inspiratie pentru panzele
sonore pe care le-a creat a fost folclorul muzical — valoare nemuritoare a spiritualitatii poporului
nostru. Fiind nascut la tara, a cunoscut muzica populara in forma ei primara de existentd. Tocmai
de aceea compozitorul a utilizat-o in procesul de lucru intr-un mod cu totul deosebit, foarte
personal, fapt care i-a si marcat Intreaga creatie” [1]. Provenind dintr-o familie ce iubea muzica
folclorica, unde se canta cu vocea sau la diferite instrumente — unchiul compozitorului, Filimon
Blidaru, a fost un lautar vestit pe Valea Prutului — Ion Macovei a invatat sd cante inca in copilarie,
practic, la toate instrumentele populare de suflat. Maestrul cunostea indeaproape folclorul
romanesc si datoritd faptului cd in timpul anilor de studii la Institutul de Arte G. Musicescu, a
participat la expeditiile folclorice, culegand folclor.

Este interesant de remarcat faptul ca Ion Macovei a utilizat, pentru miniatura sa, titlul si
primele randuri din textul unui alt cantec la fel de cunoscut, ce apartine Mariei Lataretu intitulat:
Sub streasina casei mele (1. Macovei schimband cuvintele Sub streasina cu La stresina). Subiectul
cantecului dat are note dramatice si se incadreaza in specia ,,de jale, de soartd”: pornind de la titlu
si imaginea personificatd a randunelelor, textul miniaturii corale analizate este scris in aceeasi
cheie, vizand dragostea nefericita.

La stresina casei mele / Este-un cuib de randunele./

Ziua toata ciripesc / Si-ntre ele se iubesc./

A batut noaptea un vant / Si-a dat cuibul la pamant./

Cuibusorul risipit / Si de pasari parasit./

La stresina casei mele / Fost-a cuib de randunele./
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Nimeni nu mai ciripeste / Nimeni nu se mai iubeste.

Structura miniaturii corale La stresina casei mele si mijloace de expresie muzicala

Din perspectiva analizei muzicale este important de mentionat si de urmarit tendinta
transformarii continutului textelor (cel initial si cel utilizat de compozitor) si a nuantelor lirice pe
care le contin — de la un caracter luminos, chiar glumet in versiunea originala (Si-au pornit olteni
la coasd) la imagini si stari triste, chiar dramatice, in cele doua versiuni ale versului Sub stresina
casei mele, cand 1n prim-plan apar imaginile cuibului, a vietii/mortii randunelelor, a disparitiei
vietii si a dragostei. Insistdm asupra acestei metamorfoze pe care a pus accent compozitorul,
pentru cd anume schimbarea de caracter va marca si caracterul prelucrarii corale analizate. Dupa
cum vom vedea ulterior, compozitorul a intrevazut in aceastd melodie un bogat potential semantic
si l-a redat intr-un mod foarte convingdtor, prin procedee componistice distincte, mijloace de
expresivitate si o abordare componisticd dramaturgica ineditd, astfel incat un cantec popular de
forma stroficd s-a transformat intr-o poveste muzicald cu caracter dramatic, Tn miniaturd cu un
bogat continut semantic exprimat intr-o forma concisd (macro cosmos reflectat in micro cosmos).

Se stie cd ,,structura melodiilor vocale folclorice de reguld se incadreaza in forma strofica cu
sau fara refren, fiind clasificatd in functie de numarul de randuri muzical-poetice si de structura
materialului muzical pe care-l contin” (bazat pe repetitivitate sau noutate melodica) [2, p.134-
139]. Astfel, forma stroficd ternara a cantecului original contine in total trei rdnduri melodice
distincte — doud randuri muzical-poetice care se repetd (pe versurile strofei) si unul al refrenului,
ce se repeta variat, schema fiind prezentata mai jos (7Tabelul 1).

Tabelul 1. 1. Macovei, La stresina casei mele

Melodie: A/ Rfl A/A/REL// B/ Rfl B/Rf2
Text: a/rf b/c /rf // d/rf e/rf
Nr. de masuri: 2 /3 2/2/3 2/3 2/3

Lungimea versurilor muzical-poetice este inegala: randurile poetice au forma de opt silabe,
iar refrenul difera de acest tipar, avand 5 (Rfl) si, respectiv, 13 silabe (Rf.2). Astfel, randurile
melodice contin cate doud masuri, refrenele — cate trei. Este o structurd specificd cantecului
propriu-zis. Trebuie sa mentiondm cd pentru a dobandi o integritate a textului muzical §i poetic per
fraza este necesar de a nu separa in interpretare fiecare vers, ci dimpotriva de a lega intreaga fraza
(rand poetic).

Structura miniaturii corale analizate articuleazd o forma monotematica tripartitd simpld cu

reprizd modificatd si coda, iar schema ce se contureaza poate fi: AA1A2, compartimentele fiind

256



constituite din perioade de, respectiv, 22, 24 si 29 (22+7) masuri, unde A poartd un caracter de
expozitie, A1 — de dezvoltare, iar A2 — de reprizd modificatd la care se adaugd coda.
Functionalitatea clara a partilor ne permite reprezentarea schematica a formei prin formula r
ABAI1, unde A este expozitia, B — dezvoltarea (structuratd pe materialul muzical A), iar Al —
reprizi modificatd. In interiorul fiecirei parti compozitorul pistreazi aproape exact forma
cantecului original, la care adaoga o introducere inainte de doua masuri la inceputul lucrarii si o

coda de 7 masuri dupa compartimentul A1, adica la sfarsitul piesei. O prima deosebire de melodia
originala rezida in cadrarea randurilor asimetrice ale acesteia in tiparele frazarii simetrice, de tip
’patrat”, specifice muzici academice: in loc de 2+3/ 2+2+3// 2+3/ 2+3, avem: 2+2/ 2+2+4// 2+2/

2+4. Prezentdm mai jos schema piesei analizate (Tabelul 2).

Tabelul 2. 1. Macoveli, La stresina casei mele

A B Al
Andantino, m.1-22 piu mosso, m.23-46 Tempo I, m.47-75
Scara g-a-b-cis-d-e d-e-f-gis-a-h g-a-b-cis-d-e
sonora
intr ARfl | ARf2 | BRf3 | BRf2 | ARfl | ARf2 | BRf3 | BRf2 | intr | ARfl | ARf2 | BRf3 | BRf2 | coda

Nr.de 2 2+2 2+4 2+2 2+4 2+2 245 2+2 2+7 2 2+2 2+4 2+2 2+4 7
masuri
Tema alto soprano bas+tenor bas+alto soprano+alto
expusd in
partida:

Cel mai important aspect ce meritd a fi retinut este faptul cd in lucrarea lui Ion Macovei
forma strofica (specifica structurii arhitectonice vocale, atat in muzica populard céit si in cea
academicd), ce are ca principiu ordonator caracterul repetitiv, capitd o desfdasurare cu caracter
dramatic, capatdnd o amploare dramaturgica caracteristicd atribuitd mai mult genurilor
instrumentale. In acest scop, compozitorul utilizeazi mai multe mijloace: contrastul dintre partile I
si a II-a (in special, pe plan tonal), amplificarea facturald (componenta de trei voci in partea I-a, de
4 voci in partea a Il-a, divizarea vocilor si dublarea in octavd a melodiei, in partea a Ill-a). in
miniaturd este prezentd si o culminatie, in segmentul al doilea din partea B, ce corespunde
continutului textului poetic. Unul dintre cele mai complicate momente pentru o interpretare
spectaculoasa este ridicarea culminatiei in asemenea tipuri de creafii unde tema muzicald este
asemandtoare pe tot parcursul lucrarii. Dirijorului, cat si artistilor de cor le revine sarcina de a crea
o crestere continud a intensitatii si a nivelului dramatic pana la culminatie, folosind una si aceeasi
melodie. In cazul in care aceastia melodie nu are o dinamica, atunci exista riscul ca interpretarea
miniaturii corale date sa devina una banala.

Desi, conform semnului si bemol la cheie indicat la inceputul lucrdrii se presupune ca
tonalitatea piesei ar fi d-moll sau F-dur, structura sonora a melodiei este, de fapt, o scara hexatonica
de tip cromatic (cu secunda maritd), cu fundamentala pe sol, care, In partea mediana este transpusa
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cu o cvartd 1n jos. Acest fapt, la care se adaugd si aparitia melodiei in registrul grav, in partida
basului, contribuie la augmentarea contrastului intre compartimentele A si B. Din experienta
interpretdrii in scend a lucrarii date, putem spune ca momentul in care vocea bas conduce melodia
poate fi un impediment pentru o bunad desfasurare a procesului interpretativ. Dupa vocile alto si
tenor, melodia Tn vocea inferioara poate avea o sonoritate mai estompata si aparent mai lenta, ceea
ce ne determina sa atragem atentia asupra unor metode de articulatie care ar ajuta la omogenizarea
per ansamblu a liniei melodice intre toate vocile prin care trece melodia.

Avand o ,,mare aplecare catre tehnicile polifonice”, dupa expresia cercetatoarei V. Galaicu
[3 p. 644], compozitorul foloseste si in lucrarea analizatd elemente ale polifoniei populare (ison,
imitatie) conferind acestor procedee componistice un rol dramaturgic. Pe tot parcursul miniaturii
pot fi urmarile doua straturi sonore: tema si isonul, sub forma unei figuratii melodice neintrerupte,
bazate pe treptele III-IV-V ale scarii, ce nu atinge niciodata fundamentala — ca o imagine a unui
suflet ratacitor, simbolizat si de zborul randunelelor. Pe masura desfasurarii materialului muzical,
isonul se dubleaza in terta (partea B, m. 23-33), pentru ca apoi sd apara 1n terta divizata la soprane,
in acut, in segmentul culminant, pe versurile ,,cuibusorul risipit/si de pasari parasit” (m. 34-42).
Acest moment prezinta un pericol pentru sonoritatea piesei, vocile superioare care tin isonul, de
cele mai dese ori, prevaleaza asupra melodiei, motiv pentru care am sugera o scadere a intensitatii
dinamice in vocile de sustinere si o crestere a dinamicii in partida bas. Un alt element polifonic
utilizat de Ion Macovei este si imitatia, ce apare in aceeasi parte mediand creand efectul de
amplificare sonora si de dinamizare a dramaturgiei muzicale, obtinut si prin indicatiile pit: mosso
si poco a poco crescendo. Acest mijloc de expresivitate (imitatia) necesita o abordare aparte. Toti
membrii partidelor corale trebuie sa respecte intru totul pasul metric si sa fie cat mai concreti in
emisia sunetului. In caz contrar imitatia poate duce la 0 masa sonora nedefinita (,,terci” sonor).

In culminatie compozitorul utilizeaza si procedeul dublarii in octava a melodiei temei, fapt
ce accentueaza, de fapt, caracterul monodic al acesteia (in partidele bas-alto, m. 34-42), iar
imaginea plecarii pasarilor este subliniata in cele trei masuri addugate la Rf2 (m. 44-46, care avea
4 masuri in partea A (m. 19-22), aici avand 7 (m. 40-46). Efectul este aproape vizual — din tema se
desprinde ultimul motiv descendent, ce trece, succesiv, in partidele de soprano, tenor, alto, bas,
insotite de isonul de cvinta, prelungit de fermata, pe acordul de dominantd al fundamentalei G, a
scarii hexacordice cromatice ce revine in compartimentul final al miniaturii.

Un loc aparte in dramaturgia lucrdrii il ocupd nuantele dinamice notate de autor in
diapazonul pp — mf: astfel, chiar si in segmentul culminant, unde sopranele ating /a din octava a
treia, se va interpreta mf — ceea ce reprezintd una din dificultdtile de interpretare ce stau in fata

interpretilor.
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Concluzii

Miniatura La stresina casei mele de Ion Macovei ocupa un loc aparte in repertoriul coral
national. Compozitorul a reconceptualizat semantica textului si a melodiei originale, utilizdnd
procedee componistice apropiate de limbajul muzical folcloric, dezvaluind plenar continutul
poetic prin scriitura sa corald originald. Creatia datd abundd de dramatism care se revarsa prin
sonoritatile pe alocuri zbuciumate, iar in alte momente de tristete si suspin. Putem presupune ca
compozitorul a dorit sd arate prin creatia data firea poporului nostru, de-a lungul timpului asuprit,
ponegrit, deportat si aruncat in bezna. Sentimentul pe care il lasd audierea miniaturii corale La
stresina casei mele este de cele mai dese ori tristetea insotitd de deznadejde. Probabil, asemenea
sentimente le-a si avut compozitorul in timpul credrii acestei lucrari. Cu sigurantd, piesa La
stresina casei mele poate fi consideratd ca una dintre lucrdrile de referintd care a intrat in

repertoriul profesionist de miniaturd corald in componistica autohtona.
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B cmamve xapaxmepusyiomcs memoouueckue NPUHYUNLL XYOOHCECMEEHHBIX PYKOGOOUmMeneu
axkademuveckou xopogou xanennst «ouna». Haubonee nodpodono paccmompenvl meopyecKkue uoeu
Koncmanmuna Ilueposa, nockonvky onu npedcmasnenvbl 8 08YX U30AHHBIX MEeOpemuyecKux pabomax —
«Pyko6oocmeo xopom» u « Conbghedarcuo 0as Oupudricepcro-xoposix 0mOeNeHUti My3bIKATbHBIX YUUTUUYY.

Ilo mamepuanam onyoauKo8anHwvix cmameu U BOCHOMUHAHUL VUEHUKO8 B0CCO30AHbI MemoouyecKue
8321061 Anexcanopa CeewHuKo8a, nposguewiuecs 8 OesmeNbHOCY MaKux audepos «ounvly Kax
Braoumup  Munun, Beponuxa [Tapwmsa u Hnona Cmenan. C  mewvwien Oemanuzayuei
npoodemMoHcmpuposansvl cnocobvl pabomsel ¢ xaneanoti Muxauna bpesdenwoka u Mouces Kowonenxo. Ha
OCHOBAHUU BbINOJHEHHbIX AHANUZ06 COeNaH 661600 0 mom, yumo memoouka K. Iluepoea, M. bpesoenioka u

M. Kononenxo onupanace Ha mpaduyuu Ilemepbypeckoii negueckoiu kaneinvl, Mockosckoz2o
Cuno0anvHo20 yuunuwa YepKoeHO20 NeHUs U MHO2OUUCTEHHbIX Pe2eHMCKUX negyeckux wkoa. Ilockonvky
8pems pabomul IMUX MY3bIKAHMOG COBNANO C NEPUOOOM 20HEHUS HA YEPKOBb, KOHYENYuu pe2eHmcmed
NPOABNANUCL 6 UX OeAMENbHOCMU IAMEHMHO U GblPAdlCANUCL, 6 MOM, YMO 6blpaOOMAHHbIE BEKOGbIM
KOJLIEKMUBHBIM ONBIIMOM CHOCOObL paOOmbvl € XOPOM NEPEHOCUNUCL HA COBPEMEHHbBI MY3bIKATbHbIL
mamepuan. Bo emopoii nonogune XX eexa 6 Oeamenvrocmu B. Mununa, B. I'apwmu u HU. Cmenan
npeoobaadarwuMu Cmanu mpaouyuy C6emcKo20 Xopoeo2o UCKyccmea, baszupyowuecs Ha 0000ujeHuu
OnbIMa KOHYEpMHOU U Y4eOHOU O0esmenbHOCMU CO8PEMEHHbIX pyKosooumenel kanean Mockevt u
Jlenunepaoa.

Kniouegvie cnosa: axademuueckas xopoeas kaneana «/{otiHay, memooudeckue NpUHYUnbl,
PYKOBOOCMEBO XOPOM, XOpMeUCmep, Xy00HCeCHEeHHbII PYKOGOOUMEb

In articol sunt caracterizate principiile metodice ale conducdtorilor artistici ai Capelei Corale
Academice ,,Doina”. Cel mai detaliat sunt examinate ideile artistice ale lui Konstantin Pigrov, prezentate
in lucrarile sale teoretice publicate — ,,Conducerea colectivului coral” si ,, Solfegiu pentru sectiile
dirijoral-corale ale colegiilor muzicale”. Pe baza materialelor publicate si a amintirilor discipolilor sunt
reconstituite conceptiile metodice ale lui Aleksandr Svesnikov, manifestate in activitatea unor lideri ai
,Doinei” precum Viadimir Minin, Veronica Garstea si Ilona Stepan. Cu o detaliere mai redusa sunt
prezentate modalitdtile de lucru cu colectivul ale lui Mihail Brezdeniuk si Moisei Kononenko. In baza
analizelor efectuate se ajunge la concluzia ca metodologia lui K. Pigrov, M. Brezdeniuk si M. Kononenko
s-a sprijinit pe traditiile Capelei Imperiale din Sankt-Petersburg, ale Scolii Sinodale de cdntare
bisericeasca din Moscova, precum si ale numeroaselor scoli de reghenti si de cant bisericesc. Deoarece
perioada de activitate a acestor muzicieni a coincis cu epoca persecutiilor impotriva bisericii, conceptiile
dirijorale bisericesti s-au manifestat in activitatea lor in mod latent, exprimdndu-se prin transferarea
asupra materialului muzical contemporan a metodelor de lucru cu corul, elaborate printr-o experientd
colectiva seculard. In a doua jumdtate a secolului al XX-lea, in activitatea lui V. Minin, V. Garstea si
1 Stepan au devenit predominante traditiile artei corale laice, bazate pe generalizarea experientei
concertistice §i didactice a conducatorilor contemporani de capele din Moscova si Leningrad.

Cuvinte-cheie: Capela Corala Academica ,, Doina”, principii metodice, dirijare corald, maestru de
cor, conducdtor artistic

7 E-mail: tircunova@yandex.ru
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This article characterizes the methodological principles of the artistic directors of the “Doina”
Academic Choir. Konstantin Pigrov's creative ideas are examined in the most detail, as they are presented
in two published theoretical works—"Choral Direction" and "Solfeggio for Choral Conducting
Departments of Music Schools.” Based on published articles and the memories of his disciples, Alexander
Sveshnikov's methodical conceptions are reconstructed, as manifested in the activity of such “Doina”
leaders as Viadimir Minin, Veronica Garshtya, and llona Stepan. Mikhail Brezdenyuk and Moisei
Kononenko's methods of working with the choir are presented in less detail. Based on the performed
analyses, it is concluded that the methods of K. Pigrov, M. Brezdenyuk, and M. Kononenko were based on
the traditions of the Sankt-Petersburg Imperial Choir, the Moscow Synodal School of Church Singing, and
numerous regent choir schools. Since these musicians' work coincided with the period of persecution of the
church, the concepts of church coir conducting manifested themselves latently in their work, and were
expressed in the fact that the methods of working with the choir, developed through centuries of collective
experience, were transferred to modern musical material. In the second half of the 20th century, the
traditions of secular choral art, based on the generalization of the concert and educational experience of
contemporary choir directors from Moscow and Leningrad, became predominant in the work of V. Minin,
V. Garshtya, and 1. Stepan.

Keywords: “Doina” Academic Choir, methodological principles, choir direction, choirmaster,
artistic director

BBenenune

B nmponecce HCTOpUYECKOTO pAa3BUTHS AKaJAEMUYECKOM XOpOBOM Kamemisl /[otina
MEPBOCTENIEHHOE 3HAYEHME /JISi CTAHOBJIEHMS XYJOXKECTBEHHOrO OOJMKA KOJUIEKTHBA ChIrpaliv
Koncrantun IlurpoB (1876-1962), Muxaun bpesnentok (1895-1975), Mowuceit Kononenko
(1891-1972), Bnagumup Munun (pox. 1929) u Beponuka [apmtsa (1927-2012). B Hacrosiee
BpeMs apTUCTHUYECKUH TOUYEPK KOJUICKTHBA OMpeesseTcss AesaTeNbHOCThI0 Mionsr Ctemnan (poj.
1964). MeTonuyeckre MPUHIUIIBI, KOTOPHIMA PYKOBOJICTBOBAJIMCH ATH TBOPYECKHE JIMUHOCTH,
OTpaXXalT NpodeccuoHaIbHble 3HAHUS U OIBIT, IOJYyYEHHble UMH B TIpoliecce OOydeHUs u
MpaKTUYeCcKOr paboThl. MIX MOKHO OXapakTepus30BaTh B COOTBETCTBMU C TEMHU KYJIbTYpHBIMH
TpPaIuIUSIMU, NPEACTAaBUTEISIMH KOTOPBIX OHHU SIBJIAIOTCS U, pa3BHBas KOTOpbIe, OOOramaror
00JacTh XOPOBOTO AUPUIKHPOBAHUSL.

Cpenu Ha3BaHHBIX HMMEH 0C000€ 3HAUYE€HHWE MPUHAMICKHUT BBIJAIOUIEMYCS XOPOBOMY
mupmxkepy  Koncrantuny  KoncrantuHoBuuy — IIMrpoBy,  KOTOpBIA — 3aJ0KWJ  OCHOBBI
npodeccuonansHOro Mactepcrna Jfotinbl. O ero BKIae B UCTOPUIO XOPOBOM KarleJibl TOBOPUTCS
BO MHOTHMX MY3bIKOBEAUECKHX MarepHuanax (Haubosiee moapodHo — B cTaThsix 3. Cronspa u
W. Muntotunoit [1, 2]; 3Ha4e€HHIO ATOrO My3bIKaHTa B (OPMHUPOBAHUU TBOPUECKOTO OOJIMKA
/otiner mocBsieHa u cnenuansHas nmyonukarus H. basiaay [3]. B koHTekcTe MHTEpecyrolieii Hac
METOJIMYECKOW TMPOOJIEeMAaTUKH BaXXE€H acleKT MpodeccHoHaNbHOM MPEeMCTBEHHOCTH B
nestenbHocTh K. [lurpoBa: aBa ero mocnenoBarenss — Muxaun @enopoBuu bpesneHiok u
Mouwuceii HukudopoBuy KoHOHEHKO — TOEe ONMUPANTKUCh HA IPUMEHSIEMbIE OCHOBATENEeM /{OliHbl
crocobbl paboTel ¢ xopom. [loaTOMy MOXHO cCuUuTaTh, YTO MOJ ATUIOM TBOPUECKHUX HIEH

K. HI/IFpOBa mpomiej 3HAYUTENIbHBIN ATal CYHICCTBOBAHUS KOJIJICKTHUBA.
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C momMmeHTa nosiBnieHust B /Jotine B. MuHuHa, 32 KOPOTKUI CPOK MOATOTOBUBILETO KaNeJLTy
Kk [ekane moigaBckoro MCKyccTBa M juteparypsl B MockBe (1960) u cymeBIiero mojaHsTh
WCTIOTHUTENIbCKHI  YPOBEHb KOJUIGKTHBA Ha KapAWHAILHO HOBBIH ypOBEHb, B padoTe
XOpPMEMICTEPOB CTaNM HUCHOJIb30BaTHCS JPYrHe METOJUYECKHE IOJIOKEHHUS, BEAyIIME Hadajao OT
nesitenbHOCTH  Anekcanapa BacunbeBnua CaemnukoBa (1889-1980), u3BECTHOrOo XOpOBOTO
TUpIDKepa, Tefaarora, 00ImecTBeHHOro IedTeNs, iBisBiierocs B nepuoj 1948—1974 rr. pekropom
MockoBckoil rocyaapcTBeHHOM koHcepBatopuu uM. [1. YaitkoBckoro. B. MunuH ObUT yueHUKOM
A. CBemiHMKOBa; TMOJ pyKoBojAcTBOM A. CBeHmIHMKOBAa Tociie OKOH4YaHUs KummHeBckon
rOCyJapCTBEHHOM KOHCEpPBATOPUM CTAXUPOBAJIACh B ['OCYTapCTBEHHOM XOpE€ PYCCKOW NECHHU
(upiHe — ['ocynapcTBeHHbIN akaneMudeckuil pycckuii xop um. A. Cemnukosa) B. I'apuits, B
6ombImoit py>x0e ¢ B. Mununbim cocrosiin E. bormanosckuii, negaror B. lapmru, u I'. Ctpeses,
HactaBHUK W. Crenan. Ilostomy scHO, 4TO MeToauueckue mnpuHUUNBI A. CBEIIHUKOBA,
ycBoeHHbIe Onarogaps B. Mununy, oka3zanuch BaXHBIMHE JIJISI PYKOBOJUTEICH XOPOBOH KareIbl
louina BO BTOpOi1 nojioBHE XX BEKA.

Koneuno, ctunb pabOThl TBOPYECKUX JHICPOB /[oliHbl HE TOIBKO HWHTEPIPETUPOBAIT
tpaguuuu K. [Turpoa n A. CBEIIHUKOBA, HO U OTJIMYAJICS UHIMBUAYAJIbHBIMU Y€PTaMU, KOTOPHIE
OTpakali  caMOOBITHBIE KauecTBAa HX JIMYHOCTEH M  OMNpPENesUINCh  HETOBTOPUMBIM
npodeccuoHanbHbIM ONBITOM. KaXIblil U3 XyJ0KECTBEHHBIX PYKOBOJUTENIEH, pemias 3ajgadu
CBOEr0 BPEMEHH U pacrojiarasi UMEIOIUMUCS B HAIMYUU PECYpCaMy, BHEC HEITOBTOPUMYIO JIENTY
B (OpMHUPOBAHHE TOIO MOHYMEHTAJILHOTO XOPOBOI'O OpPraHM3Ma, KOTOPBIA CEro/Hs 3asBISET O
cebe Kak OAMH M3 TJIaBHBIX BbIpa3uTesiell My3bIKaJbHON cymHocTH Pecrybnmuku Momnosa.
[losToMy Marepuan HaACTOSILEW CTAaTbU COJEPKUT YEThIPE OCHOBHBIX paszjena: B IEPBOM
packpbiThl  MeToauueckue mnpuHuunel K. [IurpoBa, BTOpOW TOCBSIIEH aHamu3y UAEH
A. CBeuIHNKoOBa, B TPEThEM MPOJEMOHCTPUPOBAHO MHOT000pa3re XOPMEHCTEPCKUX Tpaauiuit

pyKoBoauTeNen /otiHbl, TOCIETHUN COIEPKUT BBIBOJIBI.

Metoanueckue unen K. IIurposa

Beixogenn wu3 cembu cBsanieHHMKa, K. I[IurpoB mno3HakoMuics ¢ a3aMH  XOpOBOTO
[IEBYECKOI0 MCKYCCTBa B LIEPKOBHOM Xope poaHoro cena Manas [[xanra CraBpomnonbCKon
ryOepHHM 0] pyKOBOACTBOM pereHTa-camoyuku [l. Cirocaps. C 9-netHero Bo3zpacrta oOydascs B
CTaBpONoOJIbCKOM TYyXOBHOM YYMWIIHMINE, 3aT€M B JYXOBHOW CeMUHapuH, Tie, Oiaronaps sSpKUM
MY3BIKaJIbHBIM U OPTaHU3aTOPCKUM CHOCOOHOCTSIM BCKOPE CTal PYKOBOJHUTEIEM CEMUHApPCKOTO
xopa. bosnbioe BiusHue Ha roHoro K. Ilurposa okasan yuntens B. BeneBckuii, 0 KOTOpoM OH ¢

BOCTOPIroM OT3bIBAJICA KaK O 3aMCYHaTCIIbHOM IIiedarore, HCyToOMMMOM pa6OTHI/IKe B o0OiacTtu
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IIKOJILHOTO MEHUs, IPEKPACHOM JIUPMKEPE XOpa U TATaHTIMBOM KOMIIO3UTOpE .

ITo oxonuanuu CraBpomnonbckoi gyxoBHoM cemuHapuu K. IIurpos B 1898 r. noctynui B
perentckuii knacc [IpuaBopHoii meBueckoit kanemtsl B CankT-IleTepOypre u ¢ ycrnexoM mporiesn
ee Kypc 3a Tpu roaa. B to Bpems IletepOyprekas xaneina siBisjiach OJHUM U3 BEAYIIUX [IEHTPOB
MOJTOTOBKH KaJpoB NPO(ECCHOHANBHBIX XOPOBBIX THUPHKEPOB-pereHToB. IIpemomaBartensMu
MY3bIKaJIbHBIX IPEIMETOB CiIykuin mnpodeccopa [lerepOyprckoil KoHCEpBATOpUU: KOMIIO3UTOP
A.JlsgoB  (rapMOHHUS, KOHTPAamyHKT W My3bIKaibHas (opma), BBIJAIOMIMNACS 3HATOK
npeBHepycckoro nepkoBHoro neHust H. Cokonos (McTopust LIEpKOBHOTO MEHUS, 3HAMEHHOE TIEHHE,
TEOpUsl TapMOHUU, PYKOBOJCTBO NEBUYECKHMMH Kiaccamu), My3blkoBen . BumHeBckuii (Teopus
MY3bIKH U TapMOHHUS), IIYOOKHH 3HATOK PYCCKOTO HApOJAHOIO TBOPYECTBA M LIEPKOBHOTO MEHUS
M. Ilurnes (Teopursi My3bIKH U BOKaJIbHOE UCKYCCTBO).

3nakomctBo K. IlurpoBa c pabotoit xopa IlpuaBopHoil kamemiasl (CMENIaHHBIA XOp
MY>KYMH U MaJIbYUKOB) IIPOU3BEIIO HAa HETO HeM3riaaauMoe Bredarienue. «llenne xopa kamnesbl
OTKpBUIO MHE HOBBIH MHP XOpPOBOrO 3By4yaHHs. MeHs MOpa3uyio TEXHUYECKOE COBEPIICHCTBO
sToro Oecrnogo0HOro KoiiekTuBa. HemnepegaBaemoe MacTepcTBO TEBIOB Kareulbl MEHs
OLLIETIOMWIIO ¥ TOTPSACIO. Sl ycaplan He TOIbKO BEIUKOJIETHOE UCIIOTHEHUE LIEPKOBHOM MY3bIKH,
HO Y KJIaCCUYECKUE NAapPTUTYPhl PYCCKUX M 3al1aHOEBPONEHCKUX KOMIIO3UTOPOB», —IIACAJl OH B
aBroonorpaduu [mur. mo 4 c. 6]. DTH BHeUYaTICHUS TOCITYXWJIA OCHOBAaHUEM JJisi JCTAJIBHOTO
aHaJIn3a CIoCOOO0B JOCTHKEHHS TaKUX OJIECTAIINX pe3ynbTaToB, kotopbie K. IIurpos mposepsin u
OTTAUMBAJI B NPAKTUYECKOM PETEHTCKOM TpPYAE B Xpamax HECKOJbKUX TropojaoB rora Poccumu:
PocroBa-na-Jlony, CtaBponosisi, Oneccsl.

[Tpunuumne! cBoeit padotsl ¢ xopoMm K. [TurpoB u310%KuI1 B IBYX TEOPETHUECKUX paboTax:
Pyrxosoocmeo xopom [S] n Conbghedscuo 0nsi OupuricepcKo-xoposvix OMmOeneHUll MY3blKATbHbIX
yuunuwy [6]. Usnannas B 1964 r. nox penaxuueit Knapaus ITtunsl %, Monorpadus Pyko6oocmeo
XOpoM PACKPBIBAET CTPOMHYKD CHCTEMY METOAMYECKHMX M IEJarorMYecKUX IOJIOKEHUN IIOo
PYKOBOJCTBY U IIpOo(eCCHOHATBLHOMY 00YUYEHHIO XOPOBOTO KOJIIIEKTHBA, a TAKXKE 10 OPraHU3aIiH
JesTeNbHOCTH XopMmeiictepoB. B mMoHorpaduu cemp rnaB. B mepBoif rmaBe comepikarcs oOiiue
cBeleHUs: 00 OJHOPOJAHBIX M CMELIAHHBIX XOpax, O THIAX KOJJIEKTMBOB C Pa3HbIM YHCIOM
CaMOCTOSITENIbHBIX MapTUil (OJHOTOJIOCHBIX, JIBYXI'OJIOCHBIX M T.I.) M CHOCO0axX MCHOJHEHHUS

MY3BIKH — C CONpPOBOXJICHUEM WM a cappella; mpUBOAATCS NPUMEPBl XOPOBBIX OpraHU3alui B

% 06 sTOM, €O ccbuTKOi Ha aBToOMorpaduio K. Iurposa, mumer K. Ituna [4]. BosmosxkHo, Bausuue B. BeneBckoro
MIPOSIBUJIOCH B TOM, 4TO B jnanbHedmieM K. IlurpoB ynensur Gojplioe BHUMaHHE IE€JaroruyecKoil AesTeNbHOCTH:
BITOCJIE/ICTBUH, BBITIOJIHSISA 0053aHHOCTH PETEHTA B COOOPHBIX XOPaxX, OH 00y4al PEreHTCKOMY ey BCEX KEJarolix
W3 YKCIIa IEBYHX, padboTas B OJecckoil KOHCEpBAaTOPHH, MTPENOaBal XOPOBOE TUPHKUPOBAHUE CTYCHTAM.

% Knapanii Bopucosuu Ituma (1911-1983) — xopoBoil aupmxep, xopmeiictep, mpodeccop, Hapomusii apruct
CCCP.
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Coserckom Coroze. ['oBopuTcsl Takke O Juama3oHax M TeMOPOBOM XapaKTEPHCTUKE XOPOBBIX
roJIOCOB; MOAPOOHO, ¢ KOHKPETHBIMH IPUMEPAaMHU PACKPBIBAETCS BOMPOC O BHIAX XOPOB U HX
JMana3oHax. XapaKTepu3yloTcs MpoOsieMbl pabOThl € XOpOM: pacmpeseseHHe O00sS3aHHOCTEH
XOpMencTepa, €ro NOMOIIHUKOB, KOHIEPTMENHCTEPOB U T. 1.

Bropas rnaBa, ueHTpajgbHas B KHHUI€, KOHLEHTPUPYET BHHMMaHuUE Ha MpoliemMax
MHTOHALIMU U CTPOS: MEJIOJAMYECKOro (FOPU30HTAIBHOIO) M TapMOHMUYECKOTO (BEPTHKAIBHOIO).
MeTtoandeckn BaXHBIE CBEJICHUS KacaroTCs PeKOMEH/IAIii 1o paboTe HaJl MEOJUIECKUM CTPOEM
X0pa, TO €CTb HaJ WHTOHMPOBAaHMEM MEJIOAMM, KOTOpas, B cyuiHocTd, kak numer K. Ilurpos,
MpPEJCTaBIseT COOOH TOCIEeNOBATENBHOCTh WHTEPBAIOB B BOCXOMNAIIEM M HHUCXOJAAIIEM
HanpasiieHuu. Jluprxep paccMaTpuBaeT MHTEpPBajbl C TOUKHM 3pEHHUS UX JIQJOBOTO 3HAYEHUS B
MEJIOJUH, OPUEHTHPYSICh Ha KJIACCUKO-POMAHTHYECKHH CTHJIb MY3BIKHM, a TaKkKe Ha oOpasIbl
HapoAHoro TBopyecTBa. (Oco0oe BHUMAHME OH YAENSeT WHTOHUPOBAHUIO JIMATOHUYECKUX
OONBIIMX M MalblX CEKyHJ, BBIABISAET HauOoJiee pPACHPOCTPAaHEHHblE OMIMOKU MpH NEHUH
MOCTYNIEHHOI'O JIBI)KEHUS B Ma)KOPHOM W MHHOPHOM rammax, IpeJyuiaraeT CrnocoObl YCTpaHEHUs
MHTOHALMOHHBIX MorpemHocTei. Ctonb ke BaxkHo, no MmHeHuto K. Ilurposa, oBnagenue ynucroi
MHTOHALMEH NpH NEHUU OOJBIIMX U MAaNbIX TEPLUMH, MOCKOIbKY MMEHHO CEKYHAbl U TEpLUUU —
9TO OCHOBHOM CTPOUTENBHBIA MaTepuai 1000k menoauu. Coaeprkarcs Takke peKOMEH A 110
WCIIOJIHEHUIO JIPYTUX HHTEPBAJOB — CENTHM, CEKCT, KBApT U KBUHT. XOpMEHCTEp MNPUXOIUT K
BBIBOJY, YTO CTEIICHb CJIOKHOCTH IIEHUS MHTEPBAJIOB 3aBUCHT OT JIaJl0BOT0 KOHTEKCTa, KOTOPBIN
MOJKET 00JIerYUTh WU 3aTPyIHUTh HHTOHUPOBAHHUE.

XapakTepusysi BEPTUKAIbHBIN CTpoi xopoBoro 3Bydanusi, K. I[IUrpoB BbIIEIsSE€T TEpUUIO
KaK OCHOBY TapMOHMYECKOH KOOpPAMHATBI MY3bIKH. YMEHHE YMCTO MHTOHMPOBATH OOJbILNE U
Majble TEPLUUM SBIAETCS 3aJI0IOM KadeCTBEHHOI'O XOpPOBOI'O 3BYYaHMsI Ma)KOPHBIX MU MHUHOPHBIX
TPE3BYUMi, HO pU paboTe Ha/l TPE3BYUUsIMH OT XopMeicTepa TpedyeTcs TakKe BepHas OLleHKa
IIOJIHOTO CO3BYYHMs, TIE€ KaKIbIH 3BYK MMEET MHAMBUAYAJIbHOE 3HAYEHUE — IIPUMBI, TEPLMHU U
KBUHTBI. YMEHBUICHHOMY M YBEJIMYEHHOMY TpPE3BYUMsAM, pPEXKE BCTPEUAEMBIM B MY3BIKE,
K. IlurpoB naer oOpa3Hble XapaKTEPUCTUKU: FOBOPUT, YTO XapaKTep 3BYUYaHHs] YMEHBIIEHHOIO
TPE3BYUMs CypOBO-OJIarOopoJHBIA, a XapakTep 3ByYaHUs YBEIMYEHHOTO TPE3BYyUUS —
«OCOOCHHBIN, HEOOBIYHBIM: B BBICOKOM PpEruCTpe Ha HIOaHce forfe — 1uOO 3i0Belle-
YTPOKAIOLIMM, TMO0 KaK BO3IJIac OTYAsIHUSA; B HU3KOM PETUCTPE Ha piano 00Ne3HEHHO-U3bICKAHHO
ToMHBII» [5 c. 57]. Cronp xe moxpobno K. ITurpoB paccmarpuBaer crnocoObl MpPaBUIBHOTO
MHTOHUPOBaHUs Oo0Jiee CIOXKHBIX AKKOPJOB — CENTAaKKOPJIOB HAa PAa3HBIX CTYNEHAX Jajga U
HOHAKKOpPJOB. IIpy 3TOM aBTOp KHUIM YKa3bplBaeT, YTO HAa TOYHOE BBICTPAMBAHME BCEX ATHUX

AKKOPZAOB BJIUAIOT UX PACHOJOKCHUC U MCIIOANYCCKOC MTOJIOKCHUE, TCCCUTYpPA, AMHAMUKA, TCMII,
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METpOopUT™M U Jukius. Kaxaplii W3 Ha3BaHHBIX [apaMETPOB JETAIbHO PACKPBIBACTCS
K. ITurpoBeiM, MOSICHSAETCS HOTHBIMM HpUMEpaMU. BaKHbI BBIBOJ KacaeTcsi pOJd AUKIUU B
XOpOBOM HWHTOHHpoBaHUU: «HeOpexHoe BBIrOBapHBaHHE CJIOB BEAET 3a COO0OW Hen3OeKHOe
CIIEICTBUE — TpsI3HOBATYI0 MHTOHAIMIO. CyIIHOCTh XOpPOIIEH AMKIMHM 3aKJII0YaeTcsi B TBEPAOH,
OTYETJIMBOM MOJaye COIJAcHBIX C MPaBUIbHO CHOPMHUPOBAHHBIMM IJacHBIMU. llotoTca TonbKO
riacHele. ToyHOE U MpaBUIIbHOE APTUKYJIMPOBAHHUE INIACHBIX CIIOCOOCTBYET IOCTHKEHUIO YHCTOM
uHTOHAIUm» [5 c¢. 66]. Ha konkpernsix mnpumepax K. IIurpoB ngeMoHCTpupyeT aHaIu3
MEJIOJUYECKOr0 U TapMOHUYECKOTO CTPOSI XOPOBBIX MAPTUTYP.

Tperps rnaBa, HazBaHHast Axcambnb, aHAIU3UPYET HauMOOJee BaXKHbIE AKKOPIbl C TOYKH
3peHUs] XOpPOBOIO aHcaMOisi M OCOOEHHOCTH MX HCIHOJHEHHS B 3aBUCUMOCTU OT (aKTyphl
npousBeneHus. Jupuxkep ompesenser KauecTBO aHCaMOJsi B XOPOBOM 3BYYaHUHM KaK «TOYHAas
WHTOHAIIMOHHAS CJIA)KEHHOCTH 3BYUYaHUs MOIOIIUX B XOPE, CIUTHOCTh M YPABHOBEIIICHHOCTH BCEX
MEBYECKUX I'OJIOCOB IO CUJIE U TeMOPY, pe3yJIbTaTOM 4ero Oy/1eT COYHbIN, HACHIILIEHHBIH, O0raThIi
KpackaMu, 0Oe3 MaJleHIIero BbIAENIEHUS TEMOpPOB OTAENbHBIX IEBLIOB, MOJHOLEHHBIA YHUCOH
naptum» [5 c. 78]. 1yis 3Tor0 AMpHKEp TOHKEH YMETh TOOUTHCS TaK HA3bIBAEMOT'O aHCaMOJIEBOTO
3ByKa. JTO OKa3bIBAETCS BO3MOXHBIM MPU HATUYUU «IIPUOIUZUTEIBHO OJUHAKOBOTO TemMOpa
MEBLIOB MApTUU U OJMHAKOBOM CHJIBI FOJIOCOB, YJOOHOM TECCUTYPHI, MPABUILHO B3STHIX INTACHBIX,
€IMHOM HIOAHCHPOBKH, €IWHOW BOKAaJbHOM KyJbTYpbl meBHOB» [5 c¢. 79]. Ilpu xopomem
aHcamMOJeBOM KayecTBe TOJIOCOB 3BYK Xopa, Mo BelpakeHuto K. IlurpoBa, craHoBuTcs
OpraHonoIo0HbIM. JIOCTHXKEHHIO XOPOIIEro aHcamOJisi CHOCOOCTBYIOT HECKOJIBKO MOMEHTOB:
KOJIMYECTBEHHOE M KaueCTBEHHOE DPAaBHOBECHE TIPYII XOpa, YAOOHOE pacIoIOKEHHE aKKOp[a,
«MEJIOJINYECKOE TOJIOKEHUE aKKOpJa, €ro BUJ, TECCUTYypa, HIOAHCHUPOBKA, TEMII, KBaJIH(pUKAIUSI
MEeBIIOB XOpa, WX NPHUPOAHBIC MYy3bIKaJdbHBIC maHHBIe» [5 c. 80]. Iupmwxkep mnoapoOHO
apryMEHTUPYET KaXX0€ W3 Ha3BaHHbIX IOHATHI, MPUBOAS KOHKPETHbIE MPHUMEPHI.
JleranpHemuM 00pa3oM pPacCMOTPEHBI aHCaAMOJIEBbIE BO3MOKHOCTH PA3IMYHBIX aKKOPAOB B
HEOJIMHAKOBBIX JUHAMUYECKUX U TECCUTYPHBIX yCIOBHUSIX.

UerBepTas Ii1aBa pacKkpbIBaeT crenuuKy MOATOTOBKH XOpPOBOIO AMpHXKepa K pabote ¢
kostekTuBoM. K. [IurpoB ynenseT Oonbliioe BHUMaHUE MpakTUdeckoil pabote xopmeiictepa. OH
yOeXIeH, YTO yCHeXd PYKOBOIUTENS MOTYT OBITh TapaHTUPOBAHBI OCHOBATEIHHBIM H3yUECHUEM
pa3yyuBaeMoro IMpOU3BEICHUS C HECKOJIbKMX MNO3UIMH. Kak My3bIKaHT, JUPHKEp AOJKEH
MOHUMATh KOMIO3UIIMOHHO-PaMaTyprUuecKyl0 JIOTUKY COYMHEHHMs: XaHp U CTWIb, (GOpMy U
TOHANBHBIA TUIaH, ocoOeHHocTH ¢GakTypel W T.4. C To3uIMH XopMmeicTepa HEO0O0XOIUMO
MIPOAHAIM3UPOBATh MEJIOJUYECKUH M TapMOHUYECKUH CTpPOH, OCOOEHHOCTH aHcamOis, 3HATh

oOIIMi TUana3oH COYMHEHHUs, TECCUTYpy HapTii, Hamuuue divisi. C TOYKM 3peHHs meaarora
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TpeOyeTCsl BBISICHUTH CTEIEHb COOTBETCTBUS CIIOKHOCTH MApTUTYPbl KOHKPETHOMY XOPOBOMY
KOJUIEKTHUBY: IPOAYMAaTh IJIaH paOOThI U IPUEMBI /ISl IPEOI0JIEHNS] TEXHUYECKUX TPYIHOCTEH.

B msATOl ryaBe aBTOp IpeasaraeT pacCMOTPEHHUE CIEAYIOUIMX MpoOJIeM: TEXHHKa
YOpaBJIEHUS XOpOM, WIM TEXHUKA JUPWKUPOBAHUSA, YCIOBUS pabOThl C XOpPOM, METObI
pa3y4rBaHUs OJIHOTOJIOCHOI'O XOPOBOTO IPOU3BEACHUS, OCOOCHHOCTH BBICTPAUBAaHUS XOPOBOTO
3By4YaHHUs IpuU paboTe Haja JBYXIOJOCHBIMH U MHOIOroJIOCHBIMH counHeHusiMu. K. IIurpos
OTJENBbHO PACKPBIBAET TEXHUYECKHE MPHUEMbl TUPHKUPOBAHMSA HA KOHLEPTHBIX BBICTYIUICHUSAX
Xopa U B Mpolecce MOArOTOBUTEIBHONW «UYEPHOBOI» pabOThl HaJ IMpPOU3BENECHUEM. AHAIU3UPYS
HEOOXOIMMBIE YCIOBUS sl pabOThI ¢ XOPOM, OH MOKa3bIBAET JOCTOMHCTBA U HETIOCTATKU Pa3HBIX
MY3bIKaJIIbHBIX MHCTPYMEHTOB ((opTenuano, ¢ucrapMoHuH, OasHa, CKPUIIKH, TMTapbl U [1p.),
KOTOpBIE IMPIKEP MOXET HCIIOJIb30BaTh KaK BCIIOMOTAaTEIbHBIE MPHU pa3dope NpOM3BEICHUIA.
Haubonee nenecooOpa3HbIMU OH CUUTAET (POPTENHUAHO U CKPHUIIKY.

IlonpoOHble pexkoOMEHJalMKW IO pa3yyUMBaHUIO OJHOTOJIOCHBIX, JABYXIOJOCHBIX M
MHOTOTOJIOCHBI MPOU3BEICHUM oTpaxatoT Oorateiimuii npaktuueckuit onbIT K. [lurpoBa u ero
ropsiuee ’ejlaHue B MOJTHOM Mepe MOJIEIUThCA UM C ynTaTenssMu. [loaToMy B 3TOM pasniesne KHUTU
COJEPXKUTCS MHOIO KOHKPETHBIX COBETOB, KOTOpbIE€ MOIYT OBITh TIOJE3HBI JAUPHIKEPY-
XOpMeNCTepy Ipu paboTe ¢ AETCKUMH, CaMOJESITENbHBIMU U MPO(ECCHOHAIBHBIMU KOJUIEKTUBAMU
pa3HOro ypOBHS MOJATOTOBKH. ABTOp TOBOPUT 37€Ch O MPHUHIMIAX OTOOpAa MpPOU3BEIEHUM IS
X0pa, O mMopsjake padoThl HaJ HApTUTYpOH, O pPALMOHAIBHOM IUIAHUPOBAHUU BPEMEHU Ha
penerunusx. Ype3BblYaliHO MHTEPECHBI €ro HaOIIOAEHUS HaJ Pa3ydMBAHUEM MHOIOIOJIOCHOM
My3bIKM II0 MapTHSM M BCEM XOPOM. Jlupwkep BUIWT IUIFOCBI M MHUHYCBI B KaXKIIOM BHJE
PENeTUIIMOHHOM paboThI U ITpeyIaraeT Mo MaKCUMyMY HCII0JIb30BaTh JOCTOUHCTBA OOOMX.

Hlecras rnmaBa mocBsiieHa MpoOieMaM BOCIUTAHUS XOPOBOI'O NEBIA-aHCAMOJIUCTA U
TpeOOBaHUI K TMeBLAM XoOpa, YCIOBHAM pPabOThl HaJ pa3BUTHEM TIOJIOCOBOrO armnaparta,
PUTMHYECKOTO M TapMOHMYECKOTIO UYyBCTBA. AHAIM3UPYETCS 3HAHUE MY3BIKAJIILHOM I'DPaMOTBI,
ydacTHe B XOp€ MaJlbuMKOB-TIEBLIOB, a TakXe pabdoTa ¢ JIeTbMM HaJl pa3BUTHEM BOKAJIbHBIX
CIOCOOHOCTEN M X BO3MOXKHOCTEH 1eTh B aHcambie. CozepikaHue ITOM I71aBbl 1ae€T OCHOBaHHE
U1l BBIBOJIOB O TOM, kKakuM oOpa3oM K. [Iurpos otOupan neBuos 1 Jounsi. Jlupuxep NUIIET,
YTO «HAJUYKE TOJI0Ca U CIIyXa €CTh TOJBKO OJIHO U3 HEIIPEMEHHBIX YCIOBUH JIJIS y4acTUs B XOpeE»
[5 c. 166]. Xopuct nmomxkeH 001aAaTh BOKATbHO-HCTIOTHUTEIBCKON TEXHUKOW, MOJA KOTOPOW
K. IlurpoB moHumain creayomiee: «yMEHHE CBOOOJHO pAacCHOpsKATHCS CBOMMH T'OJOCOBBIMU
JAHHBIMU, TO €CTh UMETh PAa3BUTOE U MOCIYLIHOE BOJIE IIEBLA JIbIXaHUE, BBIPABHEHHBIN PETUCTP,
HOKYIO My3bIKaJIbHYIO (DPa3sUpPOBKY; YMEHUE MPUKPHIBATH 3BYK, XOPOILIYIO JUKIHS U TJIaBHOE —

OBITh MY3bIKAJIbHO T'paMOTHBIM, TO CCTb YMCTb CB060,Z[HO U TOYHO NETh HWHTCPBAJIbI, UMCTb
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pa3BUTOE TAapMOHHMYECKOE YYBCTBO, HEPA3pPHIBHO CBS3aHHOE C YyBCTBOM aHCaMOJs, BIAJCTh
TOYHOCTBIO MCIIOJIHEHUSI PUTMA, YMETh CIIBIIIATh MY3bIKY BCEIO UCIIOIHAEMOTO IIPOU3BEACHUD» [
c. 166]. BocnuTaHue Ha3BaHHBIX KAa4ye€CTB CTAHOBUTCS NPEIMETOM JaJbHEHMIINX pacCyXIeHUMN
JTUpUKepa.

3aBepuiaeT MOHOrpaduio pasfen, B KOTOPOM TOBOPUTCS O pacleBkax Xopa U O
MOAIFOTOBUTENIbHBIX YIPAKHEHUSX, CIOCOOCTBYIOUIMX HACTpONKE B TOHAJIBHOCTH. ABTOp
COBETYeT HCIOJb30BaTh B KAuyeCTBE MEJIOJAUYECKUX PACIIEBOK YHHCOHHOE IIEHHE TaMM,
TETPaxopA0OB, KaJaHCOBBIX OOOpPOTOB, CEKBEHUMH M T.JO. — BCEro apceHaja IIOINEBOK,
CTIOCOOCTBYIOIIMX BBIPa0OTKE aHcaMOisl. [[apMOHMYecKre yIpaXHEHUsI OH TOApa3/IeNisieT Ha J1Ba
BHUJA: 00Iero y4yeOHO-BOCIUTATENIBHOTO XapaKTepa U CIELHaIbHOro, IIeJIEBOr0 Ha3HAYEHUS.
[lepBbie cIOCOOCTBYIOT MOAJEPKAHUIO BBICOKOTO MPOQPECCHOHANIBHOIO YPOBHSI XOpa, BTOpHIE
IIOMOTal0T OCBOCHHUIO TPYIHBIX MECT H3ydaeMoro penepryapa. B stom pasgene K. IIurpos
MPUBOIUT  OONIBLIOE KOJMYECTBO HOTHBIX TMPUMEPOB, KOTOPbIE XOPMEHUCTEpHI MOTYT
M103aUMCTBOBATH ISl CBOETO TPY/a.

Onenuas 3naueHue kHuru K. [lurposa Pykogodcmeo xopom, ykaxeMm Ha IPaKTHUECKYIO
11e7IeCO00Pa3HOCTh M IIEHHOCTh MHOTHUX €€ IOJIOKEHHWH, OCOOCHHO CBSI3aHHBIX C PabOTOW HaT
ctpoeM. Kpome TOro, ee MOXHO CYHMTAaTh CBOETO poAa NpPodecCHOHATbHBIM JHEBHUKOM
00JIbIIOTO, CaMOOTBEP)KEHHOTO XYJ0KHHMKA, BJIIOOJIEHHOTO B HCKYCCTBO M CTPEMSILErocs
nepenaTh CBOW 3HAHUS, YMEHHUS M HaBBIKM 3aHMHTEPECOBAHHBIM MOJIOABIM JonsaM. He ciyudaitno
K. IItuna B mpeaucioBun K MoHorpaduu nwucan: «KHura ObIIAT UCKPEHHEW II00OBBIO K
XOpPOBOMY HCKYCCTBY. B Hell BuJeH M OONBIION MacTep-UCHOIHHUTENb, U MYJIPbIH  YUUTEb,
YBJICKAIOIINA 3HAHUSMHU, OTILITOM U JIFOOOBBIO K cBOEH npodeccun» [4 c. 20].

BTtopoii meToaudeckoit paboToii, B KoTopol Hanuti oTpakenue unen K. [Turposa, sBuics
yueOHUK Conbdedsrcuo 0 QUpUNCePCKo-Xxopo8blx OMOeeHUll MY3bIKATbHbIX YUUIUlYy , N3TAHHBIN
y’Ke ToCIe YX0/ia Ma3CTPO U3 KHU3HU MPU 3HAYUTEITFHOM YYaCTUHU €r0 YYSHHKA U MOCIIe0BaTeNs]
Bacumus Iuna'® (mostoMy Ha TuTyne knuru, ysuaeBmieii cser B 1970T., 1Ba HMEHH).
Boimyckank Opniecckoil KOHCEpBATOPUHU MO JABYM CHEIHAIbHOCTAM (TEOPETUK-MY3bIKOBEA I10
kimaccy A.Korama u aupmxkep-xopmeiictep no kiaccy K. ITurposa), B.IHun c 1956rT.
npernojaBan B OJecckoil KOHCepBAaTOpUM M, OyIydd BBICOKOKBATM(DUIIMPOBAHHBIM IE€1arorom
MY3bIKaJIbHO-TEOPETUYECKUX JIUCLUUIUIMH, CMOI BHEAPUTb METOJUYECKHE IOJO0XKEHHUS CBOErO
HACTaBHUKa-XopMelicTepa B MpernojaBaHue CoOJIbGEMKUO IS JUPUKEPOB-XOPOBUKOB. B 3ToM

NposABUIIaCh pcain3aliuia MaKCHUMAaJIbHON CBSI3U COHL(beIl)KI/IO C XOpPOBBIM KJIACCOM M OCHOBaMH

10 Bacunmuit ViBamoeuu Illun (1925-1987) — xopoBoit mupwkep, nocnenosarens K. ITurpoBa, My3bIKOBES,
mpocdeccop (1984), pexrop Onecckoii koHcepBaropun uMeHn A.B. Hexnanooit B meproa 1971-1984 rr.
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IUprKupoBanus. B kaxnoi u3 gecatu rinaB Conbghedsncuo MMEIOTCS NETaTbHO pPa3bsCHEHHBIC
YIpaXHEHUsI Ha Pa3BUTUE METPOPUTMA U J1aI0BOT0 YyBCTBA, FAPMOHHUYECKOI0 CIIyXa U BOKAJIbHO-

aHCaMOJIEBBIX HABBIKOB, HAa W3YYE€HHE HWHTEPBAJIOB W HAMUCAHUE TUKTAHTOB. My3bIKaJIbHBIM
MaTepuaioM Y4eOHHKa SBISIOTCS BOKaJbHBIE OOpas3mbl (C TEKCTOM), 3aMMCTBOBAaHHBIC W3
XOpOBOHM, OINEpPHOM W TENarorud4eckoi (JEeTCKOM, IIKOJIbHOM) MY3BbIKAJIbHON JIUTEpATyphl;

HapOJIHBIC TIECHU MPUBOJISATCS B STHOTpapHUECKON 3aITUCH U B 00paboTKax.

[punnunet A. CBenIHMKOBAa padoThI ¢ XOPOM

CunpHoe Bo3ackicTBHEe JIMYHOCTH A. CBEIIHMKOBA Ha BCEX, KTO OOIIAJICI C HUM,
OTIPENIEISIOCh TEM, YTO OH OBLJI HE TOJIBKO OYCHb 3HAIOIIMM W OIBITHBIM MY3BIKAHTOM, HO U
obmaman HecrnbaeMoW BOJIGH W yMEHHEM TIOAYMHHTH cebe caMbIX pasHbIX JIoIed —
BOCITUTAHHUKOB-XOPHUCTOB, PABHBIX MO JOJDKHOCTH KOJIJIET, MOMYMHEHHBIX COTpyAHUKOB. K ero
MHEHHUIO PYKOBOJUTENSI MNPHUCIYIIUMBAINCh U BBIINIECTOSIIIME HMHCTAHLUHU, YyBaxas B HEM
BBIJICPKKY, TUCITUTUTMHUPOBAHHOCTD, YETKYIO KU3HEHHYIO TTO3HIIHIO.

Ero Ouorpajgus HaceimeHa (akTamu, CBUAETEIbCTBYIOIIMMHU O HENPEKPaIlalomeMcs
COBEPIIICHCTBOBAHUH MPUPOIHBIX CIIOCOOHOCTEH, 3HaHU W HAaBBIKOB. OOyueHne B MOCKOBCKOM
HapOJIHOM KOHCEPBATOPHUH Yy KPYITHOTO MY3BIKOBeAa M oOImecTBeHHOro aestens b. SIBopckoro,
neBuoB I1. BmacoBa u 3. [1aBnoBckoil; motToM — B DPUIapMOHUYECKOM YUYWIHMIIE Y W3BECTHOTO
KoMro3uTopa u mnemarora A. KopemeHko paim eMy MIUPOKUN KPyrozop B 00JIaCTU XOPOBOTO
MeHUsT W PYKOBOJCTBAa XOpoM. IIpakTuyeckuii ompIT OH mpuoOpen, padoras B 1920-e rr.
LIEpKOBHBIM pereHToM Xpama Ycnenusi IlpecBstoit boropomuuel Ha Moruibiax, MO3AHEE —
pyKoBOJs pabouMMM XOpaMu, HHCTPYKTHPYS IIKOJBHOE XOpOBOE BocmuTaHue B MocCKBe,
MIpUHKUMAS ydacTue B GOPMUPOBAHUU JAETCKUX KOJIOHUH Ha [lonTaBiune u T.1.

OyHIaMeHTaTbHOE 3HAY€HHE B €ro mpodeccHoHaTbHOM O0pa3oBaHWMU HMena paboTa
3aBeyIONIMM  BOKAQJIbHOM  YacThl0 TNEpBOM  CTyaIuu  MOCKOBCKOTO  XyI0KECTBEHHOTO
akamemuueckoro tearpa (1923-1928), rme OH MO3HAKOMHWIICS CO CHEHHYECKHMM METOJ0M
K. Cranucnasckoro. Iloxg BiaussHHEM »3TOoro TeaTpaibHOro pedopmaTtopa, A. CBENIHHKOB
chopMyIIMpOBal OPUTHHANBHBIA METOAMYECKUN MPHUHIIUII XOPOBOTO HCIIOJHUTENBCTBA, B
COOTBETCTBUM C KOTOPBIM MCKYCCTBO IE€HHS CONOCTABISUIOCH C BBIPA3UTENIbHOW peubto. OH
TOBOpUJI, YTO NETh HAJ0 TaK, KaK TOBOPHUIIb, TOJbKO €LIE JOXOAYMBEE, BbIpA3UTEIbHEE U
kpacuBee. Takyio maHepy mneHUs A. CBEIIHMKOB MPUBUBAN XOPUCTaM B PYKOBOAMMOM WM C
1941 r. 'ocy1apcTBEHHOM XOp€ PyCCKOM MECHH, €€ K€ YCBAUBAIM MHOTOUMCIICHHBIE YUCHUKU U
MOCJIeI0BATEH AUpUKEpa.

I[J'IH 9TOro Xopa A. CBelHuKOB CO3daBaJl MHOI'OT'OJIOCHBIC TICPCIIOKCHUSA HAPOIHBIX
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MIECEH, B KOTOPBIX MPOSBUINCH €T0 3HAHUS B 00JIACTH KOMITO3UIMH. JIydMMu cuuTaroTcs Ax mol,
cmenv wupokas, Boonv o0a no peuxe, Ilubenv «Bapsea», Joposcenvka W ApyTHE.
I'maBeHcTByMOIEee 3HayeHHe A. CBEIIHMKOB IMpHIABaJ MEJIOJUH, (aKTypy BBIOMpan HUCXOAS M3
MY3BIKQJIBHOTO 00pa3a; MpPOCTOM U €CTECTBEHHBIM TapMOHMYECKHH S3BIK OBLI MOJYMHEH
BBIPA3UTEILHOCTU MEJIOANYECKON IMHUU. XOpoBble 00paboTkn A. CBEIIHMKOBAa BCErja XOpOIlo
3By4aT, OyJy4yd CJeJaHbl MacTEpPCKOW PyKOH HCIOJHUTENA-IpakTHKa. MHorue u3 odpaboTok
pycckux neceH A. CBEITHUKOBA UCTIOIHSITUCH M XOPOBOU Kameon Jotina.

CekpeT IMPUKEPCKO-UCIOIHUTEILCKOTO MacTepcTBa A. CBEIIHMKOBA HCCIIENOBATEIN
BUJAT B TOM BbICOYaillllell KyJbType XOpPOBOIO IEHUS, KOTOPYK OH IMOCTUI IIyT€M TBOPYECKOIO
npenomsienuss unedt K. CranucnaBckoro. A. CBEIIHUMKOB MCXOIWJI U3 TE3HMCa, UYTO XOPOBOM
TMPIKEp JOJDKEH OBITh, MPEXIE BCEro, BOKAIGHBIM memaroroM. OH TOBOPHWII: UIS TOTO, YTOOBI
Mpou3BeIeHNE ObUIO BOCTIPUHSTO, IPOYYBCTBOBAHO, OCMBICIIEHO CIIYIIATENIEM, OHO JIOJKHO OBITh
CIIETO KPACUBBIM, BOKAJIbHO-BBIPA3UTEIbHBIM 3BYKOM. BBICTpanBaHNIO BOKAIbHOW COCTABISAOIIEH
XOPOBOT'0 3By4aHHMsl (3BYKOBOT'O IIPOCTPAHCTBA XOPa) AUPIKEP YIEIIS 3HAUUTEIbHOE KOJIUYECTBO
peneTMMOHHOTO BpemeHH. «BokambHOoCcTh» y A. CBENIHMKOBAa CTAHOBWJIACh Ba)KHBIM
CTPYKTYpHBIM KOMIIOHEHTOM (OpPMBI, BBIPA)KEHUEM HHTOHAIIMOHHO-00PA3HOTO COJIepKaHU
My3blkd. KynpTypa 3Byka MbICIMIach UM Kak 0co0O€ KauyecTBO XOpPOBOW 3BYYHOCTH,
00yCIJIOBJIGHHOE WHTOHAIIMOHHOW MNPUPOJON MY3bIKM U CO3/1aBa€MO€ YEJIOBEYECKHM TI0JI0COM
BKYII€ C MPaBWIbHBIM AbiXxanueM. [yt A. CBeIIHUKOBA XOPOBOM BOKal — HEOThEMJIEMAsl YaCTh
WCIIOJIHUTENbCKOM MHTOHauMK. Kak yka3piBaeT My3bikoBel b. KputTckuii, «ucrnonHUTENbCKas
nHTOHaMs CBEIIHUKOBA, BBIIOJIHAS KOMMYHUKATUBHYIO (DYHKIIHNIO, OCTaBajlach Ha JOJTHE I'OJIbI
HEenpeB30iIeHHBIM 0o0pa3ioM. [IpousBeneHue emie TOJNBKO HAYMHACT pPa3BEPTHIBATHCSH, a
CIIyLIATENb YK€ NOTPYKEH B CTUXUIO MY3bIKH, IOKOPEHHBIM MHTOHAIMOHHON BBIPA3UTEIBHOCTHIO
XOpOBOTO 3BYYaHUs1, 3aXBaYEHHBIN ero kpacotoi» [7 c. 126].

Bocnutanauku A. CBEITHUKOBA CBHJIETEIBCTBOBAJIM, YTO, JOOWBAsACh BBIPA3UTEIHHOCTH
3BY4YaHHs X0pa, IUPHKEP MOCTOSHHO KCIIEPUMEHTHPOBAI, OTHICKHBas Bce O0jiee COBEpIICHHBIE
CHOCOOBI BOKAJIbHO-XOPOBOM apTUKYJIISIIUN. « IKCIIPECCHS CBEIIHUKOBCKOTO BOKaia — pe3yJbTaT
IIEPEIIaBKM MHOXKECTBA CYLIECTBOBAaBIIMX M IPOJOJDKAIOIIMX CYILIECTBOBATh B KYJBTYPHOU
namsTH 00pa3lioB MEBYECKOrO 3By4aHUsl. DTO, B CYLUIHOCTH, IUPOKUH KYJIbTYPHO-UCTOPUUYECKHHA
KOHTEKCT, HENPEKPALAOUINICS JUaJor C HapOAHbBIM, LEPKOBHO-NEBYECKHMM HCKYCCTBOM, C
KJIACCUYECKOM UM COBPEMEHHOM XOpoBOM My3blkoi. Bce 53Tu  TedeHus Obuld MyJIpo
oT(UIBTPOBaHBl MacTepoM C yUYETOM XYJOXKECTBEHHO-MY3BIKAIbHBIX LIEHHOCTEH, KOTOPHIMU OH
pykoBoacTBoBaicsa», — nuier b. Kpurckwuii [7 c. 127].

Takum O6p330M, y A. CBelIHMKOBa CaMO KadeCTBO BOKAIILHOIO 3By4YaHUsA HCCET
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CIIyIIATENI0 3HAYUMYIO JUIsI HEro oOpa3HO-MHTOHAIIMOHHYI0 MH(OPMAIUIO, a XOPOBOH BOKal
CO3JIaeT OCOOBI  XYy/IOKECTBEHHBI MHpP, B KOTOPOM pa3BOPAUYMBACTCS  HCIOJHIEMOE
npousBeneHue. A. CBEITHHUKOB CTPEMHJIICS K TOMY, YTOOBI Kak[0€ MPOU3BEACHHE OBLIO CIIETO
CBOMM 3BYKOM, TO €CThb IIOCTOSHHO MEHSUI OOIIMHA KOJOPUT 3BY4YaHHUS B COOTBETCTBHM C
coJiepKaHUEM MPOU3BEeHUS. JJOCTHIKEHNE HCKITIOYUTEIBHO TOHKON MU (hepeHInanum XOpoBoro
3ByYaHHUs]  CTaHOBMUJIOCH  OTJIMYUTENIBHOM  4epToll  €ro  XyA0XKECTBEHHO-MY3bIKaJIbHOU
HCIIOJTHUTENIbCKON MaHephl; 3TO JOCTUTAJIOCh TEM, UTO AUPHXKEP CTPEMUIICS BBI3BATH Y XOPUCTOB
JUYHOE OTHOIIEHHE K XYyJ0XKECTBEHHOMY COJEpXaHUIO IPOU3BEACHUA. TeM caMbIM
A. CBemiHUKOB (haKTHUECKH oOoramian, a B OTIACIBHBIX CIIy4asX U 3aHOBO CO3AaBaj 0Opa3HO-
CMBICJIOBOE IPOCTPAHCTBO UCIIOJIHAEMOUN MY3bIKH.

boratbiMm ucnomHuTenbCckuM ONbITOM A. CBEIIHUKOB JAENWICA CO CTYAEHTaMH U
aciupaHTaMd  MOCKOBCKOM KOHCEPBAaTOPUHM, T/€ OH 3aHUMAJCA MPENoJaBaTeIbCKON U
aIMUHUCTPATHBHON paboToi (CHadanma ObUT JEKAaHOM JUPHKEPCKO-XOPOBOTO (haKyJbTeTa,
npodeccopom, 3areM, Kak yx e ObUIO CKa3aHO, — PEKTOpOM). DTO yueOHOe 3aBEICHHE HMENO
o0IIEeCOI03HOE TMOAYMHEHHE M NpUHUMAaNo ydammxcs u3 Bcex pecrnyonuk CCCP, mostomy
pesyabTaThl Tpyaa A. CBEImIHMKOBa CTalu 3aMeTHBIMU Bcel ctpane. IIpodeccop A. CBemHHKOB
yAeNsa OrPpOMHOE BHHMMAHHUE BOCIUTAHUIO TPAKTUYECKHMX HABBIKOB XOPOBBIX JAHPHUKEPOB:
MOBBICKUJI POJIb XOPOBOTO Kilacca W TIyOOKO BHEIpPUI HM3y4yeHHE MeB4Yeckoro macrtepcrBa. OH
BOCIIUTAJ  CIELMAIMCTOB, MOJb3YIOIUXCS 3aciHyKeHHOM wu3BecTHOCThIO: 310 K. [ITnna
(1911-1983), A.IOpmoB (1927-1973), B.Munua (poxa. 1929), A.Monogor (1929-2017),
B. PoBno (1921-2007), b. Kymukor (1932-2018), b. Tesoun (1931-2012), B. Ilomos
(1934-2008) u muorue npyrue. Kak BuAMM, €ro BIMSHHE OINOCPEIOBAHHO IMPOSBUIOCH M B
JTUPHUKEPCKOM UCKYCCTBE XOopMecTepoB MosiaBuu.

B noxaroroBke My3blkaHTOB ~A. CBEIIHUKOB BBIACISI JIBa KJIIOYEBBIX AaCMEKTa:
MY3BIKAJIbHYI0 TPaMOTHOCTh M JUCHUIUIMHY. B cBoe Bpems oH mucan: «Hapon Hamr TajgaHTiuB,
rOJI0OCOB XOPOIIMX ThMa TbMYIIIasi, HO IPUPOIHbIE TaHHBIE 0€3 KyJIbTYpbI IEHUS YTO OCHTaIbCKHI
OTOHb — BCIIBIXHET, 3aUCKPUTCA U TIOTAaCHET, TaK U He 1aB Temay [8 c. 87]. U nanee: «[lenne —
TpyAHEHIIee U3 UCKYCCTB, OHO HE MpolaeT HeOpeKHOCTH B padote, B )ku3Hu» [8 c. 88]. Cuctema
00y4YeHHUs CTYZCHTOB U aclUPaHTOB B Kilacce A. CBEIIHMKOBA 3aKJIH0YaIach B TOM, YTO yJaluiics
BCEr/Ia JIOJDKEH OBITh HA PENeTHIHMSIX CBOETO YUYWTENs: BHUMATENBbHO HAONIOAaTh, 3alIOMUHATH,
JieNaTh COOCTBEHHBIE BBIBOBL. [Ipu 3TOM B 11000 MOMEHT acCHBHOE HAOIIOIEHIE MOTIIO OBITh
IpEepBaHO IMMOPYYCHHEM IIeJarora BHIIOJIHUTh Ty WJIM HMHYIO 4acTh paboThl JUpPHKEpa C XOPOM.
Takass mNOCTOSHHAasT BKJIOYEHHOCTb CTYACHTa B JACSATEIBHOCTh JAUpPUKEpa CTUMYJIHMpOBaja

AKTUBHOCTH Y4YalICrocsd M OLCHUBAJIACh MM KakK J'Iy‘-II_HI/Iﬁ CII0c00 Pa3BUTUA JUPHUIKECPCKOTO
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MacTepCTBa.

MHoroo0pa3ue npogecCHOHATBHBIX TPAAHIUIH Xy/10KeCTBEHHBIX PYKOBOAMTEJIei
[oiinwl

B gesarenbHOCTH  XyJOKECTBEHHBIX PYKOBOJIWTENEHM XOpOBOM  Kameisl J[ouna
MPEJOMIISIIUCh U JIpyTrue TPaJuLIMU YIPaBIECHUS XOPOM, CIIOCOOCTBYIOIME HWHJIMBUIYATU3ALUU
ux nupuxkepckoro nouepka. Tak, M. bpe3aeniok, Oyaydu caMOy4yKoii, B TE4EHHE BCEro epuoaa
nestenbHocTH K. ITurposa B Tupacnosie HaXoauics psiioM ¢ HUM B JOJDKHOCTH XOpMeWcTepa u
YCBOWJI NMPUHIUIBI PYKOBOJICTBA XOPOM IPU3HAHHOTO U YBaXKaEMOTO0 MATpa KaKk COOCTBEHHOE
Kpeao, a COTPYJHHUYECTBO C HUM BOCHPHHHMMAJ KaK HACTOSIIYIO IIKOJIY HPOEeCCHOHATbHOIO
MactepctBa. [Toaromy yxon K. ITurposa B 1937 r. ¢ TOJDKHOCTH XYI0’KECTBEHHOTO PYKOBOAUTEIIS
HE CTaj MEpeIOMHBbIM JJIsi KOJUIEKTHBA, @ MY3bIKOBEIbl HE CIy4YailHO HA3bIBAJIU €r0 «Y4YHUTEIEM
M. bpe3nentoka» [9 c. 175].

KuzHp 3THX NIBYX JesiTesiel KyJIbTypbl OOBEAMHSIO 0€33aBETHOE CIY)KEHHE XOpPOBOM
My3bIKE; OHU 00a HauMHAIH MPO(eCCHOHANBHBIN MyTh B LIEPKOBHOM XOP€, MOCTETIEHHO OCBAanBast
JpyTHUE TUIacThl XopoBoro uckyccTBa. Cyarba M. bpesnenroka pazBopaunBaiachk B pa3HbIX celax
u ropoga wra Manopoccun. IlomyuunB oOpasoBanue B IlepBoM 3eMCKOM YyUYWIHIIE TIpH
[Ipeobpaxenckoit uepksu B Bunnuine, on nen B xope KadenpambHoro cobopa CBsTbIX
Anocronos Ilerpa u IlaBna B ropone Kamenen-Ilononbcke, moTom auprxupoBan Xxopom 248-ro
nexotHoro CrnaBsiHOcepOCkoro mnojika napckoil apmuu B Cumdepornone, ObUl pEereHTOM B
IIpaBOCJIaBHBIX LEepkBsix cena IlyxaiikoBo m ropoga bantel. Takum oOpazom, a0 MOSIBIEHHUS B
Jlotine M. bpe3neHIOK Ha TIPaKTUKE PEreHTCKOM JAESITENBHOCTH CaMOCTOSTEIBHO OCBOWII
METOAMKY ymnpasieHus xopom. O6menue ¢ K. ITurpossim co3nano HeoOxoaumyto 6a3y, KoTopas
cucTeMaTU3upoBaja ero npodeccuonanbuele Ha0M0AeHU U 3HaHUs. OcBoOouB B 1958 1. mocT
PYKOBOJUTENS KOJUIEKTHUBA, OH OCTaBMJ O ceOe caMble JIECTHbIE OT3bIBBI COBPEMEHHHKOB. O
M. bpesnentoke nucanu: « Tpu gecsaTuieTus cBoe xXU3HU oTAal [oune 3TOT OJapEeHHBI MacTep
XOpPOBOTO JHUPMKUPOBaHMs. Ero MMsi HEOTPBIBHO CBSI3aHO C TBOPYECKMM POCTOM KalleUIbl, C €€
OOJNIBLIIMMU  XY/IOKECTBEHHBIMU JIOCTH)KEHUSIMH. MHOTME M3 HBIHEIIHUX XOPHUCTOB J{otiHbl
ABIISIIOTCSL  YYEHUKaMu bpesneHroka, BIOCIEACTBUU 3acily’)KEHHOTO apTHCTa pPecrnyOsuKH,
kasasiepa Opaena Tpynosoro Kpacnoro 3namenn» [9 c. 175].

Xotss M. KoHoHeHKko, pykoBomuBIIMi Jotinoi B mnepuon 1949-1957 rr., He Obln
HernocpeacTBeHHbIM yueHukoM K. [Turposa, uneun nocneanero Obuti eMy OJIM3KH, HOCKOJIBKY M OH
MOJTyYHJT 00pa3oBaHME KaK [IEPKOBHBIN PEreHT, a MPAaKTUUECKOM ONBIT HapadaThIBall B pa3IMYHBIX

CaMOACATCIIbHBIX U HpO(I)CCCI/IOHaJIBHLIX XOPOBBIX KOJIJICKTUBAX [10] Brixogen u3 erCTBHHCKOﬁ

271



cembd, M. KoHoHeHKO mnpomen Kypc oOyueHuss B My3bIKaJbHOM YYMJIUIIE XEPCOHCKOIO
oTaeneHus IMmepaTopckoro pycckoro MysblkanbHoro obmectsa '°! 1 B XapbkoBCKOM MHCTUTYTE
My3bIKM M JApaMbl, KOTOPbIA OBbUI BEAYIIMM LIEHTPOM XYZOXKECTBEHHOIO OOpa3oBaHMs B
TOrJjalHel cronuie Ykpaunsl 2,

Vxazanne M. Kononenko B aBroOmorpaduu Ha To, uto B 1909-1912 rr. oH yumics Ha
TUPUKEPCKO-XOPOBOM OTAEJIECHUH XEPCOHCKOIO MY3bIKaJbHOTO YUWIMILA, TPEOYyeT yTOUHEHHS.
Heno B ToM, uro B 1909 . B 3TOM yumnuiie He ObUIO AUPUKEPCKO-XOPOBOTO OTAEIEHHUS B €ro
COBPEMEHHOM IIOHMMaHMM, TaK Kak 3Ta CHEIHalu3allisg MaccoBO Haudaiaa OQOpMIISITHCS B
POCCHUHCKHUX MY3bIKaJbHBIX Y4EOHBIX 3aBeleHUsAX Tonbko B 1920-e roasl. B Tor mepuon B
XEepCOHCKOM  MY3BIK&JIBHOM YUYWIHIIE (DPYHKIMOHUPOBAIM TOJBKO KJacchl (popTenuao,
CTPYHHBIX HMHCTPYMEHTOB U Bokana. [IpaBma, XxopoBas HOArOTOBKAa CYIIECTBOBaja: 3TO ObUIM
JIETHUE PEreHTCKO-yYUTEIbCKHE KYpPChl U XOpPOBBIE KJIAacChl. PereHTCKO-yd4HuTenbCKUE KypChl
paboranu mpu XepcoHcKoM yuwnuiie ¢ 1908 r. U TOTOBUIM PETreHTOB M YYHTENCH NEHUs. ITO
Obuta Hambosee ONMM3Kas K JUPHKEPCKO-XOpOBOMY Mpoduiato ¢opma oOydeHHs B TO BpeMsl.
Bo3moxHO, uMeHHO ee mmen B BuAy M. KoHOHEHKO, Korjga mucainm O JIUPUKEPCKO-XOPOBOM
OTJICJICHHUU.

Uro e KacaeTcs XOpOBbIX KJIACCOB, TO TaKas ydeOHas TUCIUIIINHA OBLIIO 00513aTeIbHOM
JUis  OOJIBIIMHCTBA ydYalluxcsi XEpCOHCKOrO YYHJIMINA, HO HE SBISJIaCh MX OCHOBHOM
CHEIHATbHOCTBIO. BBICOKOMY  ypOBHIO  BOKaJdbHO-XOPOBOHl  NMOATOTOBKM B  3aBEJCHHUU
CrocoOCTBOBAJl TakoM (akT, 4TO OCHOBarenb yuwiuiia, SIkoB BraagumupoBwu Jromun (1870—
1938), 6b11 BBIArOIITMMCS TIEBIIOM (0ac), XOpMeHCTEpOM, TUPKEPOM U nieaaroroM. OH MOy qrII
npodeccuoHanbHOE MY3bIKaJbHOE OOpa3oBaHHe B MOCKOBCKON KOHCEpBATOPUH, KOTOPYIO
OKOHYWJI MO JIByM HaIlpaBJICHUSM: BOKal (YYEHHUK BBIJAIOIIETOCS WTAIbIHCKOTO Iefarora
D. Ma3uHH, MOJATOTOBHUBIIETO IUIESy OINEPHBIX MEBLOB), TEOPHUs M KOMIO3UIMS (B Kiaccax
C. TaneeBa u A. ApeHCKOro). DTOT COJUIHBIA 00pa3oBaTeNbHBIN (PYHIAMEHT MO3BOJIMII
S. JioMuHy He TOJBKO BBICTYNAaTh B KadecTBEe OMNEpHOro Oaca W JUpUXKepa, HO U
npodecCHOHaNBbHO OpPraHU30BaTh yueOHBINH mporecc B XEPCOHCKOM MY3BIKAIBHOM YUUIIHILE,
peann30BaB Jy4llne TPAJAULUA MOCKOBCKOM MY3bIKaIbHOW IKOJBI.

B nocnennuii rox oOydeHuss B XepCOHCKOM My3bIKadbHOM yumiuiie, M. KoHOHeHKO

3acTall TaM U3BECTHOI'O MY3bIKaJIbHOTO AedTens u negarora Bukropa [letposuua I'ytopa (1864—

101 310 yyeOHOE 3aBelmeHWe, OTKpbiBIIcecss B 1908 r. Ha 0a3e CyIIECTBOBABIIMX MYy3bIKAIBHBIX KJIACCOB, CTaJo
(yHIaMEHTOM Ui COBPEMEHHOT'O0 MY3BIKAJIIFHOTO O00pa3oBaHUs B pervuoHe. B Hacrosmiee BpeMsl NPEEMHHUKOM
TpaJuIni yUWININA CYUTACTCSI XEPCOHCKNH My3BIKAIBHBIN MpodheccnoHabHbIN Koyutepk uM. B.A. Kocenko.
12 B nepuon 1919-1934 rr. Xapwkos snsuics cronuneii YCCP.
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1947)193 xoTopblil BHEC 3HAYUTENIBHBINA BKIAJ B pa3BUTHE MY3bIKAILHOIO 00pa3oBaHKs Topo/a, a

104 M3BecTHBII BHOJIOHYEIHCT, IEJaror

€ro MJIeN OKa3aJINCh CO3BYUYHBIMU MbICIIAM M. KOHOHEHKO
U My3BIKQIIbHBIN TeopeTuk, B. ['yrop B XepcoHe He TOJIBKO NpenoaaBall, HO U AKTUBHO 3aHUMAJIC
HAYYHOH JeATENIbHOCTBI0O — HMMEHHO 371eChb OH paboTall HaJ CBOMMH TPYIaMH IO TEOPUHU
MY3BIKQJIHOTO HUCIIOJIHUTENLCTBA U METOJNUKEe o0yueHus urpe Ha ¢oprenuano [13]. OcHoBHas
uaes KoHmnenuuu B.I'yropa 3akirodanack B TOM, 4YTO 3a/adya MY3BIKaJIBHOTO OOpa30BaHHUS
JIBY€IMHA — C OJTHOW CTOPOHBI, MOJATOTOBUTH MPO(ECCHOHAIBHBIX MY3bIKAHTOB-CIIEIIHATIICTOB C
[IOMOUIbI0 OCHOBATE€JIbHOTO U MPAKTHUYECKU MPUTOJHOIO CHELMAIBHOTO MY3BIKAJIBHOTO
o0Opa3oBaHMsl, C JAPYrod CTOPOHBI — JIaTh MY3BIKaJbHO MOJTOTOBJICHHBIX CIIyIIaTeNei-
mo0uTenel, KOMIETEHTHOCTh KOTOPhIX OOYCIIOBJIEHA BO3MOYKHOCTBIO ITOBCEMECTHO IOJIy4aThb
00IIEeTOCTYITHOE DJIEMEHTapHOE MY3bIKaTbHOE OoOpazoBanue. M. KOHOHEHKO OCOOEHHO OJIM30K
o1 Te3uc B.I'yropa o ToMm, 4TO «u3ydeHHE OOpa3loB MY3bIKH B KOJUIGKTHBHOM HCTIOJHEHUU
€CTh HepB o0Opa3oBaHusi B My3bike» [14 c. 109]. MimMeHHO Tak OH OIIEHHBAJ BO3MOYKHOCTH
XOPOBOI'0 UCKYCCTBa, YTO J0Ka3aJl B OCIEAYIOLINE I0JIbl CBOEH JKU3HH.

K momenty nocrymnenus M. KoHOHEHKO B XapbKOBCKMH MHCTUTYT MY3BIKH U JIpaMbl
(apiHE — XapbKOBCKUHM HAIMOHAJIBHBIA YHHBEpcUTET HCKyccTB MM. WM. KoTmspeBckoro), rae o
obyvgasics B 1925-1930 rr., oTAeNeHHE XOPOBOTO JUPWKUPOBAHUS TOJIBKO HAYMHAJIO
dbopmuposatbcs: ¢ 1928 r. Tam paboran A. Ilepynos, ¢ 1929 r. — 3. 3arpannunsiii, ¢ 1930 . —

K. I'peuenko. DOTH XOpMEHCTEPHI-IPAKTUKH CEHYaC CUHTAIOTCA KOpU(DEsIMH XapbKOBCKOU
JUPHKEPCKO-XOPOBOM  IIKOJIBI, «3HAYUTEIbHBIE TBOPYECKHE JOCTHIKEHHUS M  BBICOKUU
XYy/105KECTBEHHBIM MOTEHIINAI KOTOPOU IKMPOKO MPU3HAHBI B YKpauHe U 3a ee npeaenamm» [15].
Takum oOpa3om, mpouecc (opmupoBanus M. KoHoHeHKO Kak Iupukepa-xopmeiictepa ObLI
TUNAYHBIM JUI1 CBOETO BPEMEHM U MPOIIeN] IO BIUSHUEM pPa3IUYHBIX PEreHTCKUX
WCIIOJIHUTENIbCKUX TPAIULU.

Beponuka lapmitsa, 0 KOTOpOH HHUIIYT, YTO OHA «JIEMOHCTPUPYET TOUHYIO M SICHYIO
MaHyaJIbHYI0 TEXHUKY, a €€ ECT PEUIMTEN]IeH U IUIACTHUYEH, IOJIOH BBIPA3UTENIbHOW CHIIBI U
temnepamenta» [1 c. 259], — BocnUTaHHWIIA HW3BECTHOTO MOJAABCKOTO XOpMeucTepa
E. BornanoBckoro (1921-2005), BHeciiero OoJbIION BKJIaJ B pa3BUTHE XOPOBOIO HCKYCCTBa
Pecny6nuku MonnoBa. B cBoro ouepens, E. bornaHoBckuii siBisieTCsl yYEHMKOM AHHBI
JmutpueBnsl FOmkeuu (1908-1995), npuexaBmeid B 1944 r. B KummzeB mociie OKOHYaHMS C

ormmuneM  benmopycckoil  rocymapcTBeHHOW — KoHcepBaTopuM  (HblHE —  benopycckas

103 Tlockoneky B.T'yrop B Hawane XX B. mpoxuBanl B KuinmHeBe, €ro JHUYHOCTh M AEATENHHOCTH IIPUBJICKANH
BHAMaHHE MOJIABCKHX wuccienosarenein. O Hem, B dactHoctd, mmcamu b. Kotmspos [12], E. Kumka [11],
T. Menbauk [13].

104 B. T'yrop pa6otan B XepCOHCKOM My3bIKaJILHOM yUHIIHILE B epuos ¢ 1912 mo 1917 r.
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rOCy/IapCTBeHHAsI akaaeMusi My3biku), 1o knaccy Hcumopa bapu (1906-1944), Gemopycckoro
XOpMeNcTepa, AUMpPUXKEpPa, Meaarora, CTOSIBIIEr0 y HCTOKOB ['0Cy1apCTBEHHON XOPOBOW Karesuibl
BCCP u siBuBIIETOCS NEPBHIM 3aBEAYIOLIINM Kadeapoil XOpoBOro JUPHMKUPOBAHUS OEI0PYCCKOTro
My3bIKalibHOTO By3a. llom pykoBoactBom WM. Bapu A. FOmkeBu4 BOCHpPHHSIIA METOIUKY
YIOpPaBJIEHUS XOPOM, KOTOPYIO OH, B CBOIO OYEpE/b, MOCTUT OT CBOEr0 HAacTaBHMKA, podeccopa
MockoBckoil koHcepBaropun Hukonas Muxaiinosuua [lanununa (1878-1945), xoposoro
TUpUXKEpa, pereHra, Imejaarora, Mody4uBiiero ooOpa3oBaHue B CHHOJAJIBHOM — YUMIIUILE
[EPKOBHOTO NEHHA. DTH ke MpodecCHOHaTbHbIE HCTOKM nMeeT U Miona AdanaceeBHa CremnaH,
3aKOHYMBIIAs  MOJJAaBCKYI0 TOCYJapCTBEHHYK)  KOHCEpBATOpPHIO IO  Kiaccy ['eoprus
HmutpueBnya CrtpeseBa, Toxe yueHuka A. FOmkeBuy (W, cle0BaTeNbHO, MPOJOKATENS

tpanuuuii U. bapu u H. [lanununa).

BriBoabI
[IpennpuHsTHIN aHATN3 UCTOPUYECKUX CBA3EH, AaHAJIOTMH U Napasuieiel, CyIeCTBYOIUX

MEXIY XYJI0KECTBEHHBIMH PYKOBOAUTEIISIMH aKaJeMHYECKOW XOpOBOHM Kamesuibl /[otina M WX
npodeccHuoHaNbHBIMU HACTaBHUKAMH, MO3BOJIWJ CJENIaTh BBIBOJ, YTO OHU CBHJETENHbCTBYIOT 00
X TMPUHAUICKHOCTH K PYCCKOM TpaJWLMM XOPOBOIO JUPHKUPOBAHUSA, KOPHHU KOTOPOM
CKpBIBAIOTCS B JACATEIBHOCTH JIBYX KpPYIHEWIIMX LIEHTPOB XOpOBOro uckycctBa Poccunm —
npunBopHoit IlerepOyprckoit meBueckoil kameiuibl U MockoBckoro CHHOJAIBHOTO YYHIIMIIA
LIEPKOBHOTO IIE€HUSA, a TakK€ B MHOTOUYMCIEHHBIX PEreHTCKHUX II€BUYECKUX WIKOJNAX. SpKum
npeacraButeneMm l[lerepOyprckoit kamemibl cpenu pykoBoguteneit Jouwnwvr sBisuics K. [Turpos,
KaHOHBI PErMOHAJBHBIX PETeHTCKUX IIKoJa pa3BuBain M. bpe3neniok m M. Kononenko. Ha
CBETCKHE TpAJIUIIMHU, HAYyIIHE OT JearebHOCTH A. CBeniHukoBa, onupaiuch B. MuHus,
B. I'apmitsa u U. Crenan.

®opmupoBanue /[ounbl IMEI0 MECTO B COBETCKUN MEPUOJI, KOT/IA LIEPKOBb MOJBEprajiach
TOHEHMSIM, MO3TOMY MNpUHLMIBI pereHrcTBa B aearenbHocTH K. Ilurpoma, M. bpesgentoka u
M. Kononenko B 1930—1940-¢ rr. nposBisuIich B TaTeHTHOU (hopme. Tem He MeHee, N3BECTHBIC
UM CakpajbHble 00pa3Ibl XOPOBOH KyJIbTYpPBHI, CIOKUBIIMECS B HEApPaxX BHICOKOH TyXOBHOCTH,
CIY)KHJIM U1l HUX TE€M OPHEHTUPOM, Ha KOTOPBIM OHU PaBHSIIUCH B XOpMeHCTepckoil pabote, a
TEXHUYECKUE TPUEMBI, BBIPAOOTAHHBIE BEKOBBIM KOJUIEKTHBHBIM OIBITOM, TEPEHOCHIUCH Ha
COBPEMEHHBIN MY3bIKJIbHBI MaTE€pHall U MepeaaBalicCh MOCIEIOBATENSIM B BUIE TPAKTUUECKUX
PYKOBOJACTB M METOJIMYECKUX PEKOMEHAAINH.

Haunnas ¢ xonma 1950-x rr. mpeoOnagalouMi CTAIH TPATUIMH CBETCKOTO XOPOBOTO
HCKYCCTBa, Oasupyroluecss Ha O0OOIIEHMH MHOTOOOpPa3HOTO OIbITa KOHIIEPTHOW AESITeThbHOCTU

COBPCMCHHBIX pyKOBOI[HTCJICf/'I Kaneal MoCKBBI B .HCHI/IHFpaIla.
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B yenmpe enumanus asmopa Haxoosamces paxmopwvi, okazvlearoujue noaioANCUmenbHoe GusHue Ha

NO020MOBKY CMYOeHmo8 CReYuaibHOCmu «Akademuyeckoe nenuey, 8 YaCMHOCMU yyacmue 6 npozpamme
axademuueckoli mobunvnocmu Erasmus+Egponetickozo cor3sa. Ilepcnexmugsl, omxpvieaiowuecs nepeo
cmyodenmamu  Pecnyoauxu Mondosa, npunsgwumu yuacmue 8 aAKAOeMUYECKOU MOOUTbHOCIU,
AHATUBUPYIOMCSL HA OCHOBE AHKEM, 3aNOJIHEHHbIX CIYO0eHmamu-eoxkarucmamu Akademuu my3viku, meampa
U U300pA3UMENbHBIX UCKYCCMS, Komopvle npouiiu obOyyenue 6 Kowucepeamopuu umenu «Aeocmuno
Cmedghghanuy 6 2opode Kacmenvghpanro (pecuon Benemo) noo pykogoocmeom npenodasameineii OnepHo2o
gokanra Monuku Beneenymu u Qupuxo Punanvoo. Paccmampusaiomces Memoouxa npenooasanus, opmol
83AUMOOCUCMBUSL MENCOY CIYOCHMAMU U NPENn00A8amensimu, 61a0eHue UMaibaHCKUM A3bIKOM 8 npoyecce
00WeHus ¢ npenooagamensmu U Koiie2amu, Qopmvl OpeaHu3ayuu npo@UIbHbIX IK3AMEHO8 U Opyeue
acnexkmoi.
Asmop npuxooum K 8bi800y, YUMo AKA0EeMUecKas MOOUIbHOCMb cRocoOCcmeyem pazeumuio kak hard skills
(npogheccuonanvhvix Komnemenyuil), max u Soft skills — eradenus uHOCMpaHHBIMU A3LIKAMU,
MEJHCKYABMYPHO2O  B3AUMONOHUMAHUSL, COYUATLHO-KOMMYHUKAMUBHBIX KOMHemeHyuli U CnocoOHOCmu
pewams paziudnvle 3a0ayu.

Kniwouesvie cnosa: axademuueckas moouivrocms, Erasmus+, akademuueckoe neHue

In centrul atentiei autoarei se afld factorii care au un impact pozitiv asupra pregatirii studentilor
de la specialitatea Canto academic, si anume participarea la Programul de Mobilitate Academica
Erasmus+ al Uniunii Europene. Perspectivele oferite studentilor din Republica Moldova care au participat
la mobilitate studenteasca se analizeazda pe baza chestionarelor completate de studentii-vocalisti ai
Academiei de Muzica, Teatru si Arte Plastice, care au avut experienta de a studia la Conservatorul
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,,Agostino Steffani” din Castelfranco, regiunea Veneto, cu profesori de canto de operda Monica Benvenuti
si Enrico Rinaldo. Se clarifica metodologia de predare, forme de comunicare student-profesor, stapdnirea
limbii italiene in procesul de comunicare cu profesori si colegi, formele de organizare a examenelor la
specialitate si alte momente. Autoarea conchide ca mobilitatea studentilor dezvolta atdt hard skills (deci,
aptitudini profesionale), cdt si soft skills — cunoasterea limbilor strdine, infelegerea interculturald,
competentele socio-comunicative, capacitatea de rezolvare a problemelor.

Cuvintele-cheie: mobilitate academica, Erasmus+, canto academic

The author focuses on the factors that have a positive impact on the training of students in the
“Academic Singing” program, namely participation in the European Union’s Erasmus+ Academic
Mobility Program. The perspectives offered to students from the Republic of Moldova who participated in
student mobility are analyzed on the basis of the questionnaires completed by vocalist students of the
Academy of Music, Theatre and Fine Arts who had the experience of studying at the “Agostino Steffani”
Conservatory in Castelfranco, Veneto Region, with the opera singing professors Monica Benvenuti and
Enrico Rinaldo. The study clarifies teaching methodology, forms of student-teacher communication, Italian
language proficiency in communicating with professors and peers, the organization of specialized exams,
and other aspects. The author concludes that student mobility develops both hard skills (i.e., professional
competencies) and soft skills — foreign language proficiency, intercultural understanding, socio-
communicative skills, and problem-solving abilities.

Keywords: academic mobility, Erasmus+, solo singing

Beenenue

[Iporpamma ERASMUS umeer naBHroro ncropuro. YupexaeHHas B 1987 rony, ona Osuia
HampaBlieHa Ha cojedcTBUEe Oojiee TECHOMY COTPYAHMYECTBY MEXIy YHUBEPCUTETAMHU H
BBICIIMMHU y4eOHBIMU 3aBEJICHUSIMHU 110 Bceil EBporie, 4To 03Hauano co3gaHrue OpraHu30BaHHOMN U
MHTETPUPOBAHHON CUCTEMBI TPAHCTPAHUYHOI'O CTyJeHUYecKoro ooMeHa. Co BpeMeHeM MporpaMma
pacimpuiach U yriayOunack, W ceroaHs oHa u3BectHa kak ERASMUS+. B pacmmupenHoMm Buje
OHa TpPEACTaBIIET COOON paMOUYHYIO0 NpOorpamMMmy, OOBEIMHSIONUIYIO DPA3JIUYHbIE MPOTPaMMBbl
EBpomeiickoro Coro3a 1Mo TpaHCHAaIlMOHATFHOMY COTPYJIHHUYECTBY M MOOWUIBHOCTH B cepe
oOpasoBanusi, TPO(EeCcCHOHATBLHON MOATOTOBKM, MOJoaéku u crnopra B Espome. Ceromns
mporpaMma Bcé€ O0JIbliie BRIXOAUT 3a Ipeenbl EBpombl.

Kak ormeuaercs Ha odurmanpHoM cailite EBpomeiickoit Komuccuu, ¢ MomMeHTa 3arycka
nporpamMmbl B 1987 romy B Hel mpuHsuM ydacTue Oonee 16 MUIITMOHOB 4YETOBEK — CTYACHTOB,
MOJIOIEKH M yHAIIUXCS BCEX BO3PACTOB, KOTOPHIE C SHTY3HMa3MOM BOCIIPUHSIU €€ BOZMOKHOCTH
[1]. Cerogus Erasmus+ — »53T10 mnporpamma EBpocoro3a mo mojaepxkke o0pazoBaHuS,
npodecCHoHaNbHOM MOJATOTOBKU, MOJOAEKHU U CIOpTa, OIOJKET KOTOpPOW OlleHHWBaeTcs B 26,2
MJIpJ. €BpO. DTO MOYTH BJIBOE Ooublie (pMHAHCUPOBAHUS MPEAbLAyIIeH mporpaMMel (2014-2020).
IIporpamma Ha 2021-2027 roasl yaenseT 0co60e BHUMaHUE COLMANIBHON HHTETpaLluy, IEPEXOay
K 3eN€HbIM W LUPPOBBIM TEXHOJOTHSM, a TakXe COICHCTBUIO YYaCTHIO MOJIONEXU B
JNEMOKPAaTU4YECKON KU3HU.

Axanemudeckass MOOMIIBHOCTB CTajla HEOThEMJIEMOM YacThi0 00pa30BaTEIbHOTO Mpoliecca
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BBICIINX Y4eOHBIX 3aBeneHuid PecryOomuku Moinosa, B Tom uncie, Akagemun My3biku, Teatpa u
N3obpasurensabix HckycerB. brmaromapst cotpynuuuectsy AMTUM ¢ BeicIIMMU  y4eOHBIMHU
3aBeneHusMu crpaH EBponelickoro Coro3a, CTyAE€HTBI, MaruCTpaHTbl U JOKTOPAHTHI IOJy4YaroT
BO3MO>KHOCTh OOpETEHUsI HOBOrO 00pa30BaTeIbHOr0, KyJIbTYPHOIO 1 KOMMYHUKAaTUBHOTO OIIBITA.
Baxkneimumy mnpeumyiecTBaMH CTUIIEHJUATOB IPOrpPaMM  aKaJAeMHUYECKOH MOOMIBHOCTH
SBJIAIOTCS: yriayOJleHWe 3HaHUM, pa3BUTHUE HOBBIX NPO(ECCHOHAIBHBIX HABBIKOB U OIbITa
MYJIbTUKYJIBTYpaJIU3Ma IIyTEM B3aUMOJECHCTBHSI C MOJIO/IEKBIO Pa3HBIX CTPAH U PETHOHOB.

Axanemust My3sbiku, Teatpa u M300pasutenbHbix MckyccTB yyacTByeT B akaieMUUYECKOM
MobunbsHOCTH ¢ 2014 rona, Korja HallM CTYACHTHI U MIPENnoaBaTesid BIEPBbIE MPUCOEINHUINCH K
nporpamme ERASMUS MUNDUS ACTION II. Ilo3nHee Mbl HOAKIOYHINCH K MPOTrpaMme
akanemuueckorr moomnbHOocTH ERASMUSH. Ilo nmanueim cexuuu EBpomeiickoit MHTErpamuu u
AxkanemudeckoM MOOWIBHOCTH, Ha TMPOTSHKEHUU MaHHOTO Tepuona 6onee 70 CTyIeHTOB BCeX
TpeX LIUKJIOB 00y4YeHHUs MPUHSIIM yyacTHe B MOOMIIbHOCTHU B By3ax EBpomneiickoro Coro3za.

W3 HuxX TONBKO 4YeTBEpPO CTYACHTOK MEPBOrO M BTOPOrO LHMKIA O0y4YalHCh IO
CHEHANBbHOCTU Axademuyeckoe nenue. ClenyeT OTMETUTb, YTO TPOE€ M3 HUX — AHacTacus
I'mmOoBckas, Anactracus Jlenbo u AHTOHe/uTa ['amHa — OBLIM CTYZIEHTKAMH MOETO Kiacca
(uetBeprort Obuta Hwuna bontsany, kimacc mnpemonaBarens Bepwl [lparoHiok), mostomy s
oOpaTuiach K CTyJEHTaM CBOETO Kjacca ¢ MPOChOOW 3aroHUTh AHKETY, B KOTOPOW OBLIM ObI
OTpaXEHbl MX BIEYATIEHUs, HAOMIOAEHUS W BBIBOAbI OTHOCUTENIBHO aKaJIeMUYECKOU
MoOmiIpHOCTH. Ompoc mpoBoawics B Mapte 2025 roma ¢ NPUMEHEHHEM IPOrPaMMHOTO
obecrieuenus Google Forms.

lenp maHHOrO Ompoca COCTOsAJA B MOMNBITKE BBIABUTh U CHUCTEMATHU3UPOBATH OCHOBHBIE
TEHJICHIINY, CBS3aHHBIC C AKaJEMHUYCCKOH MOOMIBLHOCTBIO CTYIEHTOB-BOKamncToB AMTHUU B
€BpOMNEICKUX By3axX. AHKETa BKJOYada IIECTh BONPOCOB, KACAIOIIMXCS OpPraHU3alMM Ipolecca
oOyueHusi, y4eOHBIX MpPOrpaMM, pernepTyapa, MCHUXOJIOTHYECKOM aTMocdepsl, crocoO0B padOThI
CTYJEHTOB B KJIacCe U 3a ero npenaeinamu. BoT kak 0111 chopMyTHMpOBaHBI ATH BOIIPOCHI.

1. Kakue y Bac Obimu oxunanus ot MoounsHocTH? UTo BB 3HANMM 0 BOKAJIBHOI 1IKOJTE,
uTanbsHCKOW Tpaguuuu, o KoncepBatopun « AroctuHo Creddanm» [2], 0 KOHKPETHBIX
nemarorax?

2. Kak yctpoeHsl yueOHbIe IporpaMMBbl U y4eOHbIH nporecc? B yem ¢XoacTBO U OTiIHYHe
yueOHBIX mporpaMM u ydeOHoro mpouecca B AMTUU u KoncepBatopuu «ATroCTHHO
Creddannr»?

3. Yem ornmuaercs opraHusanus dSk3ameHoB?  Kak Bemer cebs 3K3aMeHallMOHHAS

KOMUCCH, KAKOBO o6mee HAaCTPOCHUC BO BPEMs 9K3aMEHOB?
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4. Kak Bbl MoxeTe oxapakTepu30BaTh MEJAarOrMu4ecKHe METOJbl, MAHEpPYy IPENOAaBaHUS
BOKabHBIX menaroroB KoncepBatopunm «Aroctuao Creddanm»? Yem OHM OTIMYAIOTCA OT
METOJI0OB HalIMX IenaroroB? bbulM 1M OHM NOJIE€3HBI WM, HAaNpOTHB, HaBpeaunau? Uto Brl Obl
IIPUBHECIM B Hally CUCTEMY, a 4TO Bam moka3ajock NPOTHBOPEYAIIMM Haled BOKaJIbHOU
mikosue?

5. Kak Bsl Moxere oxapaktepu3oBaTh y4eOHbIM penepryap? CoBmnamaer I
pEeKOMEHIyeMblil penepTryap B Kjacce MO CHELMaIbHOCTH, ONIEPHOM Kiacc U kiacce Lied c Tewm,
yro npaktukyercss B AMTHUUN? CymiecTByloT M ONpeIesieHHbIE CTHJIEBBIE NPEINOYTEHMUS,
KOTOpBIE OTCYTCTBYIOT y Hac (6apouHasi My3blKa, COBpEMEHHAs U T.11.)

6. Kakue m3zmenenuss Brl mouyBcTtBOBanmu mnocie mMoOuinbHOCTH? Kak oHa momnusuia Ha

pa3BHTHE BaIMX MPOPECCHOHATHHBIX HABBIKOB?

IIpouecc ankeTHpoOBaHUA

Pe3yibTaThl aHKETUPOBAaHWS, Ha HANl B3IV, YPE3BBIYAMHO BAXKHBI JUISl TTOHUMAaHHS
CHCIM(UKN TpoIecca aKaIeMHISCKOH MOOHMIBLHOCTH M €€ POJIM B YIYUIICHUH IPENOIaBaHUs
CHEIHALHOCTHU COIbHOe neHue B HallleM yuyeOHoM 3aBefenuu. [lo mepBomMy Bompocy — Kakue y
Bac ovinu oocuoanus om moobunvnocmu? Ymo Bel 3Hanu 0 60KANbHOU WKOAE, UMALbAHCKOU
mpaouyuu, o Kowucepsamopuu «Aeocmuno Cmeghghanu», o roukpemmuvix neoacoeax? ObUIH
MOJTy4EHBI CeayIoUIe oTBeThl, PecrionieHT 1 numet: «Y MeHs ObUIH camble JIydIlnue OKUAAHUS
0T MOOUJIBHOCTHU. Sl OYeHb XK7aja 3TOi MOE3JKU M OYeHb pajia, YTo OHa cocTosuiach. S 3Hama o
koHcepBaropuu B Kactenbdpanko BeHero oT cTyneHTOB, KOTOpbhle MOOBIBAIIM TaM A0 MEHs, a
TaK)Ke OT IEJaroroB 3TOM KOHCEpPBAaTOPHH, KOTOpble Mpueszkanu B KulimHeB U AaBaiu macrtep-
Kjmaccel. S1 3Hama, 4TO BOKalbHAsg IIKOJA KOHCEPBATOPHUHM OIMUPAETCS Ha KIACCUYECKHA
UTANbSHCKUI TMOAX0A B OOYy4YeHMHM NEHHUIO, Ha TEXHHUKY Oenbkanmo. 5 Obula 3HakOMa C
HECKOJIbKMMH TeJJaroraMu, y OJIHOTO U3 HUX 5 M 00y4asiach BO BpeMs MOOUIILHOCTHY.
Pecnionnent 2 numiet: «Ilepen moe3axoil st oxxuana KyJabTypHOro 00OTaleHusl, X0Tela UCIbITaTh
ceOss B HOBBIX YCIOBUSX M MaKCHMaJbHO BOCIIOJIb30BAThCS JIAHHOW BO3MOXKHOCTBIO MJIs
MONTy4eHUsl 3HaHWM W HaBbIKOB. O cucTeMe 00pa30BaHUsA, TPAAULMUAX BOKAJIBHOW IIKOIBI U
KOHKPETHBIX Mearorax y MeHst He Obu10 noapoOHoit undopmamuny». M, nakonen, PecrionieHt 3
OTMEYAeT: «HAaKaHyHE y4acTHus B aKaJeMHUECKON MOOMIBHOCTH Y MEHsI He ObLJI0 HH(GOpMAITUU O
negarorax. S Takke 3Haja O4eHb Majo, B OOIIMX YepTax, O caMOM yueOHOM 3aBeleHuu. CaMbIM
TJIABHBIM OXHUJIaHueM OBLIO HaxXOXJACHHE B MY3BIKAIIBHON cpelie, B KOTOPOH 3apoauiiach omepa.
Eme onun daxt: mepex moe3akoil s Oblia yBepeHa, 4To B MTanuu oueHb CHUIbHAS BOKAllbHAs

IIKOJIA K YTO TaM BCE MOIOT «KaK OOTH».
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Ha Btopoii Bompoc — Kax ycmpoeHwvl yueOnvlie npocpammsl u yueOHwlil npoyecc? B uem
€CX00Ccmeo U omaudue yueOHvlx npocpamm u yuebrnoeo npoyecca 8 AMTHH? Oblnmy MONy4eHBI 3
orBera. Pecmonaent 1 mumier: «Bo Bpemst ydeOHOro mporiecca €CTh MHOTO BO3MOXHOCTEH IS
WCTIOTHUTENIECTBA, 3TO KOHIIEPTHI, MOCTAHOBKH (PPAarMEHTOB OIEPHBIX CIEKTaKJIeH. 3adacTyro
y4acTue B KOHIIEpTaxX U CHEKTAKJISAX 3aCUUTHIBAETCS KaK 4yacTh 3k3aMeHa. OueHb 340pOBO TO, UTO
B IIPOLIECCE CO3/IaHUS ONEPHBIX CIIEKTAKIIEH YYaCTBYIOT CTYIE€HThI pa3HbIX CIELMAIBLHOCTEN; OHU
aKTUBHO B3aUMOJIEHCTBYIOT MEXJIy COOOM Ha BceX ATamax MOATOTOBKH OIEpbl U BO BpeMs €€
WCTIONHEHUs». PecrnonzeHT 2 oTMeuaer: «YUeOHBIM MpoIecc OTIMYaeTCs TEM, YTO MporpaMma
(dbopmupyeTcs B TEUSHHUE ToJ1a C LENbI0 000TalleH sl perepTyapa, a He OpUeHTHPOBaHA TOJIBKO Ha
MOArOTOBKY K Odk3ameHaMm. Ha cam »sk3ameH BbIOMpaercs Marepual U3 YXKe H3y4YEHHOTrO
peniepryapa. [TomrMo 00s3aTeNBbHBIX IUCHUIUIMH, CTYIACHTHI MOTYT BBIOMPATh JIOTIOJHUTEIHHBIC
npenMersl. KoHcepBaTOpHusi aKTMBHO OpraHu3yeT KOHIEPThI, YTO CIIOCOOCTBYET pPa3BUTHUIO
WCIIOJHUTENIbCKUX W CHEHUYECKUX HaBBIKOB. B y4eOHBbIM miaH Takke BKIIOYEHBI YPOKH C
KOHIEPTMENCTEPOM J1JIsl pabOThI HaJl BOKAJIbHBIMH MapTHSIMI.

PecrionzieHT 3 Takke OTMEUaeT, 4TO «ydeOHBIH Mpoliecc OTInMYaeTcs oT Hamiero. Ecnu y
Hac JUIEHIMAT JIIMTCA 4 Toaa, To B KoHcepBaTopun Kactenbdpanko — Bcero 3 roga. Y4ueOHbIH
roJl TaM HAYMHAETCS OCEHbIO. MoOs MOOWJIBHOCTH BbITIaJla HAa BECEHHHH CEMECTp, KOTOPBIH
Ha4yMHaeTcs B Maprte. EcTh pa3nuuue B IMCHUIUIMHAX U JenapTaMeHTax. Hanpumep, y HUX ecTh
OTJeNIeHne OApOUHBIX HHCTPYMEHTOB. HeKkoTOpble MMaHUCTBI, MO YKEJIAHUI0, MOTJIN BHIOPATh Kypc
Urpbl Ha KJaBecWHe, Hampumep. Jla, mpeaMeTsl TakKe MOXKHO BBIOMpaTh B paMKax CBOEH
cnenuanbHocTd. Ha mepuox Moeil MOOWMIIBHOCTH sI MOMHIO, YTO TaKUMH IpeAMeTaMu ObLIn
ucmopusi meampa WIA umeHue ¢ aucma.YTeHue ¢ aucTa NpeanosiaraeT 3aHATHS C MUAHUCTOM,
pa3ydrBaHUE OIEpHBIX MapTuil. B Hamel mporpamme B ieJoM OO0JbIle AUCHUIUIMH, HEKOTOPHIE
13 HUX HE CBA3aHBI CO CEUUAIbHOCThIO. CleayeT OTMETUTh, UTO 3aHATUN 110 BOKAJY C ME€JaroromMm
taM MeHbIne (1-2 3aHATHS B HEAENI0), B TO BpeMs KaKk B Halled akajieMuu — 2-3 3aHATHA.
OrpomHubIii mutoc yyeOHOro mpoiiecca B Mrtamuu — 3TO opraHusanusi OOJBIIOrO KOJIWYEeCTBa
KOHIIEPTOB C y4acTHUEM BCeX JenapTaMeHTOB. Hampumep, s HOMHIO CepHIo KOHLIEPTOB Sabati in
Villa, B xotopom npuHuMana ydactue. Kaxayio cy000Ty OIuH U3 JenapTaMEHTOB y4eOHOro
3aBelleHUs MPOBOAMI KOHIEpT. [lapamnenbHOo ¢ 3TUM OBUIM OpPraHU30BaHbl KOHIEPTHI,
MPUYpPOYCHHBIE K Mpa3gHUKaM HIu coObITUsM. Ere onMH MHTEpecHBIH (akT: B BOCKPECEHBE
KOHCEpBaTOpHUs 3aKphbITa, a B OyHue qHU padortaeT 10 20.00».

OTBETOB Ha TPETUH BONPOC, KACAIOLUICS OpeaHu3ayuu 5K3aMeHo8, BCET0 2, TaK KaK O/1Ha
U3 CTYJEHTOK ydYacTBOBaJIa B MOOWJIBHOCTH, KOTOpas JUIMJIach BCEro 3 Mecslla W He chaBaia

OK3aMCHBI. I[Ba APYyrux peCrioOHACHTA OTBCTUIIM TakK: «Moii OIBIT CIa4yM SK3aMEHOB BO BpeMA
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MOOUIIBHOCTH TIOJIOKUTENBHBINA. DK3aMEHBI MPOXOMWIN B He(OpMaabHOW U JIPYKEITIOOHOM
atMocdepe. OK3aMEHAIIMOHHAs KOMHCCHS COCTOsJIa M3 BOKAJbHBIX II€AAaroroB, TaKXke
puCcyTCTBOBal KoopauHaTop mporpaMMbl ERASMUS+». PecnonpeHT 2 oTMeruin, 4TO
«9K3aMEHBI TPOXOIAT B HeopManbHOW aTMocdepe, OONbIIe HATIOMHHAIONMIEH OTKPBITHIA YPOK,
94eM KOHIIEPT. MeX 1y MpOou3BeICHUSIMA MOXHO CIIENAaTh 1ay3y, 4YTO CO3AaeT OLIyIIeHHEe CBOOOIBI

Y CHUKAET YPOBEHb CTPECCA, IO3BOJISA COCPENOTOUNTHCS HA HCIIOTTHEHUN. Bompoc Homep 4
o611 chopmynrpoBaH Oosiee mpocTpaHHo: Kax Bul moswceme oxapakmepusoseams nedazocuieckue
Memoobl  BOKANbHLIX nedazoz2oe Kouncepsamopuu «Aeocmuno Cmegpgpanuy? Yem onu
OMAUYAIOMCS OM MAHEPbl NPenooasanus Hawux neoazo2oe? bvinu au onu Bam nonesmwr uau,
Hanpomug, naspeouru? Ymo Buvi Ovi npueneciu 6 nmawy cucmemy, a umo Bam noxazanocw
npomugopevawum Hawel 6okanvHolt wkone? OTBETH PECIOHAECHTOB Takke ObUTH Oolee
noapoOHeIMU. Bor oObsicHeHue pecnoHgeHta 1: «MHe OYeHb MOMOIJIO HAaXOXICHHE B
WUTaJbIHCKOM SI3BIKOBOM cpene. HroaHchl (OHETMKM M TpaauIMiA HCIIOJHEHHS HTATbIHCKOTO
penepryapa, KOTOpPbIM 5 Haydujgachb BO BpeMsi MOOWIBHOCTH, OYE€Hb BaXHBI JJIs
MPO(ECCUOHAIBHOTO HWCITOJIHEHHs Oomnephl. UTO KacaeTcsi OTiauW4uii, MoW memaror B KummneBe u
Moii nenaror B Kactensdpanko Benero ropopuiy MHe 00 OJTHOM M TOM K€, YUHIU MEHS OJJHUM U
TEM K€ BelllaM, POCTO HEMHOI'O Pa3HBIMH CJIOBAMM, HUKAKMX IPOTUBOPEYMH B UX MOAXOME 5 HE
Hamuia.

PecrionzieHT 2 OTMETWII ClIeAyIOInue MOMEHTBI: «Tak Kak 3aHATHA IPOBOAATCA Pa3 B
HEJIENI0, yUeHHKaM Ba)KHO CAMOCTOSITEIIbHO paboTaTh Ha/l MaTEPHAIIOM, MHAYe YPOK MOXKET ObITh
MOTpPAayeH BIYCTYI0. DTO JAaeT IpenojaBaTeliiM BO3MOXKHOCTb IIyOXe COCPEeJOTOYUThCA Ha
TEXHUKE M TEKCTax. B LenoM MeTonpl MpenojaBaHus CXO0KHM C HAIIMMH, HO IICHUXOJIOTMYECKas
cBo0O/a, MOJyYeHHass B HOBOM 0OCTAHOBKE, O3BOJIMJIA MHE YCIBIIIATH CBOM rojIOC IIO-HOBOMY.
OTOT OIBIT OKA3aJcs Moyie3HbIM». M, HakoHel, pecnoHJeHT 3 MoA4yepKHyl, 4To «B PecmyOnuke
MonnoBe mpekpacHas BOKajibHasl IIKOJA, KOTOpash MMEeT MHOIO OOLIero ¢ uTaabsHCKOW. MHe
IIOBE3JIO C MeJaroroM kak B MosjioBe, Tak 1 B MOOMIIBHOCTH, @ T€ HaBbIKM, KOTOPBIMHU 5 00J1a1a1a
K MOMEHTY y4acTHsi B MOOMJIBHOCTH, moouipsiiuck B Hranuu. bonbiioe BHUMaHME YAESIIOCH
JBIXaHUIO U CTWJIIO UCIOJHEHHUS. B 3TOM cMbICiie MBI OTCTaeM OT MTAlbSHLEBY». 5 BONPOC ObLI
copMyIMpOBaH cIeayloIUM 00pa3oM: kak Bei moowceme oxapakmepuzoeamv yueOHbill
penepmyap? Coenadaem iu pekoOMeHOyemblll penepmyap 8 Kiacce no CHeyudibHoCmu, OnepHoM
knacc u knacce Lied ¢ mem, umo ucnonvzyemcsa ¢ AMTHUHU? Cywecmeyiom nu onpeodeneHmbvlie
cmunesble NpeonoumeHus, KOMoOpulX Hem ) Hac (b6apouHas My3vlKa, CO8peMeHHas u m.o.)?
PecnionzienT 1 orBeTmsn onHocnoXHO «Mol penepryap COBHA», PECIOHAEHT 2 pPa3bsACHUI, 4TO

«y4eOHbIi peniepTyap GOpMHUPYETCs MHIUBHUIyadIbHO, UCXOS U3 BOKAIBHBIX TAHHBIX CTYCHTA, a

281



HE JXKECTKO MpHBs3aH K OINpeJeieHHOMY CTWI0 (O6apodHas, KiaccMueckas My3blka W T. 1.). B
ONEPHOM KJIacce HET €IUHOM MPOrpaMMbl Ha CEMECTp — CTYICHTHI Pa0OTaIOT HaJl HECKOJIbKUMHU
¢dbparmMenTamu, momorasi apyr Apyry. B kauecTBe KpymHOro mpoekTa OepyTcs MpOU3BEICHUS
CTYJEHTOB-KOMIIO3UTOPOB KOHCEPBATOPHH, HaJl KOTOPBIMH BEIETCS My3bIKaJIbHAs U CLIEHUYECKas
pabora. B kamepHOW My3bIKE€ CTYAEHTHl 3aHHMAIOTCS BOKAJIbHBIMU LMKJIAMU OJHOTIO W3
KOMIIO3UTOPOB, COTPYAHMYas C MHCTPYMEHTAJIbHBIMHU Kiaccamu». PecrnoHzneHT 3, B CBOO
ouepelb, CKasal: «pernepryap B MWTaJbIHCKUX KOHCEPBATOPUSAX ToOpasllo pa3HOOOpasHee.
Hcnonasercs MHOTO OapO4YHON MY3BIKM M, KOHEYHO, UTAJBbSHCKOW. Y HAC TOXE HCIOIHACTCS
MHOT'0 WTalbsIHCKOM MY3BIKM, HO CIHMCOK apuil orpanuueH. Pemepryap mo omepHoMy Kiaccy He
ciumkoM omnyaercs. B AMTHUU naxe umeercst He00bI10€ TPEUMYILIECTBO B TOM CMBICIIE, YTO

B 3aHATUAX NPUHUMAET ydyacTue Aupuxep. Bo BesikoM ciyyae, y MEHsI Ha IEpUO MOOUIIBHOCTH
nuprxkepa He Obu10. Ho omsiTh ke, ¢ TOUKHM 3peHUs KOHLIEPTHOW NEATEIbHOCTH, MbI OTCTaeM. B
WIOHE, HANpUMEp, MPOBOAATCA KOHUEPTHI HAa OTKPBITOM BO31yX€, B KOTOPBIX HCIOJIHSAIOTCS
OTPBIBKM C Y4YaCTHEM CTYJIEHTOB OIEpPHOro Kijacca U He ToJibko. HacrosimuM OTKpbhITHEM BO
BpeMsI MOOMIJIBHOCTH CTaJIM 3aHTHS B Kilacce Lied. Bo-nepBbIX, HaM aKKOMIIAHUPOBAIH CTYI€HTHI

— KaKk B Kjacce HHCTpyMEHTaJbHOro aHcambis (B MongoBe y BOKAaJUCTOB — INTaTHBIN
KOHIIepTMelcTep). Bo-BTOphIX, pemepryap OuYeHb OOIIMPHBIM: MHOTO KaMEpPHO-BOKAIbHBIX
COYMHEHUN HEMEIKHX KOMIIO3UTOPOB-POMAHTUKOB (y HAC MX MEHbIIE). DTO, MOXHO CKa3aTh,
(GyHIaMeHT, Ha KOTOPOM CTPOUTCSI MAacTEPCTBO KaMEepHO-BOKaIbHOIO ucnoiaHeHus. [Ipu Beidope
penepryapa oOpalialoch BHUMaHHWE HAa BOKaJbHbIC LMKIIBI, UX HCIOJHEHHE MPHUBETCTBOBAJIOCH.
Hy u xoneuno, 6iaronaps anracruueckomy neaarory @ununmo ®Paecy (Filippo Faes) yaanocs
OYEeHb MPOAYKTUBHO MOPAOOTATh HAJ KAMEPHBIM PEHEPTyapoM.

Uro xkacaercs orBeta Ha 6 Bompoc: Kakue uzmenenuss Bwvi nouyecmeosanu nocie
mobunvnocmu? Kax ona noenusna na pazeumue sawiux npopeccuoHaIbHbIX HABbIKO8? BCE
PECTIOHJICHTHI OBbUTM €IMHBI B TIOJOXKUTENIbHON OIICHKE aKaJeMU4eckoil MoOWiIbHOCTH. BoT mx
OTBETBHI: « UyBCTBYIO, YTO MOOMWJIBHOCTH OKa3aja OOIbIIOE BIMSHHE Ha MOE Pa3BUTHE Kak
neBullbl. Sl cTana BHUMaTelbHee OTHOCUTHCS K UTANBSIHCKON (OoHETHKe, oOpaliaTh BHUMaHUe Ha
CTUJIEBBIE HIOAHCBHl MY3bIKaJILHOTO si3blka omnep [[xyszenme Bepau, KoTopble OTKpbLIa JJIsi MEHS
Mearor, a TakyKe U3y4nsia HOBBIM penepryap — Kak ONEpHbIH, TaK U KaMEepPHBI» (PECTIOHIEHT 1).
«[locne moe3nku s MOYYBCTBOBaJa OOJBIIYI0 YBEPEHHOCTb B CBOEM TroOJIOCe, OOpena jKelaHue
pa3BUBaTh AaKTEPCKHE U BOKAJIbHbIE HAaBBIKM. BokanbHas My3blka CTaja BOCIPUHUMATHCS HE
MPOCTO KaK Y4eOHBII MaTepHall, a Kak >KMBOW OpraHu3m» (pecrnoHIeHT 2). «JlaHHbII OMBIT TOMOT
MHE PacKpBITbCS KaK UCHONHUTEN0. Sl cranma ropas3ao yBepeHHee B cede, cTajla MOHUMAaTh CBOMU

CUJIbHBIC U CJa0ble CTOPOHBI. OnbeIT MOOUIBLHOCTH HAlpsaMYIO TIOBJIMAJ Ha BLI60p TEMBI MOEH
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JIOKTOPCKOM uccepTaiuuy (PECOHIEHT 3).

BriBOaBI

HecmoTpss Ha oOuY€Hb CKpPOMHOE 4YHCIIO YYaCTHUKOB OIIPOCAa, IOJTYYEHHbIE JIaHHBIE
MO3BOJISIIOT CJIeNIaTh HEKOTOPBIE BBIBOJIBI O TIOJIH3€ aKaJeMHUECKOW MOOMIBHOCTH JUIS CTYICHTOB
AMTHUMN.

1. B mepByro odepenb, MOKHO TOBOPHUTH 00 OOMIEKYJIBTYPHOM pa3BHTHHU CTYICHTOB, O
pacIIMpeHrr WX MY3BIKAIBHOTO Te3aypyca, OOOramieHuu MpejacTaBieHuil 06 Wranmu, onepHOi
MYy3bIKE, CUCTEME MY3bIKaJIbHOTO 00pa30BaHus B 3TOM CTpaHE.

2. Bo-BTOpBIX, MOXXHO KOHCTAaTHPOBaTb aKTUBHBIM IPOLIECC CPABHEHMS CHUCTEMBI
MY3BIKaJIBHOTO 00pa3oBaHuss B MongoBe ¥ B Mrtanum, W 3T acHeKThl TAaKXKe PacCMaTpUBAIOTCS
KOMIUIEKCHO. Peub MAET M 0 TOM, KaK BBICTPOEH y4eOHBIH Mpoliecc (XPOHOJIOTMYECKU, C TOUYKHU
3peHusl coAepkKaHMs), Kakas A0S OTBOAUTCS HWHIUBUAYaJIbHBIM 3aHSATHSAM, CaMOCTOSTEIbHOMN
paboTe BOKaJIMCTA, KaK MPOXOAST SK3aMEHbl U aKaJIeMUYECKUE KOHIIEPThI, KOTOPbIE OUYEHb YacTO
MpEeBpaLIalOTCsl B OOBIKHOBEHHBIE KOHIIEPTHI C MPHUCYTCTBUEM IyOJUKH, pa3BHUBas y CTYyJEHTa
HaBBIKM HaXOXJECHHS Ha CLEHE, YTO B MEHbIIEH MEpEe MOXHO YBHJETh B HalIEl CHCTEME
MY3bIKaJIIBHOTO 00pa30BaHMUs.

3. Kpome Toro, B oOTBeTax CTYJEHTOB MOXXHO HJIEHTUPUIUPOBATE HEKOTOPHIE
MICUXOJIOTMYECKME MOMEHTBI, KaCaroIlHecs TOro, Kak IpoXoaaT caMu 3k3aMeHbl B KoHcepBaTopun
«Aroctuno CtedaHn», B Kakod APYKEIIOOHOW M TMO3UTHBHON arMochepe OHHM peanu3yroTcs,
KaKoOW CTHJIb OOLIEHUS Melarora co CTyAGHTOM KYyJbTUBUPYETCS B JaHHOM Y4eOHOM 3aBEACHUU.

4. be3ycnoBHO, CpaBHHUBAETCA KyppPUKYJIyM OOOUX BY30B: aHAIM3HPYIOTCS U Te
JUCUUIUIMHBL, KOTOPbIE IPENOJAI0TCS U Y HAC, U B UTAJIbIHCKUX KOHCEPBATOPUSX, a TAKXKE T€, YTO
OTCYTCTBYIOT B yueOHbIX mnaHax AMTUU.

5. bonblioe BHHMaHHE B OTBETaxX CTYACHTOB YAENSIETCS M3yd4aeMOMY pernepryapy: Mo
HallleMy MHEHHIO, Tejnaroram Oblio Obl HEIMJIOXO MPHUCIYIIATHCS K TEeM HAONOJIEHUSIM, KOTOpbIE
chOpMyIIMPOBAaHbI HAIIMMH BOKaJHCTaMU, TMOCKOJIbKY MOTPEOHOCTh B PACIIMPEHUU YYEOHOTO
penepryape COXpaHsAeTcsl.

6. W, HakoHel, MOXHO CKa3aTh, YTO aKaJeMHuYecKass MOOMJIBHOCTb CO3HAET HEKYIO
TPAaeKTOPUIO MPO(ECCHOHATBHOIO Pa3BUTHs CTYACHTOB IO CIELUAIBHOCTH «COJIBHOE IEHUEY,
SIBIIICTCS OTIPEAECTEHHBIM TOTYKOM U BaXKHBIM ITANOM JajbHeiel mpodeccuoHaIbHON Kapbephbl
HalllMX CTYACHTOB. OTa TEHAEHLUS OTMEYAaeTCs IPENOAaBaTENsIMU MOJJIABCKMX BY30B CaMOro

pasHoro npoduis, CTyJCHTbI KOTOPBIX YYaCTBYIOT B aKaJIeMHUECKOW MOOMIbHOCTH [3].
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B nacmosweii cmamve paccmampugaromcs  0COOEHHOCMU — UCHOJHUTNENbCKO20 — CHUA
AMEPUKAHCKO020 KOMNo3umopa, npodiocepa u bac-eumapucma Mapkyca Munnepa na npumepe KOMno3uyuu
Run for Cover. Ocobviii unmepec 6vl3vl8aem NPUMEHEHUE MY3bIKAHMOM AKYEHMUPOBAHHOU 0Aco80ll
KaHBbl, OCHOBAHHOU HA UCNONb30GaHUU mexHuku cadn. Iloduepxusaemcs odpawjenue ucnoaHumens K
VCAONCHEHUIO AKKOMNAHUPYIOWjell napmuuy nymem GHeOPeHUs CONbHbIX (QpasMenmos, No360JAI0UUX
npuoasams 36y4anuio bac-eumapvl OONONHUMENbHLIU UMNYAbC. Bmecme ¢ mem, aHanuzupyemcs
npaxmuueckoe npumenerue M. Muniepom cneyuanvbHuix 36yK000pAbAmMulearowux YCmpoucma, CHOCOOHbIX
8 3HAYUTNENLHOU CMEeNneHY PACUUPUMb He MOIbKO aKYCIMUYecKull 00bem UHCMpyMenma, Ho U c030a8amb
ApKUe memopanvbibvie KpacKu.

Knwueewie cnosa: bac-eumapa, Mapxyc Muanep, Run for Cover, cisn, ucnoiHumenbckas mexHuka

In prezentul articol se analizeazd particularititile stilului interpretativ al compozitorului,
producatorului si bas-chitaristului american Marcus Miller, pe baza exemplului piesei Run for Cover. Un
interes deosebit reprezinta utilizarea de catre muzician a unei linii de bas accentuatd, bazata pe tehnica
slap. In articol se evidentiazd modul in care interpretul complicd partea de acompaniament prin
introducerea de fragmente solistice, dand astfel un impuls suplimentar sunetului chitarei bas. De
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asemenea, se analizeazd aplicarea practica de catre M. Miller a unor dispozitive speciale de procesare a
sunetului, capabile sa extinda semnificativ nu doar volumul acustic al instrumentului, ci si sd creeze culori
timbrale vibrante.

Cuvinte-cheie: chitara bas, Marcus Miller, Run for Cover, slap, tehnica de interpretare

In this article, the author examines the characteristics of the performance style of the American
composer, producer, and bassist Marcus Miller, using the composition Run for Cover as an example. Of
particular interest is the musician's use of an accented bass line, based on the slap technique. The article
highlights the performer's approach to complicate the accompanying part by introducing solo fragments,
which give the bass guitar's sound additional momentum. Furthermore, it analyzes M. Miller's practical
application of special sound-processing devices, which can significantly expand not only the acoustic
olume of the instrument but also create bright timbral colors.

Keywords: bass guitar, Marcus Miller, Run for Cover, slap, performance technique

BBenenue

CraHoBJ€HUE ACTPagHOM W JKa30BOM My3bIKM B 1980-x rojgax XapakTepu3oBajioCh HE
TOJIBKO  YCIIO)KHEHHUEM TapMOHHUYECKOro f3blKa, HO MW Pa3BUTOM  METPOPUTMHUYECKOM
opranuzanveil. [IpuBEpKEHHOCTh MCHOJHHUTENEH K PAaCIIMPEHUI0 TPaHULl TPAJULIUOHHOTO
KAHPOBO-CTUJIEBOIO MaTepHalia MOBJIEKJIO 3a CO00H pOXJAEHHE COBPEMEHHBIX HaIpaBlIEHUN
JpKaza U TOM-My3bIKH. ECTECTBEHHBIM MpOIECCOM JaHHBIX MNpPeoOpa3oBaHMl CTal MOUCK
OPUTHUHAIBHOTO 3BYYaHHS WHCTPYMEHTOB M, KaK CJIEICTBHE, (HOPMUPOBAHHE WHHOBAIIMOHHBIX
CHO0CO00B 3BYKOU3BIICUCHHS.

HeoOxomumo moOM4epKHYTh, YTO O0Opa30BaHWE PA3IUYHBIX CTHJICH W HaIpaBiICHUI
HACTOAIIETO IepuoAa ObUIO  pe3ylpTaTOM CHHTe3a apoaMepuKaHCKOW  MY3BIKM U
WHAUBUAYAIbHBIX TPEANOYTEHUH MYJIbTUKYJIBTYPHOIO PETHOHAIBHOTO MCKYCcCTBA. TakuM
oOpa3oM, TIOSIBICHUE SIPKUX @DpoHmMeH06 ObUIO CICICTBUEM CaMOOBITHOIO BOKAaJIbHO-
MHCTPYMEHTAJILHOTO SI3bIKa MCIIOJIHUTENEH B KOHTEKCTE UX aBTOPCKOTO My3HLIMpoBaHus. Bmecrte
C TeM, BaXHBIM acCleKTOM WHHOBAIIMOHHBIX OKCIIEPUMEHTOB BCE OOJBIIE CTaHOBUTCS
KOMMEpYECKasi COCTaBJISIONIAsl, MpU3BaHHAs BBIABHHYTh Ha TMEPEIHUI IJIaH KaK My3bIKaIbHOE
HCKYCCTBO B II€JIOM, TaK U HHCTPYMEHTAIbHOE UCIIOJIHUTENBCTBO, B YACTHOCTH.

Uro >xe KacaeTcsi 0ac-TUTApHOTO HCKYCCTBA, BEAYIUM MCIIOJHUTEIbCKUM IMPHUEMOM Ha
MHCTPYMEHTE MO-NPEKHEMY OCTaBajlaCh TeXHHUKa nuiiukaro. Ee ocoOeHHOCTbIO ObLTa Ooiiee
ynobOHas pukcanusi, JOCTUTHyTasi HHCTPYMEHTAINCTaMU B PaMKaX TPaJUIIMOHHON UTPbl CBUHTA,
POK-H-pOJUIa M PUTM-3HA-O0Mr03a. Pa3zymeercs, oTAenbHBIE MY3BIKAHTHI, pabOTarolIMe B TaKUX
CTHIISX, KaK (haHK U JKa3-pOK-(DbI0XKH, IPUOETaal K UCTIOIb30BAHHUIO IIPUEMOB CIIAI, TINIHUHT U

(pﬂa)KOHCTOB, OIQHAaKO 3TO OBLIO JINIIIE CAVMHUYHBIC ClIyUau UX MPAKTUYCCKOI0 NPpUMCHCHHUA.

Oco0eHHOCTH HCIIOJTHHTEIbCKOro cTHIs Mapkyca Muiuiepa
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OnHuM W3 KpynmHEHmuX My3bIKaHTOB 1980-X Tro0oB, CyMEBIIMX pPACKPBITH OOTaThIi
(YHKIMOHATBHBI M TEXHUYECKUH apceHan WHCTPYMEHTa, ObUl aMEepUKAHCKHH KOMIIO3UTOD,
npomtocep W Oac-rutapuct Mapkyc Mwumrep (Marcus Miller). brnarogaps HoBaTopckoit
KOHUEMNINH, UCIIOJTHUTENb CYMEJI CHHTE3UPOBATh MHOKECTBO PA3JIMYHBIX CTUJIEH U HAaIpaBJIeHUI
COBPEMEHHOW MY3BIKM, a TAaK)K€ BHEAPUTh WHHOBALMOHHBIE MHCTPYMEHTAJbHBIE NPUHLUIIBLI B
TEXHHKY 0acoBoro cidma. Xapakrepu3ys TBopuecTBo Mapkyca Mmmiepa, [larpuk Ildaiiddep
3amevaer cienyromee: «OH cMmemmBaeT coyi, R&B, xum-xom, ¢aHK W COBPEMEHHBIH JDKa3 U
CO3JIaeT OpUTMHAJILHBIC TPOM3BENEHUs MOTpscaomeil KpacoTsl u TiyOmHbl. OH Hamboiee
M3BECTEH 10 padote ¢ mrazmenamu Maiinzom [pBucom u J[pBunom CaHOOPHOM, a TakKe CBOEH
CTyIuitHON paboToH U cobHBIMU npoekTamm» [1 c. 307].

M. Mwuwutep Hadal 3aHUMAThCSl MY3bIKOW IO HACTOSIHHUIO OTIA, pa0OTaBIIETO B KAadeCTBE
PYKOBOJUTENS XOpa M LEPKOBHOIO OpraHucra. JIoOOmbITHO, 4TO Oac-rUTApUCT NPUXOAMICS
JBOIOPOJAHBIM OpaToOM H3BECTHOTO JHKA30BOrO KOMIO3MTOpa M muaHucta YuHToHa Kemiu
(Wynton Kelly), koTopslii mpuBoA Oy ayIiero HHCTPYMEHTAJIUCTA Ha JIPKa30BbIC BHICTYTUICHUS.

B omHom wu3 cBoux wuHTepBbl0O M. Mwmiuiep mnpusHaBaics: «YuHTOH Kemnum Obul MouMm
JIBOIOPOJIHBIM OpaToOM, M 51 YBEPEH, UTO KOora sl ObLT e1ie COBCEM PeOSHKOM, MEHsI BOJIUIIU B KITyO,
yT0OBI mocaymarth Tpuo Yuntrona Kemnu ¢ [Tomom Uembepcom u Ixummu Ko66om» [2 c. 34].

[TonyuuB akanemuyeckoe oOpa3zoBaHKe KaK KJIapHETUCT B CIIEHUAIN3UPOBAHHON CpeHel
mkone uckycctB (High School of Music & Art), M. Mwuniep TbITaeTcs MPOAOTIKHUTH CBOE
o0OyueHue B KOHcepBaTopuu. B paBHOI1 Mepe Biajes urpoii Ha ¢popTenuano, cakcooHe u rutape,
OH COMHEBAeTCs B BBIOOpE OCHOBHOIO HHCTpPYMEHTa. B pe3ynbraTe My3bIKaHT MOCTYIAET B
komtemk Queens College 6e3 onpeeIeHHOM HHCTPYMEHTAIBHON CIICIIUATU3AIIHH.

Bo Bpems yueObl B komnemke M. Mwusuiep BroepBble 3HAKOMUTCS C Oac-TUTapow,
MEePUOANYECKH YYacTBYS B KOHIIEPTaX MECTHbIX (aHK-rpynm. B 3To Bpemsi HCHOIHHUTETh
3HAKOMUTCSI C TaKUMHU BBUIAIOIIMMHCS My3bIKaHTaMu, Kak Maiins J[pBuc(Miles Davis), J[aBun
Conb6opH (David Sanborn), Jlxxopmk bercon (George Benson), Yaiin [lloptep (Wayne Shorter) u
np. PaboTas xak ceccuornHwiti (CECCHOHHBIN — (QHTIL. Session musician) — CTYTURHBIA My3bIKaHT [3
c. 61].) My3bIKaHT Ha yCJIOBUX aHraxeMeHTa, B 1981 rogy M. Musuiep oTnpasiisieTcsi B MUPOBOE
TypHE C TEHUAIbHBIM JKa30BbIM TpybGauom Maiinmzom [IaBucom. Kak ormeuaer EBrenmii
CrenaHoB, «MCHOJHUTENbCKUNA ycmex mpumesn K Mapkycy emie Ha Mo3gHuX anbOomax Maiinza
Hesuca (Miles Davis) 1 B OCHOBHOM 3a CYeT SIpPKOM M Yy3HaBa€MON MaHEpbl IPU WIPE CIAIIOM,
IIPUEMOM, KOTOPBIA OH C IOJaMU DPA3BHII IO COBEPIIEHCTBA. B IE€JIOM €ro HCIOIHUTEIbCKUN
CTHUJIb OTJIMYAET UJCabHOE Ka4eCTBO MITPHXA, OTCYTCTBUE IPyOOCTH, COOPAHHOCTH U HJICAIbHOE

Ka4yecTBO ucrojaHeHus» [4 c. 113].
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ORHOBPEMEHHO C ceccuonHou IeSATeNbHOCThIO, M. Musuiep peryisipHO BBICTYIIAeT B
KauecTBE KOMIIO3UTOpA M TPOIIOCEpa KakK IENbIX albO0OMOB, TaK M OTEIBHBIX MPOU3BEICHUHN.
Cpenu Hanboee yCrenHbIX padoT MOXKHO BBIAEIUTH Takue, Kak Tutu [5 c. 247!, Chicago Song,
Run for Cover, Till My Baby Comes Home w nip.

Kak coobmiaer oduuuaneHblii cait Oac-rutapucta, Ojarojgapsi CBO€OOpasHOMY CTHIIIO —
YHUKaJIbHOMY COYETaHUIO (aHKa, rpyBa, cOyJla U MHCTPYMEHTAJIBLHOIO MacTepcTBa — Mapkyca
Mwusiepa Ha3bIBalOT OJHMM W3 KPYNMHEHIINX Oac-TUTApUCTOB B Kaze, R&B, QBIOKH U COYIL
W3sBectHsIi s)xypHan Bass Player Magazine BKIFOYHI €TO B CIIUCOK JCCATH CaMBIX BIHATEIHHBIX
JIKA30BBIX UCTIOJIHUTEIICH HAIIETO IMOKOJICHHS [6].

XapakTepHOl OCOOEHHOCTHIO HCHOJIHUTEILCKOTO cTwisi M. Musuiepa ObUIO NMpUMEHEHHE
TEXHHMKH CJIPN Ha Oac-rutape. IHHOBallMOHHOE 3By4YaHNE€ HACTOSIIETO cr1oco0a 3ByKOU3BICUEHUS
OBLII0O 00YCIIOBIEHO OCOOOM IMOCTAaHOBKOW KHCTH TMpaBod pyku. [Ipu »TOM, OOIBIION mamer|
pacmojarajicsi Ha YypOBHE TIOCIEIHUX JIAJOB MHCTPYMEHTa, Ojarojaps 4emy MOJLeEI
yKa3aTeJIbHbIM NalIblieM MPaBOM PYKH OCYILIECTBIISUICS UYETKO IOJ CTpyHamMH Oac-ruTapbl Ha ee
nuxeapoe (nukeapo (aHrn. pickguard) — HakiIagKka Ha KOPIYC HMHCTPYMEHTa, OOecredrBaromas
3aIUTY APEBECHHBI U JIaKa OT BHEIIHUX MUCTOYHHUKOB [7 c. 128]).

Eme ognoit maHOBarmeit M. Musuiepa B TeXHHMKE 0acoBOTrO Cidma ObUIO HCIIOJIb30BAHHE
npuema Up and Down (Double Thumb). BreimonHeHHE 3TOTO 3JIEMEHTAa OCYIIECTBISIIOCH MPHU
YCIIOBUU CTPOTrOro TMOJIOKEHHsT OOJIBIIOro Majblia, pacloJiaraiollerocs MapaiieIbHO BCEM
cTpyHaMm Oac-rutapbl. Kpome TOro, 3ByKOM3BICUYEHHE COBEPIIATIOCH OOJBIIMM MallblieM MpPaBoOil
PYKH, B MeCTe MeXay rpu(oM M HEKOBBIM 3BYKOCHHMAaTeleM. B naHHOHM 30HE HMHCTpPyMEHTAa,
00JbIION Tasen Mpu ynape €CTeCTBEHHBIMH O0pa3oM OIyCcKajlcs B IyCTOE MPOCTPAHCTBO,
Onmarofaps 4yemy Oac-TUTapUCT CyMeld CO3[aTh MPEINOCHUIKM K pealn3alluyd THoauena OoJbIInM
MaiblIeM MPaBOW PYKH MPH IBUKEHUH BBEPX.

[Ipumenenue kucteBoro nBwkeHuss M. Muiepom obecrneunBaio 3HAYUTEIHHOE
yBEJIMYEHHE TEXHUYECKOTO MOTEHIMajga Oac-TUTapbl, BCIEJICTBUE YEro 3aTpayMBalIOCh MEHbIIEE
KOJIMYECTBO WIPOBBIX JBIKEHUH. OJHOBPEMEHHO C OSTHUM HCIIOJHUTENb HEOJHOKPATHO
oOpamancst K ABOMHOMY MOJIENY B MPaBOM pyKe, YTO O My3bIKaHTa PEAKO KTO MPHUMEHSI B
poecCHOHANBEHOM NCTIOTHUTENBCKON MPAKTHKE.

Hccnenys texuuky 6acosoro cisna M. Munepa, E. CrenanoB noguepkusaert: «M3penka,

197 TIo muenmio Ixopmka Koyna (George Cole), kommosurust Tymy Gblia Ha3BaHa B 4€CTh apxuenuckomna JlecMona

Mrmuio Tyry, 10)kHO0a(hPUKAHCKOTO CBSIIICHHOCITY>KUTES, CTOSIBILIETO Y UCTOKOB OOpKOBI ¢ amaprenoM. B 1984 rony
Tyry momyunn HoOeneBckylo IpeMHIO MHpa, a B CIEAYIOIIEM TOJy OH CTajl MEPBHIM YEPHOKOXKUM aHTJIMKAaHCKUM
emmckonomM MoxanHecOypra. Byaydunm 4epHOKOXHM 4YelOBEKOM, BHIpOCHINM B AMepuke, Maitns JI3BHC 0oCTpO
OCO3HaBall NPOOJIeMy pacu3Ma, M OJHHUM W3 CaMbIX PaHHHUX €r0 BOCIIOMHHAHHWH OBUIO TO, KaK €ro IpeciemoBall Io
yJuie Oenblii yenoBek ¢ kpukamu ,,Hurrep! Hurrep! Hurrep!”.
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JUIA CO3/IaHusl OIPENEICHHOM 3BYKOBOM OKpacKd WM JJI aKIEHTUPOBAHUSA, yJap CyCTaBOM
JieNlaeTcs B IIyCTOE MPOCTPAHCTBO HAa CaMoOil TpaHHIE OKOHUYAHHs Tpuda. ITO MPUAAET 3BYKY
OIIpEEIIEHHYIO MTyCTOTY B JUANa30HE CPEIHUX YACTOT, BBI3bIBAET OPUTMHAIBHOE 3By4YaHHE, IIPU
3TOM HE Tepsisi «KOM(OPTHOTO» B YACTOTHOM JHMAana3oOHe MecTa JJjisl Oac-rMTapbl B 00IEM
3By4YaHHUH KoJuleKTuBa. [Ipr 3TOM Haj0 3aMETUTh, UTO B IOCTAHOBKE IpaBoi pyku Mapkyca 3To
HaubOoJee yI00HOE ¥ ONTUMAIIBHOE MTOJIOKECHHE, TpeOyroliee MUHIMYMa ABMKeHU [4 ¢. 113].

Henp3st HEe OTMETHTH pa3BUTYH0 METPOPUTMHUYECKYIO BapuaTWBHOCTH M. Mmuiuepa B
KOHTEKCTE TIPUMEHEHHUS TEXHHKH CJdI. B ee ocHOBe IekHT (haHKOBas COCTABIIAIONIA,
OpraHM30BaHHAs TaKUMH pUTMO(OpMynIamMH, Kak BOCbMas C TOYKOW U IIE€CTHAAUATas,
LIecTHaaTasi-BOCbMasi-IeCTHAALIATasA, MIeCTHaALaTas U BochbMas ¢ Toukoil. Kpome Toro, Gac-
TUTAPUCT aKTUBHO MPAKTUKYET Pa3IMYHble PUTMUYECKUE nammepHsl IPU UTPE BHYTPUTAKTOBBIX
Y MEXIYTAaKTOBBIX CHHKOII. JTO CO3/1aeT 0COObIN 2P(EKT «KaduaHUs», a TAKKE JOTOJTHUTEIBHYIO
MIEPKYCCUOHHYIO OKPACKY.

OTnenbHOr0  yIOMMHAHUS 3aCly’)KMBaeT INEpKYyCCHOHHas TexHuka M. Mwuiepa,
UCHoNib3yeMas JUIsl UMUTAIUM 3BY4YaHUS yAApHOM yCTaHOBKU. 3BYKOHM3BJICUYEHHE COBEPIIAETCS
JIBYMsI pyKamH, IpUYEM IpaBas pyKa MOXET HCHOJHATH OOJIbIIMM U YKa3aTeJIbHBIM MajbllaMH
OTJIETIbHBIE 3BYKH KAaK Ha OJHOM, TAK M HA HECKOJIBKHUX CTPyHaX, a TaK)Ke NEPEMEINAThCs BAOJb
rpuda. Bmecte ¢ Tem, mpaBas pyka, BBIIIOJIHAS NOCTyKHMBaHUE Ha Tpude, pealnzyeT JaHHBINA
croco0 UTphl Ha BCEX CTPyHaX Oac-TUTapHI.

KauecTBo 3Byka 1 TeMOpa HampsMyI0 3aBUCUT OT aMIUIUTY/Ibl 3aMaxa KUCTU MPaBOM PyKH,

a TaKXe TJIYyINIeHUs CTPYH JeBOM pykoi. Takum oOGpaszom, Mapkyc Mwumiep ucmnoib3yer Oac-
TUTapy KaK IOJIHOIICHHBIN IMEePKYCCHOHHBIM MHCTPYMEHT, 3aJ€UCTBYS 00€ PYKH OJHOBPEMEHHO.
PaccmaTtpuBasi TeMOpaibHYIO COCTAaBISIONIYIO 3BYKOM3BIEUeHUsS nepkyccus, 1O. Annapees
coobmiaet: «Pa3HbIii TeMOp 3ByKa JOCTHraercsi, BO-TIEPBBIX, 3a CUET YEPEIOBAHHS yAApOB IO
pa3HbBIM CTpPyHaMm M, BO-BTOPBIX, Y€pEJOBAaHUEM YJApOB JIEBOM M MPABOM pPyK. YKazaTeIbHBIN
najel JeBOM PYyKH IMPU 3TOM IOCTOSHHO HAaXOJUTCS B KOHTAaKTE€ CO BCEMH CTpyHaMH, Clierka
Kacasch UX TaK, YTOOBI OHH HE 3BYyYalld, a CBOOOHBIE CPETHUI U OE3bIMSIHHBIN MabIbl OBIOT 1O

BceM cTpyHam» [8 c. 50].

Anaym3 komno3unnu Mapkyca Muiaepa Run for Cover

Ilepexoast kK OCOOEHHOCTSM HCIIOJHUTEIBCKOTO CTWISL Oac-TUTapuCTa, aBTOP HACTOALIECH
CTaThU XOYeT OOpaTHTbCA K paHHeMy TBopuecTBY M. Mwmiepa. OnHOM U3 MEPBBIX CEPhE3HBIX
paboT My3bIKaHTa B KadecTBe Kommo3utopa Obuto mpousBeneHue Run for Cover (1981).

Kommo3umus Bomuia B mIecTol cTynuiiHbld anbbom cakcodonucra J[. Coubopua Voyeur u
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o0bEeIMHMIIA MEXTY COOOM TaKkMX HM3BECTHBIX My3blkaHTOB, kKak Jlennu Kactpo (Lenny Castro),
CruB I>nn (Steve Gadd), Maiikn Kommna (Michael Colina), Pansd Maknonanen (Ralph
MacDonald) u ap.

Run for Cover HammcaHa B CIOXHOW IBYXYacTHOH (popMe ¢ COKpamieHHOH penpu3ou u
KOJIOH M UCTIONHSAETCSI My3bIKaHTaMu B cTriie (pank. [IponsBenenue BKiItoYaeT B ce0sl BCTYIUICHHE,
2 pasnmena, MeXIy KOTOPBIMH 3BYYHUT COJIO Ha Oac-rhutape W Koxy. M. Mumep ucromHseT
KOMITO3UIIMIO IIPY TOMOIIM 3BYKOU3BIIEUEHUS CIIAI, B TOHAJILHOCTU e-moll, Temn 130 bpm.

Taéauya 1. Marcus Miller, Run for Cover

Paznen Intro aba Couto aib; Coda (comno
(hopmbI Oac-rurapsl cakco(oH)
TaxTel 8 8§+8+8 16 8+ 8 16

Hcnonnenne Ha KOHLEPTHBIX Iiom@aakax Run for Cover Bcerna OTIMYANOCh HE TOJBKO
BapuaTHUBHOW (OpMOM MpOU3BENCHMS, HO M Pa3HOM MNpONOJDKUTENbHOCThIO. Kpome Toro,
M. Munnep  Bcerna — oThgaBadl  NPEANOYTEHHE  CaMbIM  pa3HOOOpasHbIM  COCTaBaM
WHCTPYMEHTAIBHBIX KOMOO. ApaHXUPOBKA CTYyJAMHHOW 3almcH, cocTaBisitomias 3:13, sBisercs
CcaMOi KOPOTKOM U3 BCEX CYIIECTBYIOIIHUX.

Komno3uiusi HaumHaeTcss u3-3a TakTta ¢ pasjaena [ntro, cocrodiiero u3 8§ TakToB. B HeMm
My3bIKAHT HCIOJHSAET MapTHIO COJMpYIOLIEH Oac-TuTapbl MOJ AKKOMIIAHEMEHT YyAapHBIX
uHCTpyMeHTOB. OOpamaer Ha ce0s BHHUMaHue npuMeHeHne M. MusuiepoM crienuanbHBIX
3ByKOOOpaOaTHIBAIOIIMX YCTPOHCTB, a HMeHHO dpdexra Guondoncep (@pasnoxicep (0T aHIIL.
flanger) — cienuduaeckuii 3¢ HexT, u3IMEHIOMMN TeMOp 3ByKoBoro curHaia [9 c. 170]).

Hommnotit npumep 1 (My3bIKaIIbHBIN TEKCT KOMITO3UIIUU Run for Cover 3aMMCTBOBaH U3 H3IaHUS

Best of Marcus Miller [10 c. 179-194]). Marcus Miller, Run for Cover, Takthl 1-4
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BT TP P THT TP THT TPIFTPF TPTIT HPT TTH
B7ob5) bo oy @ #  Em9

. fe # == r = x 2 BN B
CEE =, g g2 T see el
5 7L i 7 Vi hil ’X
3 ™ " i i =
—v—
e 3
15-14-12-14 6—7 X—7 0 0
A 5 X
57 57 0—X—2—4———X—5=7-]
B 0 00 T olx X = 323

289



g - TR - S 04 o 1 L L R PLE2E B S B HoRRRE Ak H

3
 fe A == =] == x 2 FH B ===
-:33 - (7] ‘JI I‘I (7] ‘JI I‘i 7] iy ] 1 1 .-{ t
7 o/ o ® o ® </ o I
i Fi S Fi Pz ri -.‘I‘I.- - ﬁ prd i
f‘ & @ < - ?(— ?(— —
|_3_|
-3 n n
B=7 v X X—2—b————X—5<=T—
B 0 0—0—X [ X = 3=3

3arakT TpeAcTaBIsLeT COOOW TPHOJIb IIECTHAINATHIMU, HCIIOJHEHHYIO OJHHM W3
AJIEMEHTOB CIIDIIOBON TEXHUKU nyai-ogpgh (nyan-ogpgp (aurn. pull-off) — w3BmedeHue 3ByKa
MajblleM JICBOM PYKH TpU TOMOIIM HUcXojsmero jerato [11 c. 44]), a takke IBYX BOCBMBIX
JUINTENbHOCTEH, CHITPAHHBIX MpHUEMOM Oend (6end (0T aHri. bend) — OIIO30BBIA IPUEM,
3aKJIFOYAIOIIUIICS B TOM, UTO UIPAIOIIMHI HaJel] JIEBOM PyKH ABMXKETCS BJIOJIb JIAJJOBOIO MOPOKKA
BBEpX, HATATHUBAsl CTPYHY U CMellast ee K coceslHel, Ooiee Tosactoi crpyHe [12 c. 26]). Cnenyer
OTMETUTh, 4YTO I[epBasi HOTAa BCTYIUIEHUS — Cu-OeMoNb B TOHAIBHOCTU e-moll, sBhseTcs
MOHMKEHHOW KBUHTOW Wiu OJr030BOM HOTOM. Takum 00pa3oM My3BIKAaHT C CamMoOro Hadasa
CO3/1a€T HaNPSHKEHHOCTh B 3BYYaHHUH, ONUPASICh HA ayTeHTUYHbIE MHTOHAIIMU BOKAJILHOTO 0111032
BTOpOM monoBuHbI XIX Beka.

B ocHoBe comupyromero smm3ona M. Mwnep ucnonbszyer 6acoBbiii pudd, KOMOMHHUPYS
pa3iInyHble pUTMHUECKUE 3BEHbsSI, a TAKXKE TEXHUKY Mepmabix Hom. OJHOBPEMEHHO C 3TUM B TT.

1-3 B mapTuu Oac-rutapbl MOXKHO OOHAPYKUTh XapaKTEPHYI0 METPOPUTMHUUECKYIO OCOOEHHOCTH:!
Ha |1 u 3 107X TakTa 00s3aTENBHO MPUCYTCTBYET (PaKTHUECKAS UTUTEIIBHOCTD, HA 2 U 4 TOMIX —
OHa OTCYTCTBYET.

AHanmusupys cnenuduKy pUTMHYECKOW opranm3anuu urpel M. Mwuiepa, E. Crenanos
oTMeyaeT: «HenocpencTBeHHO B TEXHUKE UTPhl OCHOBHBIE MTPHEMBI, PUMEHSIoIecs: MapKycom
Musnepom, — 3TO CTaHAPTHBIE <...> CJIBMOBBIE «KauyeJ», TO €CTh UTPa CO CTATUYHON KUCTHIO U
CUMMETPUYHBIM YIapOM U TOIIENOM, B Oojiee MO3JHUE TOJbl K HUM TNPUCOCTUHHINCH double
plucking v TproaIKM TpeMs MalibllaMu, HO BCE-TaKH OCHOBOM CTHIIsE Mapkyca sBJsieTcs JOBeIeHHas
JIO COBEPIICHCTBA «KadyeabHash TeXHUkay [3 c. 114].

OTaenbHOTO YIOMUHAHUS 3aCTyKUBAET TPUOJb IECTHAALATHIMHU, B3sITast Ha 1 101110 BO 2
1 4 taktax. IUTEeTHbHOCT UCTIONHSIETCS TEXHUKOW JBOMHOTO MOIENa, Uit KOTOPOTO XapaKTepHO
MOCIIe0BAaTEIbHOE 3BYKOU3BICUCHHUE YKA3aTEIbHBIM U CPEHUM MalTbIIaMU MTPaBOW PyKH. TakTh
5-8 mpaKTHYeCKH TMOTHOCTHIO MOBTOPSIOT MEPBOHAUYATIBHBIA UYETBIPEXTAKTHBIN OacoBbiil pudd,
MOIYEPKHBAs TNIOTHOCTH 0ACOBOW KaHBHI.

Hommnotit npumep 2. Marcus Miller, Run for Cover, Taktbl 9-12
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B pazgene a rnaBHas TeMa MpPOM3BENCHHS HCIOJHSAETCS TyXOBBIMM HMHCTPYMEHTAMH, a
Oac-rutapa BbBIIOJHSAET MOABIKHYIO (YHKIIMIO aKKOMIIAHEMEHTA, JOMOJHEHHYI OTAEIbHBIMU
AJIEMEHTaMU COJIbHBIX 3anosiHeHui. Tak, B TT. 10 u 13 Ha TpeTbux n0yAX Oac-TUTApUCT HUrpaeT
YHUCOHHBIM I1acCa)k CO BCEMM COJNIMPYIOIMMHU rojocamu, a B TT. 11-12 m 13-15, M. Muunep
oOparmraeTcs K mepBoHavYaIbHOMY 0acoBoMy puddy, COmpoBOKaas €ro TIIYIHICHHEM BCEX YEThIPEeX
CTpyH Oac-rutapbl. JlaHHas MHMIMATHBAa B 3HAYUTEIbHOW MeEpe IMOBBIIIACT MEPKYCCHOHHBIN
s dexT ancaMOIIs1, TOTOJHSS TEM CaMbIM TPYIITY YIapPHBIX HHCTPYMEHTOB.

Br3eiBaeT nHTEpEC mpuMeHeHue npuema glissando (12 T.), UICTIOTHEHHOTO OJTHOBPEMEHHO
CO 3BYKOM3BIICUCHHEM Xammep-oH (xammep-oH (aHII. hammer-on) — W3BJIEYEHHE 3BYKa MpPH
MOMOINM yJapa TaiblleM JIeBoW pyku 1o crpyHe [13 c¢. 29]). Drto mnpuumaer 3By4YaHHIO
JIOTIOJTHUTENbHYIO LIEJOCTHOCTh B KOHTEKCTe obOecreueHusi 0ojee CIUTHOTO M 00BEMHOTO
3By4aHus 0ac-rutapbl. OTMETUM HOIMYTHO, 4TO BCsl Kommno3uuus Run for Cover orpaHUYUBAETCS
JUIIb HECKOJIbKUMHM TapMOHHUYECKUMU (QYHKIUSMH, a TaKKe JOPHICKUM JIaJoM OT 3ByKa e,
BBIHYKAast M. Muiiepa akkOMIIaHUPOBATh Pa3BEPHYTHIMU MEJIOAMYECKUMU (HUTYPAMH.

Hommnotit npumep 3. Marcus Miller, Run for Cover, Taktst 17-20
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Pasnen b cocrour wus

8 TakTOB U BBINOJHSAET

¢ynkuuto Opumka (bridge).

PaccmaTpuBaeMblil My3bIKaJbHBIM OTPE30K XapaKTEpPU3yeTCs IUIOTHOCTbIO 0acoBOM MapTHH,
00yCIIOBJICHHOH MOJTHBIM OTCyTCcTBHEM Tay3 (TT. 17-20). Pa3znen ucnomusiercs: B ToHabHOCTH C-
dur W, Takke Kak pas3/ie]l d, OCHOBaH Ha HECKOJbKUX rapMoHHuYeckux (pyHkuusax (C-dur-Am7-
Em?7). Bmecre ¢ Tem, g NOJJEpXKaHUS METPOPUTMHUYECKON BapuaTUBHOCTH, M. Muep
UCTIONB3YEeT pa3Ho00pa3Hble pPUTMHYECKHIE 3BEHbs: BOCbMas — JBE IIECTHAAIATHIE, IIECTHAALIATAS
— BOChbMasl — LIECTHAALATAas, IBE ECTHAALAThIe — BocbMas U ap. Takum oOpa3om, 6ac-rurapuct
o0ecneunBaeT HENPEepPhIBHOCTh M3JIOKEHUS JIMHUM AKKOMIIAHEMEHTa, HAChITUB MX 0acOBBIMU
3aMOJIHEHUSMU.

[Tocne npoBenenust pasaena b cieayer NOBTOPEHNE IEPBOHAYATILHOM YacTH a, 3a KOTOPO
3BYYHT COJIO Ha Oac-rutape.

Hommnbutit npumep 4. Marcus Miller, Run for Cover, Taktst 33-36
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Henp3s HEe OTMETHTH, YTO WMIPOBU3AIMOHHAS JHHUS M. Mminepa Oaszupyercs Ha
CIUSIHAM aKKOMITAHUPYIOUIEW M CONUPYIOMEH MapTuii, NPHU3BAaHHBIX YCWINTh HE TOJBKO
aKyCTHYECKHUH 00beM MHCTPYMEHTAJIBHOTO aHCAMOIIA, HO U TI0Ka3aTh XapaKTepHbIE 0COOEHHOCTH
CTUIIS (paHK.

Hauunaercss cono c¢ GacoBoil HOTHI E; M KOpoTKoro dopiuiara oT HOTHl e; K fisy,
UCTIONHAEMON pueMoM BubOparto. IIpuMeHeHne naHHBIX CIOCOOOB 3BYKOM3BICUEHHS B BHICOKOM

TCCCUTYPC AKTUBU3ZUPYCT MCIOAUUYCCKYIO JIMHUIO, IMPEAOCTABJIAA M. MI/IJIJIepy BO3MOXXHOCTb
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WCTIOJIb30BAaHUSl OPUTHHAJBHBIX TEeMOpaNbHBIX KpPacoK HHCTpyMeHTa. B Takte 35 My3bIKaHT
JOMOJIHACT MAaccaXX, HMPOUTPAHHBIA JABaX/bl, UCIOJIB30BAHUEM HUCXOZSIEro glissando. DTo
MI03BOJISIET IUIABHO PAa3pELINTh MOBBIILIEHHYIO O CTYIIEHb Cis ; B JOPUICKOM Jaay OT 3ByKa € B 3BYK
B. B 1. 36 ucnonHuTenb HAYMHAET MCIOJNb30BaTh 0OJIEE CIOXKHBIE PUTMUYECKHE (puUrypanum,
OCHOBAHHBIE Ha IPUMEHEHUU XAMMEP-OHA U TEXHUKU MEPMBbIX HOM.

Homnubutii npumep 5. Marcus Miller, Run for Cover, Taktst 37-40
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B 1T1. 37-40 M. Muiep yCclnoXHSIET COTUPYIOINIYIO TUHUIO, BBOJISA B MIAPTHIO OAC-THUTApPhI
TEXHHKY «CJIDMOBBIX Kaueneil». B paccMarpuBaeMoM (parMeHTe OHa OCHOBaHa Ha YepeOBaHUN
HU3KHUX U BEPXHUX 3BYKOB B Pa3IMUHBIX METPOPUTMUYECKUX coueTaHUsIX. OTHOBPEMEHHO C 3TUM
YCIIOKHAETCS TEXHHKA MepmevlX HOom, O0ECTIeYMBAIOLIUX IEPKYCCHOHHBIM OTTEHOK Ha Oac-
ruTape, a TakKe NpuaaBas My3bIKaJbHOW MAPTUM IOTIOJIHUTEIbHBIA UMITYJIbC. B T. 40 MbI BUAMM
ucnojp3oBanne M. MwusuiepoM pa3HOBUAHOCTH HMHHOBAIIMOHHOW CI3MOBOM TeXHUKU Open

Hammer Plack (3Byku B-G>-G; m (z-A2-A;), OCHOBaHHOW Ha JBW)KCHHH JTHUX TPEX 3JIEMEHTOB.

«paCKa4ynBaTb» IOJYYCHHBIC

brnarogaps momoGHON mynecaruun M. Muiep cmocoOeH
PUTMUYECKUE TUYEUKH, IPUMEHSSI UX ISl IPYTUX NAMMEPHOS.

Hommnotit npumep 6. Marcus Miller, Run for Cover, Taxtsi 41-44
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Oopamaer Ha ce0s1 BHUMaHHE BUPTYyO3Hast MaHepa M. Muiiepa mpu urpe TEXHUKON CIIAII
Ha Oac-rurape. Tak, Ha 1 momsx T1T. 41-44 My3BIKAaHT WCIONHSET YK€ BCTPEUYAIOIIYIOCS
TPUOJIbHYIO T'PYNIHUPOBKY, OJHAKO B OTJIMYUE OT BCTYILJIEHUSI, OTXOJAUT OT OCHOBHOTO 0acoBOIO
pudda, emé d6obliIe YCI0KHAL METPOPUTMUYECKYIO U MEIOJUYECKYIO TAPTUH.

Jlnist pacKpbITHSI MY3bIKJIbHO-BBIPA3UTENBHBIX OCOOEHHOCTEH HMHCTpyMeHTa, B TT. 43-44,
Oac-rUTapucT BHOBb OOpalaeTcsi K HCIHOJIb30BAHUIO OeHO08, B3ATHIX KaK B HHU3KOH, Tak U B
BBICOKON Teccutype. Bmecte ¢ Tem, Omro3oBas HoTa cu-6emonsr (44 TakT), SBISIOIIASCS
HEYCTOMYMBBIM 3BYKOM B TOHAJIBHOCTH e-moll, mpaktukyercs M. MwmimepoM Kak
KyJIbMHHALIUOHHAsT TOYKAa aHAJM3UPYEMOI0 YETHIPEXTAKTHOIO IMOCTPOCHUSA. OTO MNpHUAAET
JIONOJTHUTENIbHYI0 TEMOPAIbHYI0O OKpPacKy HMHCTPYMEHTa M OCOOBIM KOJIOPHUT, TPAHCIUPYs TEM

CaMbIM ITIOJJIMHHOC 011030BOE 3BYYaHHUC.

Homnoutii npumep 7. Marcus Miller, Run for Cover, Taktst 45-48
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B 3aBepmaromem ¢parmente como (tT. 45-48) Oac-ruTapucT JAEMOHCTPUPYET CBOM
Ooratelii TEXHUYECKHI TOTCHIIMAN, OCHOBBIBAsICh HAa WIPE INECTHAMIATHIMU JUTUTEIBHOCTSIMHU.
[Ipu sToM peanuzyembie M. MusiepoM naccakul HarlisiJHO WILTIOCTPUPYIOT JIOTUYECKUHN 3aMbICeT
KOMITO3UTOPA, MPU3BAHHBIN [MOKA3aTh MOIIIHOE U JUHAMHYECKOE OKOHYAHNE UMIIPOBU3ALINH.

[Tocne mpoBeaenust coso amnst 6ac-rutapbl, My3bIKaHTAMU BHOBb HCIIOHSIOTCSI OCHOBHBIE

pasaciiel a1 1 bi1. Oun MIPOUT'PBIBAKOTCA C HEOOIbIITUMU U3MCHCHHAMU, OJJHAKO 0e3 4acTu a ; mocie
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Opumka. 3aBepriaeTcs  KOMITO3WIUS — IIECTHAAIATUTAKTHOM  KONIOW, OCHOBaHHOW  Ha

rapMOHUYECKUX (PYHKIHSIX pasfena d, B KOTOPOH COTHPYET CaKCO(OH.

BriBoaBI

Ha ocHoBanmm ananm3a OacoBoit maptum M. Muutepa B mpousBeneHuu Run for Cover
MO>KHO CJIeaTh CJIEIyIOIINE BHIBOJIBI:

1. Tlaptms Oac-rutapsl B TpakToBKe M. Mumepa BBIOJIHIET B OCHOBHOM
AKKOMIIAHUPYIOUIYI0 (YHKIMIO Ha OCHOBE TOJBMXKHOM CMEHBI AaKKOPJOB, YCJIOXKHSIEMYIO
OTACTHHBIMU COJIBHBIMU ()parMeHTaMHu, 4YTO CO3JAeT OCOOBIA TEPKYCCHOHHBIH 3(pdekt u
JIOTIOJIHSAET TPYMITY YJAPHBIX HHCTPYMEHTOB.

2. Ha mnpoTspkeHHMH BCEro NpPOM3BEIACHHSI Oac-TUTApUCT NPUIEPKUBAETCS IUIOTHOM
AKLEHTUPOBAHHOW METPOPUTMUYECKOM KaHBbI, OCHOBAHHOW HA MPUMEHEHUU TEXHUKHU «CIIOBBIX
kauenei». [logoOHbIil 3ddext obpazyercs mpu moMomm (GakTHYECKUX AmuTenbHOocTe Ha 1 1 3
JOJISIX TaKTa U UX OTCYTCTBHEM Ha 2 U 4 JOJISAX TaKTa.

3. HUcnons3oBanue B Run for Cover TOHWXKEHHON KBUHTBI cu-0emonb TPHUAAET
MIPOM3BEIICHUIO OPUTHHAJIBHYIO OJIF030BYI0 OKpacky. Bmecre ¢ tem, M. Mwinep npumeHseT
JAHHYK0 CTYIIEHb B KaueCTBE KYJbMHHALIMOHHOM TOYKH, Jejlasg OTCBUIKY HAa ayTEeHTUYHbIC
WHTOHAIIMU BOKAJILHOTO 0JIF03a BTOPOI 1MoIoBHHBI XX Beka.

4. UMripoBHU3aIlIOHHAS JIMHUS MYy3bIKaHTa 0a3upyeTcs Ha CIUSHUN aKKOMIIAHUPYIOIIEH U
conmupytouieii maptuii. CBoeoOpa3Hash HCIOJHUTENbCKAas MHHUIMATHBA MPU3BaHA YCWIUTh HE
TOJILKO aKyCTUYECKUH OO0BEM HHCTPYMEHTAJIBHOTO aHcaMOlii, HO W BBIIBUTH XapaKTepHBIC
0COOEHHOCTH CTHJIA (DaHK.

5. TlpakTuyeckoe MpPUMEHEHHE 3BYKOOOpAOATHIBAIOUIMX YCTPOWCTB 3aMETHO OCBEKAET
3By4yaHHe 0ac-TUTaphbl, MPUAaBasi HHCTPYMEHTY 0CO0O0M KOJIOPUT U OPUTHUHATIbHBIE TeMOpalbHbIE
KpPacKH.

6. KommiekcHOe BHEIpeHHE B MapTUIO Oac-TUTapbl aKKOMIAHHUPYIOMIEH U CONMPYOIIen
GyHKIUH SBIS€TCS ONHMM U3 TJIABHBIM HOBAaTOpCKHMX pemieHuid M. Mumnepa. Wnterpanms
npuemMoB urpsl glissando, 6enoa, mepmawvix Hom CO3J1aeT OOraTyro MAJIUTPY 3ByUaHUs, IpUIaBast

OacoBoii rnapTun JOTIOJIHUTEIIbHBIN HUMITYJIBC.
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Arhiva de folclor a Academiei de Muzica, Teatru si Arte Plastice cuprinde un fond documentar vast
de folclor muzical, printre care si descrieri de obiceiuri si traditii populare. Creatiile ciclului calendaristic
reprezintd o componentd semnificativd, fiind detasate evident de creatiile folclorice specifice perioadei de
iarnda. Prin complexitatea lor, atdt la nivel literar cat si muzical, aceste manifestari folclorice ofera un
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material vast de analizd stiintificd, fiind relevante atat pentru cercetarea etnomuzicologicd cdt si pentru
valorificarea lor in contexte educationale §i artistice contemporane.

Cuvinte-cheie: arhiva de folclor AMTAP, elemente de patrimoniu, perioada de iarnd, conservare,
valorificare

The Folklore Archive of the Academy of Music, Theatre and Fine Arts comprises a vast documentary
collection of musical folklore, including descriptions of popular customs and traditions. The creations of
the calendar cycle represent a significant component, being particularly highlighted by the folkloric works
specific to the winter season. Due to their complexity, both at the literary and musical levels, these
folkloric manifestations provide a broad field for scholarly analysis, being relevant both for ethno-
musicological research and for their valorization in contemporary educational and artistic contexts.

Keywords: AMTAP Folklore archive, heritage elements, winter period, conservation,
valorization

Introducere

Cercetarea folclorului muzical reprezintd un domeniu fundamental al etnomuzicologiei,
avand drept scop documentarea, analiza si conservarea expresiilor sonore traditionale, transmise in
mod preponderent pe cale orald. Aceasta acordd o importantd fundamentald recuperdrii si
reevaludrii documentelor sonore din arhiva, considerate piloni identitari ai patrimoniului imaterial.
Metodele de cercetare utilizate in studiul folclorului muzical s-au conturat in timp in jurul
cercetarii de teren, consideratd fundamentala pentru etnomuzicologie. Aceasta presupune
observarea directa a fenomenului muzical in mediul sdu autentic, inregistrarea performantelor si
interactiunea cu purtdtorii traditiei. Dupd cum subliniazd Constantin Brdiloiu, ,,nu existd folclor
viu in afara contextului sau de manifestare, iar cercetatorul trebuie sda surprindd tocmai aceasta
unitate dintre muzicd si viatd” (3 p. 67). Prin urmare, cercetarea de teren nu se limiteaza la
colectarea de materiale, ci implicd o intelegere profunda a functiilor sociale si culturale ale
muzicii.

Importanta arhivelor sonore depdseste dimensiunea documentara, acestea constituind surse
esentiale pentru reinterpretarea si revitalizarea traditiilor. Ele permit reconstituirea unor practici
disparute sau transformate si ofera o baza solida pentru studii comparative. In acest sens, arhiva nu
este doar un spatiu de conservare, ci si unul de reactivare culturala.

Asadar, arhiva de folclor a Academiei de Muzica, Teatru si Arte Plastice reprezintd un
depozit inestimabil de memorie culturald, conservand straturi arhaice ale spiritualitatii populare
care in timp sufera schimbadri ireversibile sau dispar din practica vie. Datorita infiintdrii
cabinetului de folclor la Conservatorul Moldovenesc de Stat din Chisindu, in prezent AMTAP, la
inceputurile anului 1945 a inceput procesul de desfasurare a cercetdrilor de teren, executate de
profesori si studenti. Acestia vizitau diferite localitati pentru a colecta si a documenta materiale

folclorice. Fondurile arhivistice ale acestei institutii includ un numar considerabil de Inregistrari de
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teren realizate de cercetatori, profesori si studenti, care au participat la expeditiile etnografice in
diverse zone ale Republicii Moldova. Metodologia cercetdrii de teren presupunea o abordare
interdisciplinard, combinand observatia directd, interviul cu informatorii, inregistrarea audio.
Cercetatorul nu era doar un simplu colector de material, ci un mediator intre traditie si
documentare, fiind responsabil de acuratetea datelor culese. Dupa Béla Bartok, cercetarea muzicii
populare trebuie sd includa atat analiza materialului sonor cat si contextul in care acesta este
produs [1].

Cercetarea materialelor din arhiva de folclor a AMTAP nu reprezinta un simplu demers de
inventariere, ci o investigatie criticd asupra genezei si permanentei structurilor muzicale
traditionale. Acestea permit stabilirea liniei evolutive a repertoriului de iarna, servind drept etalon
pentru analizele comparative intre creatiile si manifestarile folclorice din diferite decenii. Prin
aceastd abordare diacronicd pot fi identificate procesele de contaminare, simplificare sau,
dimpotriva, de rezistentd a anumitor arhetipuri melodice si ritmice 1n fata presiunii culturii de
masd. Metoda cercetarii de teren s-a impus ca instrument esential in studiul folclorului muzical,
intrucat permite surprinderea performantei In contextul sau natural, oferind informatii relevante
despre stilul interpretativ, particularitatile regionale, functia sociald a repertoriului, pozitia
persoanei intervievate fatd de aceste manifestari.

Un aspect esential al valorificarii patrimoniului muzical traditional 1l constituie elaborarea
colectiilor de folclor pe baza materialelor din arhiva. Inregistririle de teren, odati transcrise,
analizate si sistematizate au stat la baza unor culegeri reprezentative, contribuind la fixarea si
transmiterea repertoriului in forme accesibile mediului academic si artistic. In mod deosebit
mentiondm colectia Si cdnt codrului cu drag (1987), semnatd de I. Mironenco. Printre alte
culegeri redactate pe baza Inregistrarilor din arhiva de folclor sunt: Doine, Cantece, Jocuri (1972);
Leru-i ler (1986) si Romante si cantece de lume (1990) de G. Ciaicovschi-Meresanu; Ca la noi in
sat (1981), Cucusor cu pana sura (1988) de C. Rusnac; Busuioc, floare catata (1982) de E. Florea
[2]. Aceste colectii nu reprezintd simple reproduceri ale materialului brut, ci rezultate ale unui
proces riguros de selectie si analiza, reflectind atat diversitatea regionald cat si particularitatile
stilistice ale traditiei muzicale, facilitind totodata integrarea repertoriului traditional in circuitul

stiintific si educational.

Expeditii si materiale din anii 1970
In cadrul acestui vast patrimoniu repertoriul de iarnd ocupi un loc distinct, datorita
complexitatii sale functionale si simbolice, fiind integrat in ciclul sarbatorilor calendaristice si in

viata comunitdtilor traditionale. Colindele, uraturile, jocurile cu masti zoomorfe si antropomorfe si
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alte manifestari muzical-rituale nu constituie doar forme artistice, ci si ,,expresii ale unei
mentalitati colective, reflectind structuri arhaice de gandire si organizare sociala” [3 p. 52]. Ina

doua jumatate a secolului al XX-lea, in special 1n anii 1970, cercetirile de teren au cunoscut o
intensificare semnificativa.

In expeditia de teren din anul 1970 echipele de cercetitori au investigat un repertoriu
divers de creatii folclorice calendaristice, cuprinzand colinde, urdturi, cantece de stea, productii
teatralizate si alte obiceiuri traditionale din localitatile Republicii Moldova, interpretate vocal,
instrumental, vocal-instrumental, dar si rostite. In total s-au colectat 40 creatii din repertoriul
calendaristic de iarnd. Cea mai bogata localitate 1n inregistrari adunate din repertoriul de iarna este
satul Manta, raionul Cahul. Aceastd localitate a fost investigatdi de mai multi cercetitori. Gleb
Ciaicovschi- Meresanu impreund cu Cojocari A., Popovciuc S. si Moraru S. colecteaza colindele
In orasul Viflaim, Sculati, sculati si Doamnili, interpretate de Arseni Ana, niscuti in anul 1890.
Varsta interpretei la acel moment ne permite sa vorbim despre autenticitatea lucrarilor inregistrate,
care oferd o perspectiva diacronicd de cunoastere a perpetudrii traditiilor. Folcloristul Andrei
Tamazlacaru, aldturi de cei mentionati mai sus, a contribuit semnificativ la investigarea
patrimoniului cultural din satul Manta, raionul Cahul. El a coordonat inregistrarea mai multor
creatii de folclor calendaristic, printre care se numara colinde si uraturi specifice zonei, cum ar fi
trei colinde, doua dintre ele (Sculati, sculati, boieri mari si Dinaintea cestor curti) sunt in
interpretarea Domnicai Furnicd, nascutd in anul 1913, iar cealaltd (Dinaintea cestor curti) este
interpretati de Broasca Vasile Paramon, anul nasterii 1908. In aceeasi localitate, o altd uritura si
colinda — Du-te, Adame, a fost inregistrata de Onea S., in executia unei colportoare In varsta de 47
ani, Lemnari Teodora. O alta localitate cercetata din raionul Cahul este satul Colibasi. Actiunea a
fost coordonatd de Gleb Ciaicovschi-Meresanu, asistata de Cojocari A., Popovciuc S. si Moraru S.
Printre creatiile documentate se numara trei uraturi rostite de informatori diferiti: Corjan Dumitru,
nascut in 1959, Hodinitu Ion, anul nasterii 1958, si Croitoru Ilie, ndscut in anul 1955; doud colinde
de stea, in interpretarea lui Corjan Dumitru, ndscut in 1959 si Comalic Elena, anul nasterii 1957; si
o colinda laica: La lina fantana, executata de Dolganiuc Gheorghe, nascut in anul 1899. Aceasta
piesa cu radacini adanci in traditia locald (din consemndrile informatorilor) aduce un omagiu
mostenirii culturale transmise din generatie in generatie. O altad varianta a acestei colinde, culese n
aceeasi localitate, a fost Inregistratd de Andrei Tamazlacaru, in interpretarea Alexandrei Rosca,
nascuta in 1925.

in localitatea Delaciu, raionul Anenii Noi, colportoarea Melenciuc Elena, ndscuta in anul
1958, si alti locuitori ai satului, precum Melenciuc Petru, nascut in anul 1956, Ogorodnic Axenia,

anul nasterii 1910, Reveneald Grigore, nascut in 1907, au oferit Inregistrarea valoroaselor
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materiale de folclor calendaristic, cantece de stea si colinde laice, printre care Florile dalbe, Trei

crai, Mandru soare s-a ivit, Of, Adame, ce-ai lucrat, Colindet, de asemenea, si a unor urari rostite

— Creasca grdiele, malaiele, Chiraleisa, nregistrate de Gleb Ciaicovschi-Meresanu si Cojocaru
Adela. Alte colinde au fost culese in satul Tatarasti, raionul Strageni, de catre cercetatorii Andrei
Tamazlacaru si Constantin Rusnac. Printre materialele documentate evidentiem cantecele de stea

Azi Hristos cdnd s-a nascut, in interpretarea lui Tardea Ivan, nascut in anul 1934, Trei crai, cantat

de Cucereanu Liuba, anul nasterii 1934, Cana Galilei — Marzenco Vladimir, nascut 1921, Sus la
poarta raiului — Ciocieri Ecaterina, 1929, si colinda laica Sculati, sculati, boieri mari, interpretata

de Popa loana, anul nasterii 1929.

Printre alte expeditii din anul 1970 mentiondm pe cea din satul Fundul Galbenei, raionul
Hancesti, investigat de Andrei Tamazlacaru, care inregistreazd doud colinde si Steaua, in
interpretarea aceluiasi colportor, Balan Grigore Teodor, niscut in anul 1924. In satul Grisenii
Vechi, raionul Ungheni, s-a inregistrata colinda Sculati, sculati, boieri mari, fiind cantata de Istrati
Pelaghia, nascutd in anul 1895, culeasi de acelasi cercetitor. In Mereseni, raionul Hancesti, G.
Ciaicovschi-Meresanu si A. Cojocari au inregistrat o uraturd, rostitd de Rusu Serghei, ndscut in
anul 1914; Aho, cu seara lui Sfdantul Vasile, rostita de Tacu Vera, anul nasterii 1953, si colinda
Sculati, sculati, boieri mari, in interpretarea Valentinei Besliu, niscuta in anul 1950. In localitatea
Drepcauti, raionul Briceni, G. Ciaicovschi Meresanu, A. Cojocari si A. Corjan inregistreaza o
reprezentatie teatralizata, Ceata lui Bujor (participa Cusnir Vasile, Gumeniuc Ina, Cobzari Victor,
Calendar Victor, Checiu Nicolae, Iatcun lon, Rusnac Raisa, Gajos Mihai, Vacarita Victor, Gorda
Tudor). C. Rusnac si V.Vichilu inregistreaza in Trebisauti, raionul Briceni, colinda Filimonu de-
mparat, in interpretarea lui Butco Terentii, ndscut Tn anul 1913, in localitatea, Mahala raionul
Noua Sulita, regiunea Cernduti, se inregistreaza urdtura Scoald, scoald, bade Vasile, rostita de
Volghin Ivan, niscut in anul 1903, si culeasd de A. Tamazlacaru si L. Lenscaia. In satul Vadul lui
Isac, raionul Cahul, Gleb Ciaicovschi-Meresanu a inregistrat Capra, in interpretarea lui Betivu
Vasile, ndscut in anul 1948.

Astfel, anul 1970 a fost un an plin de activitate pentru cercetatorii traditiei populare, care,
prin eforturile lor, au reusit sa adune aceste comori ale patrimoniului cultural imaterial si sa le
depoziteze in arhiva de folclor a Academiei de Muzica, Teatru si Arte Plastice, pe atunci

Conservatorul de stat Gavriil Musicescu.

Concluzii
Analiza expeditiilor de teren desfasurate 1n anii 1970 evidentiaza rolul esential al acestora n

arhivarea si conservarea patrimoniului muzical traditional, in special a repertoriului de iarna, care
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constituie unul dintre cele mai complexe si semnificative segmente ale traditiei muzicale orale.
Materialele colectate in cadrul acestor expeditii, colinde, atat laice cat si religioase, productii
teatralizate, cat si creatii rostite, cum ar fi haituri, urdturi, plugusoare formeaza un corpus
documentar de o valoare stiintificdi deosebitd. Importanta acestor materiale rezida in faptul ca
repertoriul de iarnd reprezintd unul dintre cele mai stabile, dar si cele mai bogate straturi ale
folclorului muzical, in care se concentreaza atat functii rituale cat si expresii artistice de mare
semnificatie si diversitate. Arhivarea si valorificarea acestor Inregistrari permit nu doar protejarea
unei mosteniri culturale, ci si intelegerea mecanismelor de functionare ale traditiei In dinamica sa
internd. O cercetare ulterioara a acestor inregistrari ne va permite evidentierea relatiei stranse
dintre muzica, text si context, oferind o perspectivd integrata asupra modului in care traditia era
traitd si transmisa. In acest sens, repertoriul de iarni nu poate fi inteles doar ca un ansamblu de
creatii muzicale, ci ca un sistem complex de comunicare culturald, cu functii sociale, magico-
rituale si identitare.

Asadar, materialele din repertoriul de iarna, colectate in anii 1970 si pdstrate in arhiva de
folclor a AMTAP, constituie un reper fundamental pentru cercetarea etnomuzicologica. Ele ofera
o0 imagine autentica asupra practicilor muzicale traditionale si rdman o sursa indispensabild pentru

studiul, interpretarea si revitalizarea patrimoniului muzical imaterial.
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B cmamoe uccredyromes mpu espetickux necnu M. Pagens 0ns eonoca u popmenuano. Ilepsas —
Chanson hébraique — saengemca uacmoio eoxanvhoco yuxna Chants populaires, obpabomarnHomy
M. Pasenem ons 2onoca u popmenuaro 6 1910 e. u yoocmoenrnomy npemuu Ha V xoukypce [oma necru 8
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Jupudsicepa M. X. Hona; emopoii — benveutickozo bac-o6apumona K. eau Jlama u amepukanckoeo nuanucma
. bondyuna;, mpemuii — KaHaocko2o onepno2o bapumona . Quuiu ¢ Opumanckum nUAHUCTIOM
Lo, lpetikom. Cpaenenue ux uHmepnpemayuii eviaeisem 002amcmeo MEOPYECKUX GO03MONCHOCEL
gokanvHou My3viku M. Pasena u oaem 060cHO6aHHOE npedcmagieHue O XyO0ICeCMBEHHbIX HAMEPEHUSX
KOMNo3umopa.

Kniouesvie cnoea: xamepHo-60KANbHLIL aHCAMOb, 6OoKanbHblL yuka, Mopuc Pasens,
Gopmenuannas napmus, Xy0024cecmeeHHas UHMepnpemayiis

Articolul de fata contine o schita analitica a trei cantece evreiesti ale lui M. Ravel pentru voce si
pian. Prima lucrare, , Chanson hébraique”, apartine ciclului vocal ,,Cantece populare”, aranjat de
M. Ravel pentru voce si pian in 1910, care a fost distins cu un premiu la a V-a editie a Concursului Casei
Cantecului de la Moscova. Celelalte doud cantece formeaza mini-ciclul ,,Deux mélodies hébraiques”,
compus la cererea sopranei A. Alvi. Autorul analizeaza textul poetic, structura melodiei vocale, legdtura sa
cu acompaniamentul pianului. O atentie deosebita este acordata problemelor texturii pianului, care
contribuie la o dezvaluire mai profunda a continutului artistic. Se propune o analiza comparativa a trei
interpretari ale ciclului vocal numit. In primul ansamblu au evoluat mezzosoprana italiand C. Bartoli
alaturi de pianistul si dirijorul sud-coreean Myung Whun Chung, in al doilea — bas-baritonul belgian José
van Dam sustinut de pianistul american D. Baldwin, in al treilea — baritonul de opera canadian G. Finley,
acompaniat de pianistul britanic J. Drake. Analiza comparativa a acestor trei interpretari scot in
asupra conceptiilor artistice ale compozitorului.

Cuvinte-cheie: ansamblu vocal de camerad, ciclu vocal, Maurice Ravel, partida pianului,
interpretare artisticd

This article analyzes three Jewish songs by M. Ravel for voice and piano. The first piece,
“Chanson hébraique”, belongs to the vocal cycle Folk Songs, arranged by M. Ravel for voice and piano in
1910 and awarded at the Fifth Song House Competition in Moscow. The remaining two songs constitute
the mini-cycle ‘Deux mélodies hébraiques”, composed at the request of soprano A. Alvi.

The author examines the poetic text, the structure of the vocal melody, and its connection
with the piano accompaniment. Special attention is given to the issues of piano texture, which
contribute to a deeper revelation of the artistic content. A comparative analysis of several

109E_maﬂ: krasnovaseverin@bk.ru
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interpretations of the vocal cycle is proposed. These collaborations include the Italian mezzo-
soprano C. Bartoli performing with South Korean pianist and conductor M. W. Chung, the
Belgian bass-baritone José van Damin partnership with the American pianist D. Baldwin; and
the Canadian operatic baritone G. Finley accompanied by the British pianist J. Drake. A
comparative examination of the mentioned above interpretations of the vocal cycles based on
folk melodies, reveals the richness of their interpretative possibilities and provides deeper insight
into the composer’s artistic intentions.

Keywords: vocal chamber ensemble, vocal cycle, Maurice Ravel, piano accompaniment, artistic
interpretation

Beenenue

Ha mpotsokennn TBOpueckoro mytu M. PaBens HeomHokpaTHO oOpamancs K (OJBKIOPY
pasHbIX HapoaoB. K Takoro poJa COYMHEHHSM OTHOCSTCS TPU EBPCHCKHE IIECHH,
apaHXMPOBAHHBIE KOMMO3UTOPOM uisi Tojoca W Qoprenuano. Ilepsasi, Chanson hébraique
(Espetickas necns), sBIA€TCS OTACIBHBIM HOMEpOM tukina Chants populaires (Hapoousie necnu).
D10 cOOpPHUK U3 YEThIpeX neceH, oopaborannbix M. PaBenem s ronoca u ¢poprenuano B 1910
rogy W mnpeMupoBaHHBIX Ha [lstom koHkypce /Jloma necnu B MockBe: Chanson espagnole
(Ucnanckas necus), Chanson frangaise (@panyysckasn necus), Chanson italienne (Mmanvsanckas
necus)) u Chanson hébraique (Eepetickas necus)''’.

JIBe npyrue o6pa3ytoT MuHu-1uKI Deux mélodies hébraiques (/{ee espeiickue necnu) nis
ronoca u oprenuano. JlaHHOE MpoM3BeIeHUE OBLIO HAMMCAHO IO 3aKa3y AJbBUHBI ANbBH B
1914 r. a Takxe BnepBbie UCnoHEHO B [Tapurke camoil meBUIIei B COMTPOBOKACHUNA KOMIIO3UTOPA
3a (oprenuano''?. BokaneHbIi 1MKI comepxkuT ase necHu: Kaddisch (Kaouw) w L’Enigme
Eternelle (Beunas 3acaoxa). B Hacrosimieil cratbe NMPEANPUHUMACTCS TOMBITKA CPAaBHEHUS TpPeX
UHTEPIIPETAIMOHHBIX ~ BEpCUM  KaKIOW TECHH Il ONpPENENIeHHs HUX  BO3MOXHOIO

HCIIOJHUTCIIbCKOT'O TIOTCHI MAJIA.

Chanson hébraique
Chanson hébraique mipenctaBisieT cOOOW IUANOT OTIA C CHIHOM Ha PEJIMTHO3HYIO TEMY.

Tekct MNPpEACTABJICH Ha HWAWIIC B TPAHCIUTEpAOHWU C 3JICMCHTAMH apaMeﬁCIcoro U HUBpUTA, OH

10 Bneperie Chants populaires M. PaBenst 6butn ucnionnensl 19 nexadps 1910 r. B mapmwkckom Salle des Agriculteurs
(Bane semnedenvyes) Mapueit OneHnHON-T'AnbXeiiM U NHaHUCTOM AjekcaHapoM OJEHHHBIM, OpaTOM HNEBHIIBL
Io3zxe, B 1911 1. onn 6pum m3mansl B MockBe u Jleiinuure m3narensctBoM lOpreHcona B cOopHuke Sept Chants
populaires (Cemb Hapoouwvix necer). Kaxnas BOKalbHas MHUHHATIOpa B IHMKJIE CHAOXEHA IBYMS TEKCTOBBIMHU
BapHaHTaMH: B IOJIMHHUKE U BO (h)paHITy3CKOM I€pPEBO/IE, BBIMONHEHHOM La Maison du Lied ([lom nechu).

1 Arpuna AnbBr — conpano, couctka Cankt-IleTepOyprekoii onepsl, KoTopoi Obut nocssiuensl Deux mélodies
hébraiques.

12 TTosuee (1919-1920) M. Papens opkectposan Deux mélodies hébraiques, koTopble ObLIN BIIEPBbIE UCIOIHEHBI 17
anpenst 1920 r. Mangnen I'peit u opkectpom Concerts Pasdeloup 8 Cirque d'hiver. Omyc 0bu1 omy6imkoBan B 1915 r.
W3BECTHBIM MY3bIKAIBHBIM H31aTeNIbcTBOM Durand.
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oTpakaeT TJIyOOKO YKOpEHEHHbIE B €BpPEHCKONW KyIbType HWYJAHUCTUYECKUE LEHHOCTH,
nepeiaBaeMble U3 MOKOJICHHUS B TIOKOJICHHE. B mecHe msTh KYIJIETOB, B KaX/I0M U3 KOTOPBIX OTEI]
(Tatunju) 3anaer ceiny (Mejerke) o 0JHOMY BOIIPOCY, @ TOT HA HETO OTBEYAET.

B niepBoii ctpode oterr cipammBaeT, mepex KeM CTOUT ero chiH. OTBET ChIHA YKa3bIBACT HA
Bepy B bora xak BepxoBHoro Bmamweiky — Ileped Llapem, Llapem yapeii (Lifnei Melech Malchei
hamlochim). Bo BTopo# oTel] HHTepecyeTcsi, 0 YeM ChIH MpocHuT y bora. OTBeT — demu, orcusns,
nponumanue (Bonej, chajei, M’sunei) — mnpencraBiser co0OMl TPaAUIIMOHHYIO TpUATy
0JIarOCJIOBEHUH, BCTPEYAIONIYIOCS B EBPEHCKUX MOJINTBAX M TekcTax Tanmyna. B Tpetbeit ctpode
OTeIl YTOYHSET, 3a4eM ChIHY HYXHBI JeTH. OTBET TMOAYEPKUBACT IICHTPAIBHOE MECTO
PEIUTUO3HOTO 00pa30BaHUsl B €BPEHCKOM Tpamiuluu — umobwl oHu usyuanu Topy (Bonim eiskim
batoiroh). B ueTBepTOli ChIH OOBICHSET, 3aUeM €My J0JTas KU3Hb: Bce acusoe crasum Teos (Kol
chai joiducho). TOoT OTBET OCHOBaH Ha OMOICHCKON KOHIEIIINH, YTO KIU3Hb UMEET CMBICI TOIBKO
B ciuyxeHuu BceBpliHeMy. B mocnmemneit ctpode oTer; MHTEpecyeTcss y ChblHA, 3a4eM eMy
npornutanue. OtBer Wochalto w’sowoto uweirachto (M 6yoewv ecmv, u Hacolmuuivbcs, u
bnacocnosuws) — 1WTaTa W3 KHATH Broposzakonust 8:10, Tme TOBOPUTCS O BaXHOCTH
6narogapuoctu bory nociue enpl.

My3bIKalIbHBIM MaTepuall KyIUIeTOB HIEHTHYeH. Bce BOmpockl OTIa OpraHu30BaHbI
PUTMHYCCKH YETKO, MEJIOJUs MMEET JCKIAMAllMOHHBIA XapaKTep C JJIEMEHTAaMH MOHOTOHHH,
BOKAJIbHBIN JHaNa30H OKa3bIBae€TCS paBHBIM 4. 8. OTBETHI ChIHA MIPEICTABIIAIOT CO00I CBOOOIHOE
u3NoXkeHue Oubielickoro Tekcra B Buae peuntatuBa. OHU pazHOOOpasHee MO0 PUTMHYECKUM
(dbopMyJiaM U KOHTPACTHBI IO O0IIEMY HUCXOSIIEMY HAIPABJICHUIO TBUKCHHUS.

M. PaBenp HOTHpyeT Menoauio B pasmepe 4/4 w mpeanockuiaer ykazanue Allegro
moderato. BcTyruieHHe K KaXIOMYy KYIUIETY CTPOUTCS Ha MaTepuaine, KOTOpBIM CTaHEeT
COIPOBOXACHUEM K perinkaM oTia. Ha ¢pone octunaTHOM hUrypsl B JeBoii pyke poprenuanHoi
napTuu, HarnoaooOue yaapos OyOHa, BOHUKAIOT KpaTKUE OJJHO3BYUYHBIE MOTHBBI C (pOpIIIaraMu B
npaBoii. O0a KOMIOHEHTAa MY3bIKaJIbHOM TKaHU PACIIOIIOKEHBI B HU3KOM peructpe. OTBEThI ChIHA
KOHTPAaCTUPYIOT TemnoM Piu lento, TUTIOM WCHONHEHUS quasi recitativo W aprePKUPOBAHHBIM
U3JI0KEHUEM aKKOpIOoB B cpenHeMm peructpe. Chanson hébraique Oblna opkecTpoBaHa M.
PaBenem mo mpocb0e ero moapyrd U UCHOIHUTENbHUIBI Mannen ['peii. OHa 00 3TOM TOBOPHT:
«PaBenb opkectpoBan Mejerke cnenmanbHO Ans MeHs. [...] MonuTBa B 3TOM MpPOU3BEACHUU
HACTOJBKO MpeKpacHa, 0COOCHHO KOT/Ia 3By4ar cioBa: "f xouy nerel, s Xxouy ObITh CHACTIMBBIM,

g xouy xjueba"... [...] Honroe Bpemsi s ObUIa €AMHCTBEHHOH, KTO HCIIONHSI OPKECTPOBAHHYIO

Bepcuto Mejerke» [1 ¢. 103—-104].
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Hns ananmusza Chanson hébraique Mcnonb30BaHBl TpU 3anmuck Ha wauiie: Y. bapromm ¢
M.X. YHonowm, XK. Ban [ama c J. bonagyunom u [Jx. @unnu ¢ k. perkom.

Nurepnperanus Y. bapronu B OpUIMHAIBHONM TOHAIBHOCTH MCKIKOYUTENbHA TEM, 4TO
MIEBUIA YETKO pa3rpaHUUMBaET EPCOHAKEHN AUajIora: poJib B3pOCIOr0 My XYHUHbBI OHA UCTIOIHSIET
«TIOCTABJICHHBIM» OTICPHBIM 3BYKOM, a peOeHKa — IETCKUM, UCKYCCTBEHHO H3MEHEHHBIM TEMOPOM,
KOTOpBI HAllOMUHAeT HapojHoe IeHue 0e3 BuOpato. K Tperpemy-ueTBepTOMY KyILIETaM
Y. bapronu npeodpa3yeT TPaKTOBKY T'OJIOCOB: PEIUIMKH ChIHA TIOET «B3POCIBIM» TEMOPOM, a pedb
0TLIa, HA000POT, OcIabeBaOIUM To10cOM. MOKHO NMPEANON0KUTH, YTO TAKUM 00pa3oM NeBULa
BOIUIOIIAET U/CI0 HE OJTHOMOMEHTHOI'O TMAJIora MeX /1y OTLIOM U ChIHOM, a UX B3aUMOJICHCTBUE HA
MPOTSKEHUM BCEW JKMU3HM, KOTJa OTell cTapeer, a peOeHOK B3pocieeT. AKKOMIAHEMEHT IUIaBHO
CONPOBOXAAET TOJOC, C YMEpPEHHBIM HCMOJb30BaHUEM Menanu. Bce Qopuarn nuaHuct
WCIOJHAET 33 CYET OCHOBHOM J0JM TakTa. llepen kakmoll peruiMKoM ChlHA BO3HUKAET Mays3a,
co3Jaromas 3HaUUMBIN CMBICJIOBOM aKIIEHT.

XKoze Ban Jlam Taxxke ucnonuser Chanson hébraique B OpUTrMHAJIIBHON TOHAJIBHOCTH.
Temn wucmonHEeHWss MeAJICHHEE, B PHUTMHUYECKOM  PEUICHUW  TOSBISACTCS  HEKOTOpas
TaHIEBAIbHOCTh. [leBell He MCHOJB3yeT pa3iuyHble TeMOpBI AJs pasrpaHUUYEHUs] MEePCOHANKeH
OeceIpl, IPEICTaBIISAS UX PABHBIMHM YYaCTHUKAMHM, YTO co3/1aeT A((PEKT 0OBIYHOTO pa3roBopa ABYX
B3pPOCJIbIX MY>KUUH. B TaHHOW TPaKTOBKE CMBICIIOBBIE aKIIEHTHI IOCTUTAIOTCS TJIaBHBIM 00pa3om
yepe3 BbIIEJICHHE OTIENbHBIX CJIOB, a HE uepe3 u3MeHeHue TemOpa rojoca. doprenuaHHbIN
AKKOMITAHEMEHT B IIEJIOM XapaKTepU3YETCsl TSKEIbIM U pa3MEpeHHBIM 3By4YaHueM. B maptuu
JIEBOM PYKHM MOCHEAHSISI HOTa h KaXXI0ro MOTHBAa COEIMHSAETCS C HA4yalloM CIEIYIOIIETro MpH
MTOMOIIH JIUTH, a IIeCTHAALIAThIe 3ByYaT pe3K0, aCCOLUUPYACH CO 3BYKOM OyOHa uiu TaMOypurHa.

Bo BeTymienuu (opIiaropas KBUHTA g-d | BbIeISeTCs TpOMUe OCHOBHOM [0JIM, B COOTBETCTBUH
¢ ykazanuem M. Pagens.

s tpaktoBku JIx. OUHIN XapaKTepeH IOCTaTOYHO OBICTPBHIA TEMIT U HCIIOJIb30BaHUE
TOHAJIBHOCTH HA TOH HWXke opuruHana (d-moll). Tlesenn He mpumenseT 3pQexkT cMeHbI roJoca,
pa3iMyHbIe XapaKTephl OTIIa M ChIHA CO3/JaeT APYTruM crocoOoM. Perumku oTia 3Bydat B Oolee
OBICTPOM TEMIE C OTTEHKOM CYETJIIMBOCTH, Kak OYyITO OTell MpOsBIsSeT JI00OMBITCTBO. bapuTon
MOET «TOBOPKOM» C HCIIOJIb30BAHUEM marcato M aKIEHTOB Ha cioBax Mejerke. Pernuku cbiHa,
HaNpoTHUB, 3By4aT 0ojee MIMPOKO, PAaCcleBHO, C OIIYIIEHUEM CIIOKOHCTBUS U MEUYTATEIbHOCTH, KaK
y riy0oKO Bepyrolero 4eiaoBeka. TakuM o0pa3oM, yacTH NMPOU3BEJIEHHS NPOTHBOINOCTABIICHBI:
peuuTaTuBHBIE MecTa Piu lento inaBHbIE, a IeceHHbIe pparMeHTHl B Allegro moderato, Hao00poOT
3By4aT KaK pEYUTAaTHB. B KOHIlE HCIOJHEHHs PE3KO MPUIIYHIEHHOE piano TPHUIAET MBICIH

OTTCHOK 3ayMYHUBOCTH. IInanucT ur pacT napTuro JIEBOM PYKH CYXUM, KOPOTKUM TYIIC, CO3aaBasd
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WJUTIO3UIO 3BYYaHHMs yIAPHOTO UHCTPYMEHTA, & aKKOPAbI — IIMPOKO U MOJIHO3BYYHO. KBUHTOBEIE
dopruiarn UCHonHsAOTCA U3 3aTakta. Kaxkneld pas mepen smuzonoMm Piu lento mpuMeHseTcs

ritenuto NJis1 NIOAYEPKUBAHUS CMEHBI TEMIIA.

Kaddisch

Texcr Kaddisch (Kaouw) nanmucaH Ha apaMeWCKOM SI3BbIKE, MOCKOJBKY JAHHBIA SI3BIK
SIBJISUICS pa3roBopHbBIM B [lanectune u Bapmiionuu B snoxy Tanmyna. Kagum (¢ apam. ceamoti) —
OJIHa W3 BAXKHEWIIMX JIPEBHEECBPEUCKUX MOJHTB, MPOCIABISIONIAS BEIHMYUE U CBATOCTH HUMEHHU
bora Bo Beku BekoB. CO BpeMEHEM B CHHArOTAILHON JUTYPTUU YTBEPAHIUCH YETBHIpE (HOPMBI
KaJWIla, KaXJas W3 HUX BBITIOJHICT ONpeneieHHyl (yHKIUI0. MOXHO MPEANOoI0XKUTh, YTO B
niporiecce coznanus Deux mélodies hébraiques KoMno3uTOp CIyIlai MECHONEHUS B CHHATOTe.

Tekct necHn M. PaBenss CoOAEpKUT [BE HEpPaBHBbIE 4YacTH, KaxJaas W3 KOTOPBIX
3aBepuIaeTcs CIOBOM Amen — OOIIECNPHUHSTHIM BBIPAKEHUEM BEpPbl U COIJIACUSl B PEIUTHO3HOU
Tpanuuuu. B mepBoil yactu BocxBansercss Llapp mapeil, «KoTOpblii JOKEH OOHOBUTH MHUpP U
BOCKPECHUTHh MEPTBBIX», BO BTOPOM — BO3BEIWYHMBAETCS Ero MMs M B3BIBAE€TCS O MHJIOCEPIIUH,
CHOKOWCTBUM M cyacTbhe. Kommosutop TpanchopMupyeT CTPYKTYpY B MPOCTYIO TPEXUacCTHYIO
pasBuBawiyo dopmy (a — B — ¢) ¢ xomoil. BokaibHass Menmoausi BO BCEX YaCTSIX CTPOUTCSA
UMITPOBH3AMOHHO !}, ¢ OOMIBHBIM HCHOJB30BAHMEM BHYTPUCIOTOBBIX DAaCIeBOB, K UYEMYy
npeapacronaraeT MeIJIeHHbI Temn Lent. Ee nauana3oH, moHayaldy pa3BEpPTHIBAIOIIUNCS B
npenenax 6. 6, MOCTENEHHO pacIIUPSIeTCs U JOCTUTAET Mpeiena JyOoACIUMbI B IMKYIOLIEH Kofe.
JIunHwust rojioca CTPOUTCS BOTHOOOPA3HO, B HEW MPeoOaatoT CEKYHI0BbIE U TEPIIOBBIE XO/IbI, Ha
(oHE KOTOPBIX penbe(HO BBIACISIOTCS KBapTOBbIE M KBUHTOBBIE ckauku. Koma mpousBeneHus
HACBIIIEHA HMOLMOHANBHBIMU MACCAKAMU-IOOWISIIUSIMHA, KOTOPHIE CIIOBHO BOCIPOU3BOIST
BOCKJIMIIAHUS Mousmuxcs. B. SlHkeneBuu xapakTepusyeT 3Ty MEJIOJUI0 KaK  «,,TUIaMEHHBIH
Kaddisch”, monutBy 3a yconmux, <...> NaTeTUYECKYIO KaHTHIIEHY» [2 c. 44].

JlamoBoe CTpoeHHE BOKAJIbHON MapTHM MHOIO3HAYHO, HAa POJb MECTHBIX YCTOEB
MIPETeHIYIOT 3BYKH g, ¢, es, b. OCHOBHOE 3Hau€HHE B BBIABICHUU TJIABHOW TOHAIBHOCTH c-moll
MPUHAUICKUT (OPTEIIMAHHOMY aKKOMIIAHEMEHTY, HO U B HEM YyCTONYMBAas Jal0oBas (PYHKIIHS
OnpeeNnsieTcss TOJbKO B KOJE, MOCTPOCHHONM Ha OpPraHHOM NYHKTE TOHHUKH. B OCHOBHBIX ke
gacTaX (OpMbI TOCHOJCTBYET TapMOHHUS JOMHHAHTBHI, TpPUIAIONIas MY3bIKE TUHAMHUYECKYIO

YCTPEMJICHHOCTL U HAIPAKCHUC. HpI/I 3TOM B nepBoﬁ JaCTH COIIPOBOXIACHUC OCHOBAHO Ha

13 Ilo HalmeMy MHCHHUIO, UMIIPOBU3ALIMOHHOCTD BOKaJILHOU MECJIOAWU HANIPAMYIO CBA3aHa C TEM, YTO KaJUIIl HEC UMEJT
(l)HKCHpOBaHHOP'I (I)OpMLI, TaK KaK paBBUH MMPOU3HOCHUII €TI0 CIIOHTAHHO B KOHIIC ITPOMOBEAU.
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BBIJIEP/KAHHBIX OKTaBax B BepxHeM peructpe (g >-g°)!'*. Onu Bcerja 38yuar B CHHKOMPOBaHHOM
pUTME M COAEpKAT MEXKIY CBOMMHM 3BYKaMU CKpBITYI0 MEJIOJNI0O HHUCXOASLIEH TaMMBI,
CIIyCKAIOIIYIOCSl C BEPXHETO perucTpa K HrkHeMy. B cpenHell yacTu rapMOHUS U3JI05KEHA B BULE
aprepkuo, HallOMHUHAsl 3BYyYaHUE CTPYHHOTO HMHCTPyMEHTa Tuma ap@bl WM TUTapbl; B HEH
AKIEHTUPYIOTCA yBEeIU4YeHHbIE CeKYH bl Mexay VI u VII cTynensmu, yCHIuBaromue apxanaHbli
OpueHTaNIbHBIM Xapakrep. K KOHIly (OopMbl MHCTpyMEHTajbHAasi My3bIKajbHas TKaHb IOJHOCTBHIO
nepemenaercs B 6acoBblif peructp'!.

OOe mecHU BOKAJIBHOTO IMKJIA MPOAHAIM3UPOBAHBI C YYETOM TPEX YK€ YINOMHUHAEMBIX
paHee HMCHOJHUTENbCKUX Ty3TOB: Mewmo-conpano Y. bapromu ¢ akkommanementoM M.-X. Yona
(3anuch 1996 r.); 6ac-0apurona K. Ban Jlama u nuanucra Jlantona bonnyuna (3amuce 1983 1.);
6aputona JJxepanbaa Ounmy coBMecTHO ¢ Jixymuycom Jpeitkom (3amuck 2008 1.) % Kaxmnoe u3
HUX BOCIIPOM3BOJUT COOCTBEHHBII BapuaHT 0Opa3HOro CTPOsI.

Y. bapromun u M.-X. YoH mpenogHOCAT CIymIaTeN o o0pas3ell TOHKOW HWHTEpIpeTaluH,
OTMEYEHHOW BHHMAaHUEM K HIOAHCAM U 3BYKOBOM IUIacTUKE. MeEIIo0-COoNpaHo MOeT
COCPEIOTOYEHHO U MSTKO Ha legato, uzberas portamento 1 cOXpaHsisi pOBHOE yMEPEHHOE BUOPATo
B rojoce. Menoauueckas JIMHUS, HACbIIEHHAas (QUIUPOBKAMHM 3BYKa, pa3BepThIBAeTCS B
MMIIPOBU3ALIMOHHOM KJIIOYE, YTO MOApPa3yMEBaeT U B MApTUU POsUIi MPUXOTIMBYIO BPEMEHHYIO
opranuzanuio. B maccaxax neBuua nojib3yercs ropTaHblo, Kak 3TO MHOT/IA JeNIaloT B CTAPUHHOM
My3bIKE: B ICHUH OHA 3a/IEUCTBYET TE 7K€ MBI, KOTOPbIE UCTIOIB3YIOTCS MpU (OPMUPOBAHUU
3aJIHES3bIYHBIX COTJIACHBIX, K IPUMEpPY, Takux Kak [, K, X B pyCCKOM f3bIKE, YTO CLIOCOOCTBYET
0osee apTUKYJIMPOBAHHOMY IMPOU3HECEHUIO — IMPOTUBOMOJIOKHOCTh legato. Hauumnas co BTOpoOM
4acTU W B KYJbMHUHAIIMOHHOW KOJE, OHAa MpHUMEHsSET Oojee WHTCHCHBHBIA IO JWHAMUKE U
o0eproHaM 3ByK. B 1meroM poMaHTH3MPOBaHHO-paGUHUPOBAHHOE HCIIOJHEHHUE HOCHUT
co3eplaTeNbHbI U CEHTUMEHTAJIbHBIN XapakTep. 3BYK posils MO PyKaMu MUAHUCTA OTINYAETCS
PO3PAavYHOCTBIO: BEPXHUH PETUCTP 3BYYUT XOJOJHOBATO-XPYCTalbHO, a HIDKHMA —
METAIITNYECKH.

Aymno Xoze Ban Jlama u /. bonnywnHa 3ammcaHo Ha TOH HHXKE OpPUTHHAIBHOM
ToHanbHOCTU. C camoil mepBoil (hpa3bl NpHUBIEKaeT BHUMAHME TMMHHYECKH-ITPOCIIABIISAIOIINI
XapakTep, B HauOOJIbIIEeH CTENIEH! COOTBETCTBYIOIINI COAEPIKATEIEHOMY ITOCBUTY ITO3THYECKOTO

TCKCTa — CJIOBHO HEpEA CIyHaTejieM IMpCACTACT IaTpuapx WA BETX03aBETHHIN FCPOP’I, C

14 OkraBa U3 3ByKOB g B IapTUH (OPTENHMAHO MPUCYTCTBYET B KAXKIOM CO3BYUHH: C HEE HAYMHAETCS MECHS, OHA XKe
OCTUHATHO BBIJEPXKHUBAETCS BO BCEX paszAeiax.

15 CymecTByeT OorpoMHOE KOIMYECTBO apamkupoBok Kaddisch M. Papens mis pasIHYHBIX HHCTPYMEHTAIBHBIX
COCTAaBOB: JUIA CKPHWIIKH, anbTa, BUOJOHYENH, Cakco(oHa, Troyioca ¢ HWHCTPYMEHTAJIBHBIM aHcaMOJIeM M COJIOo
¢doprenunano. Tak, u3BecTHBIN MUAHUCT A. 3WIOTH BRIIOIHWI TpaHckpunuuto Kaddisch M. Pasenst st poprennano
(xoTopas cymecTByeT B apxuBHO# 3arucu I'. Korana).

116 C nanHbIMM ay1M03anuCIMU MOKHO O3HAKOMHTECS Ha CaliTe apXMBa KJIACCHUECKON My3bIKH classic-online.ru.

307



MY>KECTBEHHBIM JOCTOMHCTBOM BO3BELIAIONIMM AyxoBHyI0 ucTHHY. JK.BaH Jlam moer B

JEKIaMallUOHHOW MaHepe, U B OTIMYME OT NPEAbLAYLIEH BEpCUM, BE3J€ APTUKYJIUPYET 3BYKHU
WITPUXOM marcato. PUTMUYECKHH PUCYHOK IIECHM BOCCO3JACTCS B OJHOM TEMIle, C

apXUTEKTYpHOU TOUHOCTHIO. [IlepBoe c10BO Amen OTIEAEHO C MOMOILBIO OTUYETIMBOIO IPUCTYTIA,

B TO Bpems kak Y. bapTonu BOCIpOM3BOAUT €ro CIUTHO C MpeAblayluuMm ciaoBoM. [Ipuctymom B
BOKaJI€ Ha3bIBAIOT Iay3y MepeJl INIACHOM, YTOObI HE ObLIIO COEAMHEHNUS CJIOB IIPU NeHuu. JIMHrBHUCT

u guteparypoBen A. T'mpyukuit nosicuser: «Kaxaplii NpOU3HOCHMBIM 3BYK HMEET TpH

apTUKYJSIIMOHHBIC (ha3bl: MPUCTYI (IKCKYPCHIO), BBIICPKKY U OTCTYI (pekypcuto). Bce daswr
CBS3aHBl MeXJay coOOM Kak KOMIIOHEHThl Npou3HeceHus 3Byka. llpuctynm aprukymsiuuu

3aKJIIOYAETCsl B IEPEXO0J€ OPraHoB pedYd U3 CIOKOMHOIO COCTOSIHMSI WM apTUKYJIUPOBAHUS

MIPEAIIECTBYIONIETO 3BYKa B MOJIOKEHHE, TPpeOyeMoe MPOU3HOCUMBIM 3ByKOoM» [4 ¢. 53].

Koga mnpousBenenus mnpuoOpeTaeT TIepoOHKO-TOPKECTBEHHOE 3By4YaHHE, BEHYAEMOE
LIUPOKUM portamento Ha 3aKIOYUTENbHOM Amen. JI. bonaynH wWrpaer IUIOTHBIM Tylle M
OTHOCHUTEJIFHO Y/IapHO B CpeliHeM peructpe ¢poprenuano. B maptuu 1eBoit pyku nocsie apneakuo
MUAHUCT KKIBIA pa3 3aMETHO IJIs cirymaTens moBropset akkopa. Eciu M.-X. Hon 3axepxxuBan
[0 BPEMEHH MEpBBIA TOH aprekKho, TO B JAHHOM CIyyae Maccak HauMHaeTcs 0e3 OCTaHOBKH.
TemOp possisi HamoJHEH 3BEHALIE-MEIHBIM HACHIIIEHHBIM OTTEHKOM, ACCOLMUPYIOLIUMCS CO
3BydyaHueM ncantupu JlaBupa, npeBHero wuHcTpymeHta ¢ 10-12  cTpyHamMu, KOTOpBIM
CONMPOBOXKAAIOCH NIeHUE nicaMoB. [locinenHne akkopabl B KOJE 3By4aT BEIMYECTBEHHO, UMUTHPYSI
OpraHuyio (akTypy, 4To MOAYEPKUBACT CaKpaIbHBIN XapaKTep WHTEPIPETALIUH.

Jox. @unnu ¢ [Ix. JIpelikoM TakKe HCIOJHAKT MECHIO HAa TOH HUXKE OpUTHHAJIA.
bnarogaps mactuyHocTy GpasupoBKU U 00BEIUHEHUIO TAKTOB B 00Jiee KPYIHbIE TOCTPOCHHUS 3Ta
WHTEpOpETalMs SBISETCS CaMOM KOMMIAakTHOM 1o BpemeHu. J[x. OuHIM Bener BOKAJIbHYIO
MEJIOJIUIO TEeTUTBIM BBIPa3UTENbHBIM FOJI0OCOM B UMIIPOBU3ALIMOHHON MaHepe Ha [legato, co3maBast
o0pa3 modsierocs Mosoaoro uyaes. Akkomnanement JIx. J[peiika MOKHO Ha3BaTh «KHUBBIM», B
OTJINYUE OT YJAPHOTO CONPOBOXKJEHUS B MpEeAbIAYIIUX BapuaHtax. OH HE OrpaHMYMBAETCS
GbyHKIME TapMOHMYECKOH W PUTMHUYECKON MOJAEPKKH BOKaja, a BEAET CaMOCTOSITENbHYIO
JUHUIO, TOHKO pearupys Ha HMHTOHAIIMOHHBIC AaKIEHTHl IMEeBLA: HCIONB3YeT crescendo Ha
aKKoOpJax, TJIe-TO OTKIMKasCch Ha sforzando meBua. B maccaxkax BTOpPOW 4YacTH MECHU MHAHHUCT
HEMHOT0 3aMeUUISIET Hayallo M YCKOPSET apIe/PKUO K KOHILY, IIpUaBasi IBUKEHUIO ECTECTBEHHYIO
rubkocTh. B xome [Ixk. Jpeiik ucnomnb3yert npuem paccioeHust pakTypsl — TpH IJIacTa B MapTUU

pOsuIs 3By4ar Ha pa3HbIX JMHAMUYECKUX YPOBHSIX.

L’Enigme Eternelle
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L’Enigme Eternelle (Beunas 3a2a0ka) TOCTPOCHA B CTUXOTBOPHOU (hOpME Ha MIHIIIE KaK
¢unocodpckoe pasmbiiuieHne. HauanbHoe BBIpa)KEHHE Mup, mvl HAC BONpoulaeulb. MOXKHO
TPAKTOBAaTh KaK KOHCTAaTallUs TOrO, YTO IEpel KaXIbIM YEJIOBEKOM BCEJIEHHAs CTaBUT CBOU
Bonpocsl. CHHTarMa Ml omeeuaem, eciu Moxcem 03Ha4aeT, 4To NpoOIeMbl XKU3HU PELIAtOTCs B
KaKJOM clly4ae MHAMBHUIyanbHO. [l03TMYECKHII TEKCT COCTOUT M3 BOCBMU CTPOK, U3 KOTOPBIX
HEYETHbIE PACKpPHIBAIOT COJEP’KAHUE, a YETHBIE 3aIIOJHEHBbl MEXIOMETUIMHM tra-la-la, KOTOpbIE
BOCIPUHUMAIOTCS KaK HE0XKMJIAHHOE OTCTPAaHEHHE OT INIYOOKHX IO CMBICITY UJEH.

KommosuTtop pemaer My3bIKaIbHYIO (HOpMYy Kak MPOCTYIO TpexyacTHyio (a — b — a) ¢
KOHTPACTHOM CepeMHON U TOYHOU penpu30il. BokanbHas Menoaus B 1BaKbl TADMOHUYECKOM e-
moll cTpouTcs B CHUJUIAOMYECKOM MaHepe, KOrja KaKJOMy CJOry TEeKCTa COOTBETCTBYET
OTAENbHBIN 3ByK. OHa 4YeTKo JenuTcs Ha (pas3bl B UMEET BOJHOOOPA3HOE CTPOCHHE, B KOTOPOM
npeo0iiaaeT MoCTyNEeHHOE ABMKEHUE C BhleNeHneM sApKkux yB. 2 mexay 11l u IV noBbiuenHoit
CTyneHsAMU. B. SJlHKeneBMY ONMCHIBAIOT €€ KaK «HEHOPMAJIbHYI, TPEBOKHYIO M HEMHOIO
MHUYHYIO», KOTOpash XpOMaeT CO BCEMU CBOMMH jauccoHaHcamu [2 c¢. 45]. Cepenuna Ghopmbl
HeceT Ha cebe KyJIbMHUHAIINIO, YTO OTpakaeTcs B 60jee TMHAMUYHOM rapMOHUYECKOM PELIEHUH U
B PaCUIMPEHUHU BOKAIBLHOTO JMANA30Ha: B KpaifHUX YacTaX OH paBeH TpUTony (e —ais’), B pasznene
b—u. 8 (fis' —fis®).

doprenuanHas MapTUsi UMEET BaKHOE BBIpa3uTeNIbHOE U (opMoOOpasyrollee 3HauCHUE.
Vke BCTYIUICHHE SKCTIOHUPYET ABYXJIOJIbHBIN METp, CIIOKOHHBIN TeMn 1ranquillo u OCTUHATHYIO
pUTMHUYECKYI0 (GUTYpY, KOTOpas COMPOBOXAAET JIMHUIO TOJ0Ca HAa MPOTSHKEHUU BCEHl IMecHW,
co3/1aBasi BIIEYATJICHUE 3ayHBIBHOCTU. B 3Toii dopMylie BHUMaHHE MPUBIEKACTCA K PE3KOMY
3BYYaHHMIO KBapTOBBIX JyOJIMPOBOK U YBENUWYEHHbIX cekyHI. Kak otmeuaer Mapu-Kiep
benprpanno-Ilatee, M. PaBenmio ymaercss «Bcero B HECKOJNBKHMX TaKTaX CO3/4aTh aTrMocdepy,
KOTOpasi IPEKPACHO MEPEAAET XapaKTep OMPEACIICHHOIO0 MeCTa WU HacTpoeHus» [5 c. 531].

Y. bapronu u M.-X. HOH UCIIOJHSIOT NECHIO B TOHAJIBHOCTH OpurruHana. UHTepnperamnus
MEIIII0-COTPAaHO OKpallleHa OTTEHKOM 3araJoyHoCTU. B myHKTHpHOM pUTMe Ha pacneBax 1ra la la
HIECTHAAIAThIE JJIUTEIBHOCTH, YKOPauMBasiCh, PUTMHUUYECKH IPEBPALIAIOTCA B TPHUALIATHBTOPHIE.
Ilepen BO3BpalleHMEM K penpu3e a B JBYX MJIEHTHUYHBIX TaKTaX IE€BULA I[PUMEHSET
TeppacooOpazHyro TUHAMUKY, uepenys forte u piano. Ilocne pa3BuTHs B CpeHEN 4acTH, perpusa
noercsi «Oe’bIM» MPSMBIM 3BYKOM 0€3 JIOMOJHUTENbHBIX 00epToHOB. M.-X. HoH akkypaTHO
coOIOIaeT aBTOPCKUE JIUTH, MOJUYEPKUBAs AKIIEHTOM MEPBYIO IO KaXJIOTO TaKTa M MATKO
ocialuss 3By4aHue Ha BTOPYIO, IpuMeHss diminuendo. [lnanuct 4acTo HacIauBaeT Mealb, YTO

0COOEHHO 3aMETHO B T. 24.
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XK. Ban Jlam u JI. BonaynH HCTIOMHAIOT MUHUATIOPY HA TOH HUKe opuruHaina. bac-6apuron
UCTIONIB3YeT Oomble legato Ha THNACHBIX 3BYKax, cokpamias, kak u Y. bapromu, MyHKTHPBL
3aBepIiieHNe BOKAJbHON JMHUM HCIIOJHEHO C HCIIOJNb30BaHUEM diminuendo, 4YTO TpUAAET
MOCJICIHUM 3BYKaM JIOTIOJIHUTENbHYIO BBIPA3UTEIBbHOCTh. B 11eJloM [MaHHOW BepcUU HE
CBOMCTBEHHA 3araJJ0OYHOCTh; HAIIPOTHB, 37I€Ch BOZHUKAET OILIYIIEHUE MUCTUUYECKOU YTPO3bI B IyXe
HoBeu1 Onrapa Ilo, 4Yro oOecrieuynBaeTcsi HEMPEPHIBHBIM TMOCTYNATEIbHBIM JABUKEHUEM
MTOBTOPSIFOIIETOCS IBY3BYYHOTO MOTHBA B TApTUH (POPTEMUAHO, 00€ T0JIM KOTOPOTO PaBHOZHAYHO
TsDKEIble. AKKOMIIAHEMEHT HAlOMHHAEeT 3ByYaHHWE MAasTHUKA WM YacOBOTO MEXaHU3Ma,
OTCTYKHBAIOMIETO BpeMs — 3(QeKT, 4acTo BCTpeyaroniics B counmHeHusx M. PaBens. B 1. 24
nejanb yucras, 0e3 HacJIO0CHUH, pa3/ieNsitolias rapMoOHUH JUIs ciymaTesnsd. Kak u Ha npenpiyei
3anucu JK. Ban Jlam u [I. bonaynH B MACHTHYHBIX TaKTaX Ye€peayloT forte U piano, pu 3TOM €11
U 3aMeIIss.

Aynuozanuck [Ix. @unnu ¢ k. Jlpeiika Toxe caenaHa Ha TOH HUxke opuruHaia. C nepBbix
TaKTOB BO3HUKAET aTMoc(epa TAaMHCTBEHHOCTH OJ1arofapsi BKpaJaunBOi OKpacke rojoca 6apuToHa
u ToHKOMY muddepeHnnpoBaHHOMY Tylie y mnuaHucta. k. OUHIN NEMOHCTPUPYET IIMPOKUMA
CHEKTP BOKaJIbHBIX KpacoK, BapbHpys NOJady OT OTCTPAHEHHO-UHTHUMHON [0 peiabeHO-
AKIICHTUPOBAHHONW ¥ JOOMBAasCh BBICOKOW BBIPA3UTEIBLHOCTH Kaxaoil ¢paspl. OH TOYHO
coOJro/1aeT MyHKTUPHBIA PUTM, HE COKpaIas JUIMTeIbHOCTH. B TT. 29-30 nepBbliii TOH 3By4aT Ha
forte, octanbHble NPOBOAATCS diminuendo ¢ portamento, a B CIEQyIOIIEeH 3a 3TUM perpuse
IBWKeHue 3amemmsiercs. Y JDk. [lpelika 1memanb  CMEHSIETCS Ha  KaXJAOM  4YETBEPTH,
muddepeHuupys pa3Hble TapMOHUYECKHE CO3BYYMs, HO IPU ITOM Menanu3alus He «cyxas». B
3aKJTIOYUTENBHBIX TAaKTaxX C yKa3aHWeM perdendo (HauOoiblias CTeneHb descrescendo) MHAHUCT
aKLICHTHUPYET BHUMAHUE HAa pPacCpPeOTOYEHHOM MOTHBE YM. 7, KOTOPbIA B BUJE YB. 2 SIBIISIETCS

CBOCI'O poaa HeﬁTHHTOHaHI/Ieﬁ IICCHH.

BrpiBOABI

[ToxBoas UTOr CKa3aHHOMY, OTMETHM, YTO CPABHUTEIBHBIN aHAJIN3 BBILIEIIEPEYNCIEHHBIX
HCTIOJIHUTENIbCKUX BEPCUH BOKAJbHBIX IIMKJIOB HA OCHOBE €BPEHUCKUX HAPOJHBIX MEJIOIUN
JEMOHCTpUPYET OOrarcTBO HMHTEPHPETAMOHHBIX BO3MOXHOCTEH HTHX counHeHuid. Kaxaprit
BapUaHT  SABJISIETCA  YHUKAJIbHBIM  XYJOXKECTBEHHBIM  BBICKAa3bIBAHHEM,  OTPAKAKOLIUM
WHIMBUYaJIbHOCTh APTUCTOB U MX NOHUMaHHWE My3blku M. PaBenst. McnosnHutenein npusiekaer
SIPKOCTh MY3BIKaJIBHOI'O MAaTepHalla U CPAaBHUTEIBHO PEAKOE CLUEHUYECKOE BOIUIOLICHHUE, YTO

TO3BOJIACT KaXXJAOMY IICBIY OBITH CBOCTO poada nnepBOOTKPHLIBATCIICM 3TOH MY3bIKH.
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JInsi aieKBaTHOTO OTPaKEHUS] KOMIIO3UTOPCKOTO 3aMbICiIa KaKIbld W3 TEBIIOB BBHIOMpAeT
HaunOosee y00HyI0 UI HETO TOHAJIBHOCTD, TEMII, arOTHUKY U IPYTHE CPEACTBA BBIPA3UTEIHLHOCTH,
a TMUAHHCT, B 3aBUCHMOCTH OT THIA TO0JIOCA BOKAJIUCTA, CTPEMHUTCS HAWTH HEOO0XOIUMOE
UHCTpyMEHTalbHOE  Tywe. Pa3Hple neBueckue TEeMOpBl  CO3JAIOT  COOTBETCTBYIOLIME
SMOLIMOHAJIbHBIE OTTEHKH, a HEOJUHAKOBBIE TEMIIbI M JMHAMUYECKUE OTTEHKU IOPOKIAOT
HECX0XkHe HacTpoeHus. [ImaHUCTBI aKIEHTUPYIOT MHOrooOpasue (popTernuaHHOW HapTUU: OJHU

MOTYEPKUBAIOT PUTMUYECKYIO OCHOBY, JIpyTHe — TapMOHUYECKOE OOraTCTBO.
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Lucrarea ,,Leopard’s Path: Thirteen Visions for Chamber Ensemble” de Igor lachimciuc este o
creatie ce abordeaza limbajul componistic aflat la intersectia dintre traditia est-europeanad si tehnicile
muzicii contemporane occidentale. Studiul se concentreaza asupra problemei utilizarii tehnicii
dodecafonice si a modului in care aceasta este flexibilizata prin procedee de fragmentare §i reorganizare a
materialului sonor. De asemenea, a fost evidentiat rolul structurii seriale in organizarea atdt a indaltimilor
cat si a timbrului orchestral, ceea ce ofera creatiei lui Igor lachimciuc coerentd si diversitate expresiva.

Cuvinte-cheie: tehnica dodecafonica, head ,,capul”, matrice, inversia, retrograd (racohod),
retrograd-inversiune

117 E-mail: langamariana94@gmail.com
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The work ,,Leopard’s Path: Thirteen Visions for Chamber Ensemble” by Igor lachimciuc is a
composition that approaches the compositional language situated at the intersection of Eastern European
tradition and Western contemporary music techniques. The study focuses on the use of the twelve-tone
technique and the ways in which it is rendered flexible through procedures of fragmentation and
reorganization of the sonic material. It also highlights the role of the serial structure in organizing both
pitch and orchestral timbre, which provides Igor lachimciuc’s work with coherence and expressive
diversity.

Keywords: twelve-tone technique, head (row form), matrix, inversion, retrograde, retrograde
inversion, etc.

Introducere

Igor Iachimciuc — compozitorul, creatia caruia cuprinde un spectru larg de genuri, stiluri,
tehnici de compozitie s.a. — se remarca printr-o permanenta cautare a limbajului propriu. Aflat la
intersectiile dintre traditia est-europeana si tendintele muzicii contemporane occidentale, parcursul
sau componistic denota o tranzitie de la expresivitatea folclorica, lirico-dramatica a perioadei de
formare la o gandire componistica moderna, inovativa, uneori abstracta.

Noile tehnici de compozitie, modurile variate sunt prezente permanent in laboratorul de
creatie a fiecdrui compozitor. Dupa cum mentioneaza Anatol Vieru, ,,...Intalnim moduri aproape
oricand si oriunde, In folclor, in culturile diferitelor epoci, chiar si in acelea care adopta
tonalismul. In aceastd privinta universalitatea modurilor este evidentd” [l p. 64]. De asemenea,
Anatol Vieru este preocupat de introducerea in creatie a unui maxim de rigoare prin intermediul
logicii si al matematicii, din perspectiva teoriei modale, despre care considera ca ,,nu poate evita
formalizarea matematica” [1 p. 65].

Dupad cum cunoastem, ,,cea de-a doua ofertd a secolului XX de cantonare estetica in
perimetrul ordinii, aldturi de reimprospatarea traditiilor, de fapt opusa acesteia, a fost serialismul
dodecafonic (inventarea unei noi ordini muzicale), aplicat in creatie mai Intdi de reprezentantii
Noii scoli vieneze (Schonberg, Berg, Webern), cu actiune in planul indltimilor sonore, apoi de
Messiaen, Boulez, Stockhausen, Nono etc.” [2 p. 69]. Acest fapt a fost poate cea mai indrazneata
decizie a unei generatii de compozitori, iar Pascal Bentoiu a subliniat aceastd stare de lucruri,
observand ca ,,ceea ce i-a atras la Tnceput pe tinerii muzicieni catre compozitorii noii scoli vieneze
a fost continutul lucrarilor acestora, indubitabil, mai modern decat cel al operelor neoclasice,
beneficiind la acel moment de o prospetime mult mai mare” [3 p. 157].

Intr-un proces permanent de cautare se afla si Igor Iachimciuc care, dupi stabilirea in
Statele Unite ale Americii, si-a inceput activitatea pedagogica la Universitatea din Utah. Anii
2009-2010 au reprezentat un moment de cotiturda in parcursul sdu artistic si academic, Intrucat
urma sd sustind teza de doctorat in compozitie. Lucrarea prezentatd Leopard’s Path: Thirteen
Visions for Chamber Ensemble a fost conceputd cu o structurd riguroasa, evidentiind atit coerenta
pre-compozitionala cat si originalitatea limbajului sau muzical.
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Lucrarea Leopard’s Path — concept ideatic si compozitional

Creatia reprezintd un ciclu alcatuit din treisprezece viziuni pentru ansamblu de camera,
conceput ca o reflectie sonora inspirata de tabloul semnat de artistul plastic Jesse Allen, cu care
compozitorul a avut ocazia de a se cunoaste. Frumusetea, dar si viata ireald prezentata in pictura I-
au inspirat pe compozitor in crearea unei muzici care sd corespundd lumii fantastice redata de
artistul plastic ,,de pe alta planetd”. De aici reiese denumirea partilor creatiei lui Igor Iachimciuc
Leopard’s Path: Sky, Sun, First Interlude, Planets, Birds, Stones, Second Interlude, Leopard,
Trees, Plants, Third Interlude, Mountains, Ground. Din punct de vedere muzical si dramaturgic,
partile nu depind una de alta, astfel, fiecare poate fi executatd separat. Dupd cum ne-a relatat
compozitorul, lucrarea a fost interpretata, impreund cu un grup de elevi, doar prin prezentarea
catorva numere, in statele Utah si Arizona din SUA.

Ciclul Leopard’s Path este scris pentru urmdtoarea componentd instrumentald: flaut,
piccolo, clarinet in Bb, Eb, bass clarinet, viori, violoncel, tambal si pian. Se remarcd, pe langa
diversitatea timbrala a ansamblului, si prezenta tambalului — instrument de care Igor lachimciuc
este profund atasat. Integrarea acestuia in cadrul formulei camerale nu este una intdmplatoare, ci
reflectd atdt experienta artisticd a autorului cat si tendinta de a extinde paleta timbrala prin
valorificarea instrumentului pe care 1l poseda liber.

Toate cele 13 numere ale ciclului sunt scrise pentru componenta tufti, cu exceptia
interludiilor, care sunt pentru duete (nr. 3 — flaut si clarinet, nr. 4 — vioara si violoncel, nr. 11 —
tambal si pian). Aceste sectiuni indeplinesc functia de legdturd intre tablourile sonore, de
dezvoltare si transformare a materialul muzical expus anterior, precum si de a crea contraste
timbrale si expresive in cadrul desfasurarii discursului muzical.

In urma discutiilor purtate cu Igor Iachimciuc, am constatat ca limbajul componistic este
organizat conform tehnicii dodecafonice, formatd din 12 sunete organizate dupd principii
prestabilite. Cu toate acestea, compozitorul nu raméne in limitele sistemului serial, depasind
cadrul strict al acestuia prin diverse modificari libere asupra materialului sonor si prin
adaptabilitatea tratirii seriei. In vederea argumentirii aspectelor mentionate, analiza datid se va
concentra asupra primului numdr al ciclului Sky, considerat relevant pentru evidentierea
procedeelor componistice utilizare. Ideea centrald a autorului a fost de a redea ,.cerul” prin
viziunea unui Leopard. aflat pe o alta planetd, ireala, de aici reiesind sonoritatea timbrald si

armonicd neobisnuita.

Particularitati ale limbajului componistic in prima parte Sky

Matricea initiald a primului numar Sky este folositd ca introducere a fiecdrei miscari si

313



poate fi prezentata astfel:

Tabelul 1
a |b c
1 G |G# | B
2 |D |C# | C
3 |A |Bb | F#
4 |E |D# |F

Observam aici trei tetracorduri: tetracordul 1 — aranjat pe interval de cvinta perfectad (G-D-
A-E), tetracordul 2 — la fel interval de cvinta, doar ca modificat (C#-G#-D#-Bb), iar cel de al
treilea tetracord este completarea sirului cu sunetele care lipseau. Astfel, Igor lachimciuc
utilizeaza asa-numitul tetracord al lui Bartok (B-C-F#-F). Fiecare parte a lucrdrii Sky Incepe cu
head, care este considerat ,,capul” sau introducerea matricei. Fiecare miscare are un centru de
inaltime, ordinea fiind derivatd din matricea initiald in urmatoarea ordine: al, a2, a3, a4, b1, b2,
b3, b4, cl, 2, c3, c4, s.a. Acesta se transformd 1in diverse variante (inversia''®, retrograd
(racohod)!’, retrograd-inversiune'?’), dezvoltind astfel materialul tematic. Dintre aceste
modalitati de prelucrare, compozitorul recurge mai rar la inversiune, preferand in anumite
contexte organizarea discursului pe baza ordinii Tndltimilor derivate din seria originard. Totodata,
succesiunea exacta a inaltimilor, atit in matricea initiald cat si in randurile derivate, nu este tratata
intr-o desfasurare strict liniara. Structurile seriale sunt fragmentate si reconfigurate sub forma de
tetracorduri, tricorduri sau indltimi izolate, care pot fi interschimbate, permutate sau rotite,
generand astfel o flexibilizare a discursului dodecafonic si o diversificare a organizarii sonore.

Succesiunea acordurilor a, b si ¢ implica 16 linii posibile cu trei indltimi pe care am putea
si le prezentim intr-un tabel. In acest sens, compozitorul ne-a pus la dispozitie o serie de tabele

analitice care ne-ar putea ajuta sd intelegem organizarea materialului sonor in cadrul lucrarii:

Tabelul 2
a 1 1 1 1 1 1 1 1 1 1 1 1 1 1 1 1
b 1 1 1 1 3
c 1 4 1 2 3 4 1 2 3 4 1 2 3 4

Dupa cum mentioneaza autorul, linia al din fiecare rand derivat, reprezinta nivelul central
de transpozitie al matricei initiale care, asa cum s-a mentionat anterior, este transpusa la fiecare
dintre cele 12 clase de inaltime?'. Succesiunea sirurilor este realizati intr-o manierd cit mai

evidenta, finalizarea fiecarui sir avand rolul de inceput al sirului urmator.

118 [nversia reprezinta procedeul prin care directia intervalelor din seria originald este rasturnatd simetric.

119 Retrogradul constd in redarea seriei de la ultimul sunet spre primul, farid modificarea intervalelor interne.
120 Retrograd-inversiunea combini cele doud procedee anterioare: seria este mai intai inversati intervalic, apoi
parcursa in sens retrograd.

12! Interviu realizat cu Igor lachimciuc — 29 ianuarie 2026.
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Tabelul organizarii sunetelor in primul numar Sky al ciclului Leopard’s Path: Thirteen

Visions for Chamber Ensemble este prezentat mai jos.

Tabelul 3
Head | G D A E G# |c# |Bb [D# [B Cc |F# |F
P7 |G G# |B D ct | C A Bb |[F# |E D# F
Pt C c# | A G F# [G# |Bb [B D F E D#
P6 |F# |G Bb C# C B G# | A F D# D E
P2 |E F C# B Bb C D D# |F# |A Gt |G
P4 |E F G# |B Bb |A |[F# G D# |[C# |C D
Pl A B c# |D F G# |G F# D# |E C Bb
P3 |E G Bb A G# F |F# |D C B C# | D#
Pe |D Bb G# G A B C D# |F# |F E C#
P5 |C# |D# |F |F#t |A C B Bb. | G G# |E D
PO |E G F# F D D# |B A PG# |Bb |C C#
P8 |G F E F# |[G# |A C D# |[D C# Bb |B
P9 |[D# |D B C G# |F# |F G A Bb C# |E
P7 |G G# B D C C# | A Bb |[F# |E [D# |F

Din punct de vedere timbral, orchestratia urmeaza o logicd riguroasa, determinata chiar de
structura seriei. Lucrarea incepe cu ,,capul”, organizat dupd structura 1, 1, 1. Astfel, primul
tetracord este atribuit compartimentului de coarde, fiind redat in flageolete, al doilea tetracord este
incredintat exclusiv pianului, iar cel de-al treilea revine instrumentelor de suflat. In acest mod,
organizarea seriei genereaza si repere de orchestratie, sirul devenind factor ordonator nu doar al
inaltimilor, ci si al distributiei timbrale.

Exemplul 1
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Urmatorul sir, P7, are structura 1-2-3, cu o micd modificare la final. Aceasta introduce o

schimbare 1n conceptul structural la final, dar care pastreaza, totusi, identitatea seriei. Daca
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urmarim tabelul nr. 3, putem observa distributia sunetelor pe compartimente si ordinea lor
intervalica. Segmentul 1 apare la flaut si tambal, segmentul 2 apare in totalitate la tambal, iar
segmentul 3 — la pian, conform principiului de rotatie a tetracordurilor. Finalul sirului se leaga

subtil cu inceputul urmatorului, creand continuitate si coeziune in constructia sonora.

Exemplul 2
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Concluzii

Analizand ordinea fiecarui sir, observam ca Igor lachimciuc utilizeaza seria de 12 sunete
cu flexibilitate, permitdnd variatii si combinatii multiple fard a respecta cu rigiditate ordinea
initiala. Aceastd libertate a materialului serial confera compozitiei varietate expresivd si
posibilitatea de a adapta si ordona intervalica in functie de cerintele structurale si expresive ale

fiecarui numar.
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Studiul analizeaza tripticul ,, Rituri si dansuri telurice” de Viad Burlea, urmarind modul in care
sursa folclorica este valorificata la nivel semantic si structural, in absenta unor citate muzicale concrete.
In cazul dat, se evidentiazd faptul cd, desi lucrarea apartine esteticii muzicii noi, ea este condusd de o axd
a conceptului general de sorginte arhaica. Sunt explorate mecanismele prin care elemente ale limbajului
popular, precum structurile ritmice, accentele metrice si stilul ornamental, sunt integrate organic in
tesatura sonora contemporand. Concluziile subliniaza capacitatea compozitorului de a evoca ethosul
dansului popular prin sugestie si penetrare profunda a modelului folcloric, transformdnd referinta
traditionald intr-o experientd conceptuald abstracta, dar recognoscibila la nivelul expresiei.

Cuvinte-cheie: sursa folclorica, dans, creatie de camerd, Vlad Burlea, limbaj muzical

The work of composer Viad Burlea offers a vast field for the study of various aspects related to
musical art, compositional techniques, tradition and modernity, etc. The theme of incorporating folkloric
sources in Vlad Burlea’s works represents a distinct subject, within which we can identify different levels of
this phenomenon. from the direct use of folk material and its passage through the creative and compositional
filter specific to academic music (of the chamber orchestra, the symphonic orchestra, the piano, and others),
to the absorption of elements of musical folklore into a complex texture that reveals a sophisticated
contemporary compositional language. “Chisinaul de candva” for flute and string orchestra is a compelling
example of the use of folklore in compositional creation.

Keywords: folkloric source, valorization, compositional creation, Viad Burlea, musical language

Introducere

Opusul Rituri §i dansuri teluricé®® prezintd un ciclu din trei lucriri scrise pentru pian,
declamator si ansamblu orchestral: vioara, violoncel, flaut, clarinet in B si percutie (2017). Fiecare
parte are un titlu: partea intai — Rumeondra — fata care danseaza, partea a doua — Cornul lunii si
finalul — Calusul. Creatia data a fost dedicatd aniversdrii de 30 de ani ai ansamblului Traiect,
fondat in anul 1982 de catre compozitorul Sorin Lerescu, cu scopul de a promova valorile muzicii
contemporane romanesti si internationale: ,, TRAIECT a devenit in toti acesti ani o rampa de
lansare a interpretilor de muzicd noud si, totodatd, un creuzet al experientelor componistice de

ultima ord. TRAIECT a lansat, in prezentele sale pe podiumurile de concert, un adevarat program

122 https://www.youtube.com/watch?v=GMj7HQAdBOS8
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de stimulare a creatiei autohtone” [1]. In aceasti lucrare Vlad Burlea implementeaza principiul de
teatralizare, aplicind diverse procedee. Fiecare parte are propriul sinopsis, care este recitat de
declamator, astfel este transmis nemijlocit mesajul ideatic, unde este redat intreg peisajul muzical,

care creeaza, totodata, efectul de basm, fantezie.

Prima parte Rumeondra — fata care danseaza

Rumeonda are urmatorul sinopsis: Fata interpreteaza :un dans ritualic cunoscut numai de
ea./Fortele telurice vor sa=i fure dansul/Inocenta si puritatea fetei salveaza “:dansul. Din punct de
vedere al limbajului muzical si al elementelor de scriiturd componistica, evidentiem o abordare
moderna, cu armonii disonante, utilizarea frecventd a clusterelor, cromatismelor, tehnicile
componistice contemporane precum sonoristica, elemente de poantilism s.a.

Structura arhitectonica, a primei parti reprezintd o formd cu variatiuni, care poate fi

reprezentatd schematic in felul urmator (7Tabelul 1):

Tabelul 1
Introducere A Punte Al Punte A Aj Punte Ay Coda
1-4 5- 32-34 35-87 88-90 91-103 104-135 136-140 141-159 160-165
31

In introducere evidentiem in partida instrumentelor de percutie canavaua ritmici care este
axata pe o formula specifica sistemului ritmic aksak, ce predomina pe tot parcursul lucrarii. Este
ritmul dansului pe care il executd o fatd — Rumeondra. Acesta este dizolvat pe parcurs intr-o
substanta ritmicd constantd, dar capricioasd: dansul ritual si anturajul se impletesc firesc.
Sectiunea A4 debuteaza cu motivul tematic de baza, interpretat la pian, vioara si violoncel, formula
ritmicd din introducere si o0 melodie unduioasd la méasura de 9/8, care ulterior este preluata de catre
flaut si clarinet (mm. 16-31), 1n registrul acut si cu unele varieri (Exemplul 1):

Exemplul 1. Viad Burlea, Rituri si dansuri telurice, partea intdi, Rumeondra, sectiunea A,
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In textura muzicaldi se impun formule intonationale repetitive, rotative, in miscare
perpetue, ceea ce ar ilustra necesitatea executiei neintrerupte a dansului ritual. Totodata, autorul
foloseste efecte sonore, precum frullato si tril, elemente de poantilism, care contribuie la
conturarea imaginii conceptiei ideatice. Intre sectiuni existi o micd punte (mm. 32-34), cu
indicatia Lento rubato, ce are rolul de trecere si, totodata, de pregatire a urmatorului segment
sonor din prima parte. Linia melodica a puntii, chiar daca este mica, o putem cataloga ca un motiv
muzical, unde autorul utilizeaza elemente din tehnica componistica contemporana, in cazul dat —
procedeul sonoristic with winds cantat la flaut, ce creeaza efectul multi-fonic si, respectiv,
demonstreaza incheierea primului segment muzical. Ulterior, urmeaza sectiunea A 1, care, la fel ca
precedenta, incepe cu motivul de baza la pian, vioard si violoncel, pe acelasi ritm, dar dezvoltat de
catre clarinet si flaut prin pasaje scurte pe durate de optimi si incheiate cu sunete de inaltime
nedeterminata. Totodata, constatim o stratificare melodicd in textura muzicald: vioara si
violoncelul cantda melodia de baza (segmentul a), iar clarinetul si flautul interpreteaza in terta alta
melodie (Exemplul 2):

Exemplul 2. Viad Burlea, Rituri i dansuri telurice, partea intdi, Rumeondra, sectiunea 4,

segmentul melodic a
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In masurile 88-90 identificim din nou puntea de legiturd, identici cu cea din sectiunea
precedentd, la fel cu indicatia Lento rubato si cu utilizarea de catre autor a acelorasi procedee
sonoristice. In sectiunile A » (mm. 91-103) si A 3 (mm. 104-135) se produce dezvoltarea melodiei
din sectiunea A3 si executarea ei de catre ambele grupuri instrumentale: vioara, violoncel; clarinet
si flaut in acompaniamentul pianului si formulei ritmice in aksak la percutie, ajungidndu-se la
culminatia intregii lucrari (Exemplul 3).

Exemplul 3. Vlad Burlea, Rituri si dansuri telurice, partea intdi, Rumeondra, sectiunea A
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In masurile 136-140 se creeaza puntea si pregitirea ultimii sectiuni A 4 (mm.141-159), o
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ultima variere a temei initiale (A (mm. 5-31). Lucrarea incheie cu Coda scurtd (160-165), la
masura Ad libitum, in partida flautului, bazata pe o sursa sonora pe inaltime nedeterminatd, astfel
creand efectul de suspans tensionat, prezent in intreg materialul sonor al partii intai. In masurile
163-165 evidentiem la nuanta de forte o consunare formata din 5 P in partida violoncelului si a
violinelor, iar la pian o consunare formata din 3M si 2M, 1n timp ce in registrul acut al flautilor

sund sunetul re. Toate acestea amplifica si mai mult caracterul incordat si concentrat al lucrarii.

Partea a doua, Cornul Lunii

Aceastd parte are urmdtorul sinopsis: [# lumina palidd a semilunii, barbati si femei rostesc
textul magic, textul descaitecului de dragoste, preluat din folclor. Ei incep sa se miste i n ritmurile
sale, toti si fiecare n parte. Cornul lunii se oglindeste palid in sticla geamului. Declamatorul
rosteste: Luna, luna Vargaluna./ Tu esti mandra si frumoasa/ A noptii craiasa. Luna, luna, tu ai
cal, dar brau nu ai/ N-ati tie brau si fa calului frau./ Lund, lund, luna Vargaluna./ Tu esti mandra
si frumoasa/ Lund, a noptii craiasa. Luna, luna, sa faci brau calului meu/ Sa mergi dupa ursitul
meu/ Luna, luna Vargaluna./ Tu esti mandra si frumoasa/ Mdndra si frumoasa/ Lund, a noptii
craiasa. Textul descantecului este diseminat pe parcursul partii, inchegand structura arhitectonica,

in care se contureaza forma strofica (7Tabelul 2).

Tabelul 2
A B A C A
mm. 1-13 14-24 25-48 49-63 64-70

Dat fiind faptul ca se rosteste un descantec, autorul a tinut cont de particularitatile
interpretdrii acestuia, ne referim la executie parlando rubato, dar cu o anumita structura ritmica,
ce creeaza periodicitate. Este efectul ,.tirbusonului”, specific descantecului. Declamatorul rosteste
textul cu o voce de o intensitate anumita, parlato. Astfel, ,,functia descantecului este readucerea
starii de echilibru organismului prin vindecarea bolilor fizice si sufletesti, alungarea duhurilor
necurate si desfacerea vrajilor facute asupra bolnavului. Descantecul este parte componenta a unui
ritual sau chiar reprezintd un ritual, fiind interpretat In anumite conditii legate de loc, timp si
anumite reguli de interpretare si transmitere(...). Declamatorul il recitd intr-un mod anume, cu
glasul prefacut (mai puternic sau mai slab decat obisnuit) in soapta, insotit de marirea sau
micsorarea tempoului, in dependenta de scop si experienta personala a performerului” [2].

Sectiunea 4 (mm. 1-13), care indeplineste functia de refren are versurile — Lund, luna, luna
Virgdlund./ Tu esti mandrd si frumoasd/ A noptii crdiasd. In partida pianului suni intervale de

secunde mici, lamento, iar la vioara si violoncel — cvarte perfecte, ceea ce exprimd Intocmai
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caracterul descantecului. Ea se termind cu o incheiere instrumentald In tehnicd aleatorica,
executata la flaut si procedeul sonoristic with winds interpretat la fel de flaut. Sectiunea B (mm.
14-24) contine textul Lund, lund, tu ai cal, dar brau nu ai/ N-ati tie brdau si fa calului frau.
Semnificatia mesajului este amplificatd prin efecte sonoristice, tehnica aleatoricd si sunete
nedeterminate intonational in partida flautului. Deznodamantul discursului muzical, sectiunea C
(mm. 49-63) este realizat pe versurile: Lund, lund, sa faci brau calului meu/ Sa mergi dupa ursitul
meu, marcate instrumental cu procedeele sonoristice: glissando-uri, tehnica aleatorica (5 sec.),
pasaje ascendente in partidele flaut si clarinet pe sunete nedeterminate intonational, clustere la
pian, ceea ce amplificd misterul descantecului. Ulterior, intensitatea discursului dramatic este in
descrestere pana la nuanta de pp. Partea a doua incheie pe versurile refrenului — Lund, lund, luna
Vargaluna./ Tu esti mandra si frumoasd, insotite de un glissando la flaut (Exemplul 4).

Exemplul 4. Viad Burlea, Rituri i dansuri telurice, partea a doua, Cornul Lunii, refrenul
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Partea a treia Calusul

Partea a treia din ciclul Rituri si Dansuri telurice are titlul Calusul —un dans cunoscut din
repertoriul interpretat de grupul de barbati in cadrul obiceiului Calusarii, care se practica in
perioada de primavara-vara a ciclului calendaristic, de sarbatoarea Rusaliilor. Una din functiile
calusarilor era purificarea si alungarea spiritelor malefice din sate, de la stane, de pe cdmpuri si
alte locuri, unde executau dansurile rituale: ,,Datina Calusarilor inldntuie trdirea neintreruptd a
stramogilor nostri ce ne amintesc c¢d suntem fii ai vetrei solare, unde vortexurile cosmice, energiile
solare, sunt semnalate permanent in initierile stradvechi. Vechea religie este codificata in acest joc
ceremonial, depozit unic si universal de vietuire” [3]. Vlad Burlea asociazd semanticii dansului
Calusul un subiect literar, directiondnd ascultatorul spre un obiectiv concret, text preluat din
folclor: S-a luminat de-a binelea. Fldacaii se intorc de la cosit fan, obositi dar bucurosi, e multa
iarbd vara aceasta. In cale le iese o lauzd si ii roagd sd joace in fata portii sd-i creascd pruncul
ca ei, mare §i voinic.

Sursa folclorica este valorificatd, in primul rand, la nivel semantic prin semnificatia
ritualului sacru axat pe dansul barbatesc Calusul. Acest nivel de valorificare este completat cu

nivelul de abordare creativd a diferitor elemente ale limbajului muzical folcloric, ne referim la
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ritm, ornamentarea melodiei, ison s.a. Toate, in ansamblu, conlucreaza la redarea continutului cu
tehnicile componistice specifice muzicii contemporane, precum: izoritmia, asimetria, ostinato,
sonoritatea s.a.

Dansul incepe la nuanta de forte. Linia melodica este trasata in partida viorii, iar pe parcurs
va fi dublatd de partida clarinetului. Pianul debuteaza pe clustere: sunetele do, re, mi, fa, sol.
Organizarea ritmicd a clusterelor dar si formulele ritmice din acompaniament pe parcurs ne
amintesc de tipul de dans batutd-hora (Exemplul 5 ).

Exemplul 5. Viad Burlea, Rituri si dansuri telurice, partea a treia, Calusul, sectiunea A
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In continuare acest material muzical va fi tratat variational, dubldri in octavd, alternarea
accentelor pe timpi slabi si tari, ceea ce confera instabilitate metrica, dar si senzatia de miscare,

magie, fortd (Exemplul 6).

Exemplul 6. Viad Burlea, Rituri si dansuri telurice, partea a treia, Calusul, sectiunea A
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Grupul instrumentelor de suflat din lemn preiau tematismul si amplifica sonoritatea,
continudnd modalitétile precedente de tratare a tematismului. Salturile permanente la interval de
octava, cresterea constantd a sonoritatii creeaza efectul de instabilitate, spatialitate, se produce o
dinamizare ampla (Exemplul 7).

Exemplul 7. Viad Burlea, Rituri si dansuri telurice, partea a treia, Calusul, sectiunea A
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In textura muzicala complexd si limbajul de facturda modernista transpar, in procesul de
tratare si variere a tematismului, elemente ornamentale specifice muzicii folclorice, obtindndu-se o
colorare in stil popular a sonoritatii (Exemplul 8).

Exemplul 8. Viad Burlea, Rituri si dansuri telurice, partea a treia, Calusul

ls2 - i3 - o - o be &
o e e P P P PP P g
K4 ; ¢ ;- - . .
L N el SR N N ST A a S
ve EE e 7 e 7 ey —rr
R R i i R S R

Compozitorul utilizeaza aici efectul de tropait, intregind astfel arsenalul compozitional
divers aplicat in creatia analizata (Exemplul 9).

Exemplul 9. Viad Burlea, Rituri si dansuri telurice, partea a treia, Calusul
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La unison, pe futti in registrul Tnalt, atingadnd sectorul culminat al acestei parti, dinamic si
de o sonoritate complexd, Calusul, dar si intreaga creatie, incheie in extaz, forta si magie, cu

convingerea ca ritualul va avea efectul scontat.

Concluzii

Asadar, chiar daca lucrarea Rituri si dansuri telurice pentru ansamblu instrumental a lui
Vlad Burlea este o lucrare ce apartine, din punct de vedere compozitional, etapei moderne, asa-
numita etapd a ,,muzicii noi”, $i nu vom identifica o sursd muzicala concreta inspirata din folclor,
in pofida subiectelor care deschid nemijlocit perspectiva unor citari sau preludri tematice,
valorificarea sursei folclorice se preteaza la nivel semantic, producandu-se o penetrare profunda
sub forma unei axe a conceptului general al creatiei. In jurul acesteia ruleaza sclipiri de elemente
ale limbajului muzical folcloric, precum structuri ritmice, accente metrice, care amintesc de dansul

popular, stilul ornamental specific muzicii instrumentale folclorice.
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Articolul dat este dedicat tratarii interpretative a ciclului ,,I Hate Music!” pentru voce si pian de
Leonard Bernstein. Sunt analizate trei versiuni care apartin sopranelor din Statele Unite ale Americii —
Barbara Bonney, Harolyn Blackwell si Barbara Streisand. Bazdndu-se pe metoda de analiza comparativa,
se fac concluziile privind interactiunea a doua abordari interpretative de baza. prima consta in aderarea
la traditiile liedului din epoca romantismului, manifestat in versiunea sopranei Barbara Bonney. O alta
tendintd, provenita din traditiile specific americane de interpretare a muzicii jazz, pop, a genului de
musical, se manifesta in versiunea Barbarei Streisand, iar versiunea lui Harolyn Blackwell imbina
elemente ale ambelor abordari. Aceste directii interpretative se justifica prin specificul stilului componistic
al lui L. Bernstein, care imbina atat traditiile culturii muzicale academice cdt si ale celei non-academice.

Cuvinte-cheie: ciclu vocal, interpretare, canto, Leonard Bernstein

This article is devoted to an interpretive analysis of Leonard Bernstein’s song cycle “I Hate
Music!” for voice and piano. It examines three versions performed by the American sopranos — Barbara
Bonney, Harolyn Blackwell, and Barbara Streisand. Using a comparative analysis method, the author
draws the conclusions regarding the interaction of two basic interpretive approaches: the first consists of
adherence to the traditions of the Romantic-era lied, as manifested in the version of soprano Barbara
Bonney. Another trend, stemming from specifically American traditions of interpreting jazz, pop, and
pieces in the genre of musical is evident in Barbara Streisand’s version, while Harolyn Blackwell’s version
combines elements of both approaches. These interpretive directions are justified by the specifics of L.
Bernstein’s compositional style, which combines both academic and non-academic musical traditions.

Keywords: song cycle, interpretation, singing, Leonard Bernstein

Introducere

I Hate Music: A Cycle of Five Kid Songs este un ciclu vocal pentru soprand si pian,
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compus de compozitorul american Leonard Bernstein in 1942. Titlul lucrarii provine de la
exclamatiile frecvente ale artistei Edys Merril, vecina compozitorului, cdnd aceasta era exasperata
de sunetul constant al pianului lui L. Bernstein. Mentionam in paranteze, ca ciclul este dedicat ei

[1]. Ciclul vocal este constituit din cinci miniaturi vocale: [ Hate Music!/My Name is
Barbara/Jupiter Has Seven Moons /A Big Indian and A Little Indian /I'm a Person Too. Aceasta
colectie de miniaturi vocal-camerale exploreazd teme precum detestarea muzicii, monotonia,
visurile si jocurile. Plind de umor si viziune infantila, creatia vizatd se deosebeste printr-o
melodicitate aparte, prin ritmuri sincopate specifice limbajului muzical al lui Leonard Bernstein.
Compozitorul reflectd un dialog intre inocenta reald si cea pretentioasa, marcatd de simplitate
aparentd si complexitate armonica, devenind o bijuterie a repertoriului de lieduri.

Daca privim acest ciclu vocal din punct de vedere al auditoriului céruia 1i este adresata
lucrarea, depistdm echilibrul intre inocentd si sofisticare, ce permite adresarea unui public
eterogen: atat copiilor cat si adultilor. Fiecare dintre cele cinci cantece are un caracter personalizat
si distinct. Astfel, Dream with Me este o invitatie la vis, cu un lirism dulceag, dar cu o nota subtila
de ironie. Partea a doua, I Hate Music, este liedul unde copilul isi exprimd exasperarea, dar
muzica, desi aparent simpld, aduce complexitatea armonica a limbajului lui Bernstein. Jupiter Has
Seven Moons este plind de imaginatie despre planeta Jupiter, unde Bernstein se joaca cu ritmuri si
accente. Partea a patra, A Big Indian and A Little Indian, reprezinta o ghicitoare de copii, plina de
umor, in timp ce partea finald a ciclului, /'m a Person Too, reprezinta o autoafirmare a fetitei, plind
de curaj si amuzament. Asadar, sub aspect ideatic, ciclul in cauza este oglinda copildriei, redata cu

inteligenta si umor — trasaturi tipice lui L.Bernstein.

Interpretele ciclului vocal I Hate Music: Barbara Bonney, Harolyn Blackwell si
Barbara Streisand

Pentru realizarea unei analize comparative am ales interpretarea ciclului vocal [ Hate
Music! a compozitorului din Statele Unite ale Americii, Leonard Bernstein, de catre trei soprane
americane: Barbara Bonney, Harolyn Blackwell si Barbara Streisand. Vom prezenta succint toate
trei interprete.

Barbara Bonney (a.n. 1956) este orenumitd soprand liricA americand, ndscutd in
Montclair, New Jersey, SUA. Si-a inceput educatia muzicala studiind pianul si violoncelul, inainte
de a se orienta spre canto, la Mozarteum. Fiind consideratd una dintre cele mai importante artiste
lirice ale generatiei sale, cunoscuta pentru interpretarile sale in operele lui W.A. Mozart (Susanna
din opera Nunta lui Figaro, Pamina din Flautul Fermecat) si Richard Strauss (Sophie din opera

Der Rosenkavaler), dar si ca o excelenta interpretd de lieduri, a cantat la toate teatrele de opera
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mari din lume, inclusiv Metropolitan Opera, Covent Garden si La Scala.

In afard de aceasta, cAntireata are o discografie vasti cu peste 100 de inregistrari dedicate
liedurilor. Actualmente este profesoard de cantola Universitatea Mozarteum din Salzburg,
Austria, mentorand noi generatii de cantareti, fiind si profesoard invitatd la Royal Academy of
Music din Londra. Continua sa sustina recitaluri si masterclass-uri la nivel international. Maniera
interpretativd a sopranei Barbara Bonney se deosebeste printr-un rafinament liric si claritate
stilistica.

Harolyn Blackwell (n. 1955) este una dintre cele mai respectate soprane de coloratura,
cunoscuta in special pentru interpretarea muzicii americane din secolul XX. A studiat la Indiana
University si Manhatten School of Music. A debutat la New York City Opera, a cantat la Carnegie
Hall.

Vocalista poate fi consideratd una dintre interpretele care au inteles cel mai profund stilul
lui L. Bernstein. Soprana Harolyn Blackwell a interpretat frecvent ciclul [ Hate Music, iar
inregistrarile acesteia sunt deseori folosite ca material didactic. Inregistririle importante ale
interpretei includ: Harolyn Blackwell Sings Bernstein, Harolyn Blackwell Sings American Songs
(Vol. 1&2) s.a. Desi a cantat Mozart, Strauss si repertoriu de opera clasicd, H. Blackwell a devenit
cu adevarat emblematica prin interpretarea lucrarilor cameral-vocale ale compozitorilor americani
Leonard Bernstein, George Gershwin si Aaron Copland.

Abordarea lui Harolyn Blackwell se remarca prin respect strict pentru partitura, dictie
exceptionala, planul interpretativ bine construit, fard caricaturd, echilibru intre copildrie si
inteligenta matura. Interpretarea sopranei imbind otehnica vocala desavarsitd cu expresivitatea
teatrala. Fiind o vocalista cu capacititi teatrale inedite, Harolyn Blackwell, interpreteaza, totodata,
cu strictete toate indicatiile si remarcile compozitorului.

Barbara Streisand (n. 1942) — cantareata, actritd, regizoare si producdtoare americana
legendara, una dintre cele mai de succes femei din istoria showbiz-ului. Fiind castigatoare a
premiilor Oscar, Grammy, Emmy si Globul de Aur, a devenit celebrd datoritd vocii sale unice,
rolurilor din musicaluri (Funny Girl) si hiturilor precum Woman in Love. A vandut peste 150 de
milioane de discuri in intreaga lume, ceea ce o face una dintre cele mai bine vandute artiste. Este
singura artista ale carei albume au ocupat primul loc in topul Billboard 200 timp de sase decenii
consecutiv (In perioada anilor 1960 pand in 2010). Cantdreata a inregistrat / Hate Music In 1963,
in cadrul The Barbara Streisand Album. Barbara Streisand — céantareata de muzicd pop si
interpretd a genului de musical, este faimoasd prin capacitdtile sale artistice extraordinare atat

vocale cat si cele actoricesti.
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Analiza comparativa a trei versiuni interpretative

Barbara Bonney practica un stil liric vocal de camerd modern, propunand o interpretare
intima, transparenta si extrem de rafinata, cu accentul pus pe detaliile textului poetic-muzical cu
paleta de nuante dinamice — bogatd si variatd. Vocea ei are un timbru luminos, usor, un control
foarte fin al dinamicii cu aplicarea nuantei pianissimo foarte expresiv.

Tratarea ciclului este mai putin dramaticd, cu mai multd sensibilitate si finete vocala, cu
crearea unei atmosfere aparte in cadrul fiecirei miniaturi. In ceea ce priveste relatia ,,poezie-
muzica”, meritd de apreciat o dictie impecabild, un respect deosebit fatd de cuvantul rostit si
cantat, si precizia ritmicd uimitoare. Umorul, care se contine in textul ciclului si in muzica
acestuia, se reda sugerat, nu demonstrativ. Sub aspect stilistic, Barbara Bonney scoate in evidenta
specificul cameral al ciclului: cantareata se bazeazd pe un stil de interpretare apropiat
impresionismului muzical, fara contraste stralucitoare, cu o voce foarte blanda, un sunet moale cu
articulatie perfecta, fard a accentua cuvintele individuale si evitand contrastele dinamice exagerate.

In miniatura incipientd a ciclului My Name is Barbara [2], stilul vocal al cantiretei se
apropie de estetica muzicii europene de camerd prin accentul pus pe cuvantul céntat, articulatie
impecabild, intelegerea semnificatiei textului. In interpretarea celei de-a doua miniaturi — Jupiter
Has Seven Moons [Ibidem], mai ales cand se apropie apogeul miniaturii vocale, Barbara Bonney
modifica usor structura ritmicd a melodiei, introducand elemente de swing, intarziind sau
avansand usor sunetele fatd de pulsatie de bazd. Culoarea vocii ramane la fel de clard si
transparentd ca si In primul /ied.

In partea a treia a ciclului / Hate Music! [Ibidem], putem observa un plan de interpretare
construit de cantireatd cu mare abilitate. In repriza, acelasi material muzical, si anume fraza I Hate
Music!, sund cu vocea mai plind si mai densd In comparatie cu expunerea incipientd. O altd
trasaturd interpretativa caracteristicd vocalistei este usurinta cu care aceasta introduce schimbarile
de tempo, urmarind ideea compozitorului foarte precis, fara a se grabi, dar, cu toate acestea,
schimband cu usurintd tempoul si asigurdnd claritatea articulatiei si inteligibilitatea discursului
muzical.

In partea a patra a ciclului / Hate Music!, intitulatd 4 Big Indian and a Little Indian
[[bidem], o atentie deosebitd este acordatd interpretarii sectiunii bazate pe declamatie: aici
cantireata alege o manierd declamatorie usoara, lejera, cu articulatie impecabila. In partea finala a
ciclului, I'm a Person Too [lbidem], cantireata Barbara Bonney subliniazd subtil interactiunea
fireasca a doud moduri diferite de a canta: prima maniera fiind intr-un ritm constant, la un tempo
moderat, similar cantului religios, iar a doua maniera este mai declamatorie, mai jucausa si reflecta

caracterul fetitei-eroine a acestui ciclu. Cum a abordat / Hate Music de Leonard Berstein, Harolyn
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Blackwell? Vocalista nu cantd piesa ca pe o gluma sau o caricaturd de copil (cum face, de
exemplu, Barbara Streisand), ea creeaza un personaj real, inteligent si usor sarcastic. Copilul din
ciclul de cantece este curios, ironic, uneori obosit de ,,muzica serioasa”.

Interpretarea pune accent extrem pe o dictie clard, nuantele limbajului vorbit sunt aproape
ca intr-un monolog teatral, pauzele si accentele sunt naturale limbii engleze. Vocea este flexibila,
un sunet liric ,,mare” si voluminos este evitat, folosind cantarea usoara, elastica si conversationala.
Culoarea vocii se schimba rapid, urmand paleta emotionald a textului. Soprana alterneaza firesc
cantul si vorbirea — exact 1n spiritul lui L. Berstein. Consideram ca in interpretarea datd umorul ei
este inteligent, nu exagerat, deci, este o intelegere profunda a ironiei tipice creatiei cameral-vocale
a lui L. Berstein. In tratarea textului muzical putem aprecia o disciplina clasica si urmarirea stricta
a tuturor indicatiilor compozitorului. In comparatie cu alte versiuni analizate in articolul dat,
Barbara Streisand este cantdreata, care demonstreaza o libertate teatrald maxima.

Abordarea piesei se bazeaza pe ideea ca copilul, eroina ciclului / Hate Music, este mai
degraba o naturd sarcastica cu multe fete si mai putin un copil real. Vocea ei are un timbru
recognoscibil imediat, frazarea este libera, aproape vorbita. Calitatea vocii sau stilul folosit este cu
mai putind grija pentru ,,sunet clasic”. Stilul vocal al interpretei este apropiat interpretarii vocale
de pe Broadway. Este mai mult cabaret decat un cantec pentru copii. Textul este articulat si nu
cantat, frazarea este libera si elasticd, iar accentele sunt dramatice si intentionate. B. Streisand
trateaza versurile ca pe un monolog comic, foarte eficient scenic dar mai putin ,,academic”.

Timbrul vocii Barbarei Streisand este inconfundabil, vibrato este natural si expresiv, si nu
urmdreste omogenitatea clasicad. Cantareata foloseste schimbari bruste de culoare, glissando si
inflexiunile de la canto academic la 0 maniera jazzistica sau cea vorbitd. In acest caz, vocea devine
un instrument dramatic, si nu un obiect de frumusete. Umorul ei este direct, aproape confesiv,
uneori autoironic. Aceastd interpretare aratd ca creatia cameral-vocald a lui Leonard Berstein a
asimilat diferite surse si genuri, inclusiv limbajul muzical al genului de musical american si a

jazzului.

Concluzii

Pe marginea studiului tragem unele concluzii bazate pe critica personald. Ciclul / Hate
Music! al compozitorului american Leonard Bernstein se dovedeste a fi o lucrare de o
complexitate esteticd mult mai mare decat sugereaza aparenta sa ludica. Sub masca simplitatii
copildresti compozitorul construieste un discurs muzical sofisticat, in care relatia dintre text,
melodie si acompaniament pianistic este atent echilibratd si profund expresiva.

Diferentele interpretative dintre versiunile ce apartin sopranelor Barbara Bonney, Harolyn
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Blackwell si Barbara Streisand evidentiaza elasticitatea stilistica a partiturii $i capacitatea acesteia

de a sustine perspective estetice divergente fard a-si pierde identitatea. Astfel, Barbara Bonney
rafineaza acest model printr-o abordare camerald moderna, punand in valoare subtilitatile timbrale

si expresive ale miniaturilor vocale.

Din perspectiva criticii personale, consideram ca echilibrul ideal al ciclului este atins
atunci cand interpretarea evitd atat sentimentalismul excesiv cat si teatralizarea demonstrativa.
Forta lucrdrii nu constd in caricaturizarea copildriei, ci In capacitatea compozitorului de a
transforma inocenta intr-un vehicul al autenticitdtii emotionale. Astfel, lectura care respecta
cantabilitatea naturald a liniei vocale si subtilitatea ironiei textului literar ramane cea mai
convingatoare din punct de vedere stilistic.

Versiunile interpretative analizate demonstreazd ca aceastd optiune nu reprezintd o
limitare, ci, dimpotriva, o sursa de pluralitate si relevanta interpretativa. Prin urmare, ciclul / Hate
Music! scris de Leonard Berstein nu poate fi tratat drept lucrare nesemnificativa utilizata exclusiv
cu scopuri didactice, ci ca un exemplu paradigmatic de asa-numitul art song american, in care
simplitatea este rezultatul unei elaborari constiente si mature.

Astfel, doud tendinte principale sunt evidente in interpretarea ciclului vocal I Hate Music
de Leonard Bernstein de catre cintaretele americane. Prima consta in aderarea la traditiile liricii
cameral-vocale europene, liedului din epoca romantismului, manifestat in lucrarile vocale ale lui
F. Schubert, R. Schumann, G. Mahler si H. Wolf. Acest lucru este evident in interpretarea ciclului
de Barbara Bonney, care demonstreaza o tratare tipica cantecului din perioada romantismului cu
unele aluzii la stilul impresionismului francez. O altd tendinta, provenitd din traditiile specifice
americane de interpretare nu doar a repertoriului vocal-cameral, ci si a cantecelor, muzicii pop,
musical-ului etc., este reprezentatd de versiunea Barbarei Streisand. Aici putem vorbi despre o
prezentare mai ampld si mai indrazneatd a textului si a muzicii, cu o anumitd hipertrofie a
expresiei muzicale, care contrasteaza cu interpretarea mai subtilda a cantecelor ciclului in cadrul
traditiei europene discutate anterior. Cu toate acestea, o astfel de abordare pare justificata,
deoarece este dictata de Insusi stilul sintetic al operei lui Leonard Bernstein, bazat atat pe traditiile
culturii muzicale academice cét si a celei non-academice (muzica jazz, muzica pop, musical si alte
genuri ale teatrului muzical de orientare non-academica).

Putem presupune ca ambele traditii interpretative si-au gasit adeptii, ascultatorii, publicul
sau, demonstrand astfel teza conform careia universalitatea limbajului muzical al lui Leonard
Bernstein presupune o varietate de interpretari foarte diferite, uneori contrastante si contradictorii.

De asemenea, trebuie mentionat cd, in opinia noastrd, Harolyn Blackwell sintetizeaza elemente ale

ambelor abordari. Analiza comparativa a celor trei interpretari ale ciclului vocal I Hate Music! al

329



lui L. Bernstein confirmd faptul cad interpretarea muzicald ,,constituie un tip special, specific de
activitate artistica si creativa, diferita de activitatea artistica si creativa a compozitorului. Subiectii
acestor tipuri de activitati sunt compozitorul si muzicianul-interpret, care poseda o serie de calitati
si abilitati speciale, specifice: nu degeaba se vorbeste despre talentul compozitorului si al
interpretului. Continutul activitatii intr-un caz este crearea unei opere muzicale, in celdlalt —
interpretarea acesteia. ,Interpretarea creatd de artistul-interpret, care contine viziunea, lectura si
tratarea sa obiectivd a unei anumite opere, este rodul activititii sale creative in esenta sa” [3 p.
156].

In contextul muzicii vocale a secolului XX, ciclul / Hate Music! se afirmi ca o declaratie
esteticd implicitd: intr-o epoca dominatd de fragmentare si abstractiune, Leonard Bernstein

reafirma valoarea melodiei, a claritatii formale si a comunicarii directe cu publicul.
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Cmamus nocéaujena uccie008anuio NOIMUKU NPUPoosl 8 cumponuieckom meopuecmse I ennaous
Yobany. Paccmampusaromess mpu coduHeHUs KOMNO3umopa — cum@onuveckue kapmunvl «l[Imuyer u
gooa», Komyepm ona mapumbvr u opxkecmpa «Bemep 10dcHbix wupomy u cum@onuueckas crouma
«Becennue pumyanvly. Ananuz Hanpaenen Ha 8viasieHue Cnocov08 80NI0UeHUS NPUPOOHOU MEMAMUKU U
ee mpancghopmayuu 6 KOHMeKCcme CO8PEeMEeHHOU MY3bIKaabHoU Kynemypsl. Ilokaszamo, umo npupooHvie
00pasvl 8 OAHHBIX NPOU3BEOCHUAX BbIXOOSIM 3d Npedeibl ULNIOCMPAMUSHOCTIU U QYHKYUOHUPYIOM KAK
MHO2O3HAYHbIE CUMBOTbL, CEA3AHHbIE C (QUIOCOPCKUM OCMbICIeHUeM mupa. B smom xommexcme onu
COOMHOCAMCA € NPUHYUNAMU HOBOU NPOSPAMMHOCMU, 8 PAMKAX KOMOPOU CMbICI NPOU3BEOEHUs.
Gopmupyemca Ha ypoeHe GHYMPEHHell Op2aHu3ayuu My3bIKAIbHO20 Mamepuaid. B pesyremame
uccne0o8aHus 8viasieHo, umo 6 meopyecmse 1. Yobany npupooa npedcmaem 6 paziuiunsbix MoOycax — Kax
memaghopa Kamacmpo@ul, UCMOUYHUK APXEMUNUYECKOU DHepeuu U CUMBOL O0OHO81eHUs, hopmupys
YENIOCHHYIO XYO0HCECEEHHYIO MOOEIb.

Kniwouesvie cnosa: nosmuxa npupoowl, [ennaouii Hobany, cumgonuveckas My3vikd, HOBA
NPOCPAMMHOCb, HEOPOILKIOPUIM, PUMYATLHOCHL

Articolul este dedicat studiului poeticii naturii in creatia simfonica a lui Ghenadie Ciobanu. Sunt
analizate trei lucrari ale compozitorului: tablouri simfonice ,, Pasarile si apa”, Concertul pentru marimba
si orchestra ,,Briza latitudinilor sudice” si suita simfonica ,, Riturile primaverii”. Analiza are ca scop
identificarea modalitatilor de intruchipare a tematicii naturii §i a transformarii acesteia in contextul
culturii muzicale contemporane. Se demonstreaza ca imaginile naturii in aceste lucrari depasesc
caracterul ilustrativ si functioneaza ca simboluri plurivalente, asociate cu o interpretare filosofica a lumii.
In acest context, ele coreleazi cu principiile noului programatism, in cadrul cdruia sensul operei se
constituie la nivelul organizdrii interne a materialului muzical. In urma cercetdrii se constatd cd in creatia
lui G. Ciobanu natura apare in ipostaze diferite — ca metafora a catastrofei, sursa de energie arhetipala §i
simbol al reinnoirii, configurdnd astfel un model artistic coerent.

Cuvinte-cheie: poetica naturii, Ghenadie Ciobanu, muzica simfonica, noul programatism,
neofolclorism, ritualitate

The article is devoted to the study of the poetics of nature in the symphonic works of Ghenadie
Ciobanu. Three compositions by the composer are examined: symphonic tableaux “Birds and Water”, the
Concerto for Marimba and Orchestra “Wind of Southern Latitudes”, and the symphonic suite “Spring
Rituals”. The analysis aims to identify the ways in which natural imagery is embodied and transformed
within the context of contemporary musical culture. It is shown that the images of nature in these works go
beyond mere illustration and function as multi-layered symbols associated with a philosophical
interpretation of the world. In this regard, they correlate with the principles of the new programmaticity,
within which the meaning of a composition is formed through the internal organization of the musical
material. As a result, it is demonstrated that in G.Ciobanu’s works nature appears in different modes — as
a metaphor of catastrophe, a source of archetypal energy, and a symbol of renewal — thus forming an
integral artistic model.

Keywords: poetics of nature, Ghenadie Ciobanu, symphonic music, new programmaticity,
neofolklorism, rituality

BBenenue

OO6pa3 mpuponsl 3aHHUMaeT 0co00e MECTO B HCTOPHHM HCKYCCTBa, BBICTyHas OAHOW W3
HamOosee yCTOMYMBBIX M MHOTO3HAYHBIX T€M XYAOXKECTBEHHOrO TBOpUecTBa. Ha mpoTskeHHH
BEKOB OH TIPETEpIHeBacT CYHIECTBEHHbIE TpaHC(hOpMallMU: OT TMpEAMETa CO3EpIaHHs W
HCTETUYECKOT0 MEPeKMBAHUS B AMOXY KIACCHLM3MA JI0 HOCUTENS MIyOWHHBIX (HIOCOPCKUX
CMBICJIOB B POMAaHTHU3ME U UCKYCCTBE MOCIEAYIOIIUX 3M0X. B Xy10)KECTBEHHOM TEKCTE MPUPOJA
MOYKET OCMBICIISATECS KaK TAPMOHMYECKOE Hayajao, KaK CTUXHs, MPOTHUBOCTOSIIAS YEIIOBEKY, KaK
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OTpa)KEHHE €r0 BHYTPEHHETO MUpa WM KaK YHUBEpPCaIbHAsi MOAEIb ObITHS.

B My3bIKaIbHOM HCKYCCTBE CHienM()HKa BOIIOUICHUS IPUPOIHON TEMATUKU OTIPEENIAETCS
0COOEHHOCTSIMM 3BYKOBOTO MaTepuana. B oTianuue oT M300pa3sHUTENbHBIX HCKYCCTB, My3blKa He
o0razaet CrtocOOHOCTRIO K MPSIMOI BH3YaJIbHOM penpe3eHTaln , OTHAKO UMEHHO 3TO OTKPHIBAET
BO3MOYKHOCTH Il (pOpMHpPOBaHHSI 0COOOTO THMA OOPa3HOCTH, OCHOBAaHHOTO Ha acCCOLMAIIMSAX,
WHTOHAIIMOHHBIX MOJIEIISIX U TEMOPOBBIX aHAIOTHUAX. B pe3ynbraTe mpupoaa B My3bIKe IPEACTACT
HE CTOJIBKO KakK OOBEKT M300paXeHHs, CKOJIBKO KaK 3BYKOBas Cpela, TIpOLEecC WU
CUMBOJINYECKAs CTPYKTYpa.

B XX-XXI Bekax HHTEpeC K IPUPOAHOW TEMATHUKE COXPAHAETCS, OJAHAKO CYLIECTBEHHO
MEHseTCs XapakTep ee uHTepnperanuu. OHa Bce yalle npuoOpeTaeT KOHIENTyalbHOe U3MEPEHUE,
CTaHOBSACH CPEJICTBOM OCMBICICHUS TJI00AIbHBIX MPOOJIEM — DKOJIOTHYECKUX, COLMUATIbHbBIX, M-
SK3UCTEHLUHUANbHBIX. B 3TOM KOHTEKCTe 0CO0yl0 3HAYUMOCTh HpuodpeTaer (peHoMeH
MPOTPaMMHOCTH, KOTOPBIA Tak)Ke€ BO MHOTOM MpeodOpasmics. Eciu B KIIacCHMKO-pOMaHTHYECKOM
TpaJUUUU TOporpaMMma BBINOJHSUIA [PEUMYLIECTBEHHO IMOSICHUTEIbHYIO (YHKIHIO, TO B
COBPEMEHHON My3bIKE OHA CTAHOBUTCS BHYTPEHHUM MPUHIIUIIOM OpraHU3allH Xy105KECTBEHHOTO
1enoro. BozHukaeT Tak Ha3pIBaeMas «HOBasl IPOTPAMMHOCTbY, Iipe/noaratomnas GopMupoBaHue
CMBICJIA YEPE3 CUCTEMY BHYTPUMY3bIKAILHBIX CBA3€H, CHMBOJIOB U acCOLMALIi ',

TBopuectBo I'ennamus YobaHy OpraHMYHO  BIUCHIBAETCS B 00O3HAYCHHBIN
XYJI0’)KECTBEHHBIH KOHTEKCT. B ero cuM@oHMYecKHX COYMHEHMSX MpUpPOAa MPEICTaeT HE Kak
OOBEKT BHEIIHEro OIMCaHUsS, a KaK YHHUBEpCAIbHBIN 00pa3, CIOCOOHBIM BbIpa)kaTh CIOXKHBIC
MPOLIECChI, MPOUCXOJAIINE B MHpPE U 4YeloBeueckoM co3HaHuH. [Ipupoanbie o00pa3bl
(GYHKIMOHUPYIOT ~KaK MHOTO3HAYHBIE CHUMBOJIBI, OOBEAMHSAIONIME pPa3IMYHBIE YPOBHU
MY3bIKaJIBHOTO TEKCTa: OHU (OPMHUPYIOT 3BYKOBYIO Cpely, 3aJal0T acCOIMaTHBHOE I0Jie U
OJTHOBPEMEHHO BBICTYTAIOT HOCUTESIMU Quiocodcekoit uaen. Takum o0pa3oM, TOITUKA TPUPO,IBI
CTAHOBUTCS OJIHUM M3 KJIFOYEBBIX JJIEMEHTOB XYJI0)KECTBEHHOT'O MBILUICHUS] KOMIO3UTOpa M
HEOTHEMJIEMOM YaCTh0 KOHLENTYaIbHOU CTPYKTYPBI €10 POU3BEACHUI.

B Hacroselt cratbe paccMaTpUBAIOTCS TP COYMHEHHSI KOMITIO3UTOpa — CUM(POHUYECKUE
KapTuHbl [Imuyst u 6o0a, KoHuepT s MapuMObI M OpKecTpa Bemep JCHbIX wupom W
cumboHnUecKas crouta Becennue pumyanvi. VIX aHamuM3 TO3BOJSET BBIIBUTH OCHOBHBIC
MPUHIIMIIB  BOIUIOMICHUS TPUPOJHOM TEMAaTHMKHM U MPOCIAEAUTh, KakuM 00pa3oM OHa
TpaHncopmupyercs u3 00pa3HOM KAaTeropud B  KOHIENTYadbHO 3HAYUMBIA  DIEMEHT
MY3bIKAJIbHOT'O BHICKA3bIBAHUSI.

«IITHUBI ¥ BOAa»: NpUpoaa Kak MeTadopa KaTacTpodbl

125 Ocobennoctu mporpaMmMHuoCcTd B TBopuecTse I'. YoGary Gonee HoapoOHO HccIeI0BaHkl B crathe E. CamOpumr [1].
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Cumbonudeckue kapTunbl Pasdrile si apa (IImuyst u 6ooa, 2000)*% nns opkectpa u
MarHuTO)OHHOW  JIGHTBI ~ TPEJCTABJISIOT  COOOH  SIpKWii  TpUMEp  IOCJIEI0BATEIbHOM
MPOrPaMMHOCTH, BOCXOJAIICH K MEPBOHAYAIILHOMY 3aMBICITy MY3bIKAIBHO-XOpeoTrpaduaecKoro
criekTakisi. B ocHOBe NpOW3BEICHUS JIEKUT CIOXKET, MMEIOIIUN 4YepThl MPUTYHU: CTOJKHOBEHUE
JIBYX CTail MTHUII, THOEb U pa3pylleHrue MPUPOIHOTo paBHOBeCH. OTHAKO OH BBHITIOJIHSET JIUIIh
BHEITHIOKO (DYHKITHIO, CKPBIBas 32 c000it Ooitee rimybokoe pumocodckoe coaepraHue.

[Ipuponusie oOpa3bl B COYMHEHHUM HANETSIOTCS CUMBOJIMYECKUM 3HA4Y€HHEM. [ITHIlBI
BBICTYIAIOT KaK MeTaopa 4eI0BeYecKoro 00IIecTBa, NX CTOJIKHOBEHHE — Kak 00pa3 arpeccuu u
BOIHBI, 2 HICYE3HOBEHUE BOJBI — KaK 3HAK TI00anbHON KaTacTpodsl. Takum 00pa3om, MpHpOTHBINR
MHUp MpeBpallaeTcss B MOJENb LHMBUIU3ALUU, B KOTOPOM OTPa)KalOTCS KIIFOUEBbIE MPOOJIEMBI
COBPEMEHHOCTH.

Opranmzaiuss My3bIKQTBHOM TKAaHW TIPOU3BEACHHUS TIOJYMHEHA PACKPBITUIO ATOU
KOHUENIMM W XapaKTepU3yeTCs B3aUMOJACHCTBUEM JBYX OCHOBHBIX THUIIOB TeMaTU3Ma —
Menoandeckoro u reMopo-pakryproro (no E. PyuneBckoii). B mepBom citydyae Ha nepeHuii 1ian
BBIJIBUTAIOTCA pebeHbIE MEIOANYECKHE 00pa30BaHMsI — KaK Pa3BEPHYTHIC TEMBI, TaK U KPaTKHE
MOTHBHbBIE peruiuku. Tak, B pazgene C («oIJakMBaHUE») 3BYUYMT NPOTSDKEHHAs Tema KIapHeTa,
oOnajaroasi yepraMyd TPaypHOTO BBICKA3bIBaHUS, TOTJA KaK B JIPYTMX 3MH30[aX BaXXHYIO POJb
UrparoT (parMeHTapHbIE «ITHYbM» WHTOHAIIMH, OOpa3yIIIHe IOABIKHYI0O W HW3MEHUYHBYIO
3BYKOBYIO CpELLy.

Hapsiny ¢ 5Tum 3HauMTEILHOE MECTO 3aHUMAET TeMOPO-(haKTypHBI TeMaTU3M, CBSI3aHHBIH
C COHOPHUKOM M OCTHMHATHO-PUTMHUYECKON Opranusanueid. MIMEHHO OH CTaHOBHUTCS OCHOBOWU
pasznenoB, uzoOpaxkaroumx crtoikHoBeHue nTull (B u D), rae My3bikaibHas TKaHb HACHIIIAETCS
MOJIMPUTMUYECKUMHU  HACJIOCHUSMH, MOBTOPSIOMIMMHUCS (GUTYpaMH U JTUCCOHUPYIOIIHUMU
co3ByuusiMU. B pesynbrare Bo3HUKaeT 00pa3 XaOTHYECKOrO [BIDKEHUS U Pa3pyLIMTEIbHOU
CTHXUHU.

QdakTypHas OpraHH3alUsi COYMHEHHUS B IEJIOM CTPOMUTCS Ha MPUHIMIE KOHTPACTHOTO
conocTaBienus. Kaxnplii pasgen o0mamaeT coOOCTBEHHOM 3BYKOBOW MOJENBIO: OT OTHOCUTEIBHO
MPO3PAYHON, MHOTOCIONHHOW (haKTyphl MPOJora M0 HACBHIIICHHBIX COHOPHBIX KOMIUIEKCOB CIEH
O0pBrOBI U pa3pexKEHHOro, (PparMeHTapHOro 3By4aHHs smwiiora. llepexonsl Mexay pasaenamu
MOTYEPKHYTHI TeHEPATbHBIMU Tay3aMHU, YTO YCHIHBaeT 3 (HEeKT MOHTA)KHOCTH U TIpUaaeT Gpopme
YepThl JUCKPETHOTO, «KaJIPOBOT0» Pa3BUTHSI.

Ocoboe 3HaueHwe NpUOOpETaeT 3aKIIOYUTENbHBIM pa3zen, B KOTOPOM Ipeobianaer

JIpOOHBINA TEMAaTU3M: OT/EIbHbIE 3BYKOBBIE CUTHAJIBI, PETUIMKU U IIyMOBBIE 3P PEKThI POopMUPYIOT

126 Bosee moapoOHbIil ananu3 counHenus «[ITHIBI 1 BOJIay COAEPIKUTCS B cTaThe aBropa [2].
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OIIYIICHUE pacraja W OMyCTOUICHUs. 37eCh NPHUPOAHAs Cpela YTpauMBaeT CBOKO IIEJIOCTHOCTD,
MPEeBpaIIasCh B AKyCTUIECKOE MPOCTPAHCTBO KATACTPOPHI.
B 3TOM KOHTEKCTE TTOKa3aTeNbHO, YTO OTyXOTBOPEHHUE MPUPOAHBIX 00PA30B COUETACTCS C

WX CHMBOJIMYECKHM TMepeocMmbiciienneM. [ltunbl B counHenuu [. HobaHy — 3TO HE CTOJIBKO
3JIEMEHTHI Tel3axa, CKOJIbKO HOCUTEIH aHTPOTTOMOP(HBIX XapaKTEPUCTHK, YTO COMMKAET JaHHOE
MPOU3BEJICHUE C TPAAUIUSAMU CHUMBOJIMCTCKOTO MbIIUieHUs. OJaHAKO B OTJIMYKE OT
POMAHTHYECKON HWIeanu3alud TPUPOJIbI, 3/eCh OHA TMpEeACTaeT Kak ToJie KOH(MIUKTa U
pa3pyllICHHs, CTAHOBSCHh BBIPA3UTEIEM TPArHMYECKOTO OMNbITa COBpeMEHHOCTH. E. MupoHEeHKO

CIpaBeIMBO MUILET, 4TO [Imuysl u 600a — 3TO COUMHEHHE-TIpeocTepexenue [3 c. 39].

Konuepr nyiss MapuMObl: NpUPOIHbIE APXETUNBI H PUTYAJIbHOCTH

B Konmnepre mist mapumOb! u opkectpa Briza latitudinilor sudice (Bemep 1ocHblx wiupom,
2009) mpupogHas TeMaTHKa PACKPBHIBAETCS B MHOM acIeKTe, YeM B COUYMHECHHMH [Imuyslt u 6ooa.
Ecam B mociepHeM NpoW3BENCHUM JIOMHHHUPYET IpamMaTHYecKas JIMHUS, CBS3aHHAs C HWieeH
KaTtacTpodbl, TO 3/1eCh HA TIEPBBIN IJIAH BEIXOIUT BOCIPHUITHE MPUPOTHON CTUXHH KaK UCTOYHUKA
KU3HEHHOU SHEPTUU U HOCUTENS KYJIbTYPHBIX apXETHUIIOB.

O6pasznast cdepa KoHuepra GOPMHUPYETCS MPEACTABICHHEM O HOKHBIX IMIAPOTAX —
OKEaHWYECKOM IMPOCTPAHCTBE, JBWIKEHWW BETPA, COJIHEUHON JHEPrUHU, a TaKKE PHUTYaJTbHBIX
npaktukax. [Ipu 3ToM Kommo3utop u3beraer MpsSMbBIX 3THUYECKUX 3aMMCTBOBAHUM, co3daBas
00001IeHHBIN 3BYKOBOI 00pa3, OCHOBAaHHBII HA YHUBEPCAIbHBIX HHTOHAIIMOHHBIX U PUTMUYECKUX
MOJIETISIX, ACCOLUUPYIOLIUXCS C TPATUIIMOHHBIMU KYJIbTYPaMH.

My3bIKabHBIN SI36IK COYMHEHHMSI OMpPEAesIeTcss 0CO00M MHTOHAIIMOHHOM OpraHM3aIiuei.
Benymiyto ponb urpaer mpUHLHMII HPOpacTaHUs, MPU KOTOPOM K3 HEOONBIINX HWHTOHALMOHHBIX
syeek (OPMHUPYIOTCS Ppa3BEPHYTHIE CTPYKTYPhl C TMOCTOSHHBIM OOHOBJIEHHEM MaTrepHana.
CyliecTBeHHOE 3HAU€HUE HMEIOT MOJAJbHbIE M TEHTATOHUYECKHE OOOpOTHI, MNPUAAIOIINE
3BYYaHHIO apXanuecKylo OKPAcKy.

He menee BaxkeH puTMHuecKuUd ypoBeHb. OCTHHATHBIE CTPYKTYpbl, MaTTepHBI U pUP Db
co31aT 3¢ GeKT HEMmpepbIBHOTO JBIKEHUS, OTChUIAS K PUTYaIbHBIM (opMaM My3UIIUPOBAHUS,
r7ie MOBTOPHOCTh MPHOOPETAaeT MaruKo-CUMBOJIUYECKHH CMBICA. B 3TOM KOHTEKCTEe mapTHs
MapuMOBbl yTpayuBaeT TPAAUIIMOHHO KOHIEPTHYIO (YHKIIUIO COJIMCTA M BBICTYIAET, MPEXIe
BCEro, Kak HOCUTENb TeMOPOBO-PUTMUYECKON YHEPTUH, OpTraHU3YIOIIeH 3BYKOBOE MPOCTPAHCTBO.

JpaMaTyprusi KOHIEpTa SBJISICTCS MOHT)XHOW, WJIM KaK Ha3bIBaeT €€ caM KOMIIO3HTOD,
KIIMTIOBOW: TPOM3BEJICHUE Pa3BOPAYMBACTCS KaK IOCIIEIOBATEIbHOCTh KOHTPACTHBIX OOpa3HbBIX

«KaaApoB». I[CBSITB pa3acsioB COUYNMHCHUA OPraHU30BaAHbI IO KOHTPACTHO-COCTABHOMY IIPUHIIUITY, B
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KOTOPOM aKTHUBHbBIE, JACHCTBEHHBIC SIU30/lbI YEPEAYIOTCS C CO3EpLATEIbHBIMU U JIMPUUYECKUMH.
Uccnenosarens TBOpuectBa P. lllenpuna O. CuHenpHUKOBa CHpaBeIMBO OTMeYaeT: «MoHTax
OKa3ajcs OJHOM W3 ONTHUMAanbHBIX (GOpM  OTpaxkeHWss B MY3bIKE MHOT000Opa3HOMN
JIEHCTBUTEILHOCTH HAIIIETO BPEMEHHU, TOMBITKOW HAWTH KOMIPOMUCC MEXKIY CIOHTAaHHOCTHIO M
palMoHaIM3MOM, YYBCTBOM U JIOTUKOM, PEaIbHOCTHIO U BBIMBICIIOM, TPAIUIIUEH U HOBATOPCTBOM.
Takoil TPUHIOWI MBIIIICHUS IO3BOJISICT OPraHU30BaTh B OJHOM XYAOXXECTBEHHOM 0Opasie
OTPOMHOE KOJTMYECTBO MH(PopManum» [4]. 3TO BO MHOTOM OTBEUYAET U OCOOEHHOCTSIM TBOPUYECTBA
I'. YobGany. Konumepr mns wmapumObl  JEMOHCTpUpPYET MOJ00HYI0  MH(GOPMAIIMOHHYIO
HACBIIIEHHOCTh, KOHIIEHTPUPOBAHHOCTh, YTO BBIPAKACTCS B OOWIMM TEMAaTUYCCKUX DIIEMEHTOB,
MIPEJICTAaBICHHBIX B KAKIOM paszele.

BwmecTte ¢ TeM MOHTa)KHasi CTPYKTYypa MOTYNHEHA CKBO3HBIM 3aKOHOMEPHOCTSIM Pa3BUTHSL.
O6benunsoNM (HaKTOPOM BBICTYNAE€T MHTOHAI[MOHHAs OOIIHOCTh U HPUHLUI MPOpPACTaHMS,
o0OecnieunBaOIIUA BHYTpeHHee enuHCTBO (opmbl. C 3THUM CBA3aH M BEAYIIUN MPUHIIHUII
dbopmooOpa3oBaHusi — COBMelIeHWE (YHKIMNA PpPa3IHYHbIX pa3fenoB. Kaxaeli W3  HUX
OJTHOBPEMEHHO BBINIOJHSAET SKCIO3UIMOHHYIO M Pa3BUBAIOIIYIO0 (YHKIMIO, & B psJie CIydaeB
COJICPKUT M DJIEMEHTHI 3aKitoueHus. TakuMm o00pa3oM, (QYHKIUH TEepervieTalTcs, o0pasys
€MHBII Mpoliecc HENPEPHIBHOIO CTAHOBJICHHS My3bIKaJIbHOI'O MaTepuasa.

B nenom mostuka npupoapl B JaHHOM MPOU3BEACHUH CBsI3aHA C MPEJCTABICHUEM O MHUPE
KaKk O JMHAMHUYECKOM W DSHEPreTHYECKH HAaChIIIEHHON CHUCTEME, B KOTOPOM COEIMHSAIOTCS
pasiuuHble KyJIbTypHblE W MNpUPOAHbIE Haudana. E. MUpOHEHKO Takke OTMeuYaeT CMEIICHHE
KyJbTYyp, KOTOpOoe HOoTpeOoBano oOpalleHuss KO MHOTHMM BHJaM COBPEMEHHON KOMIIO3UTOPCKOM
TEXHUKH, «BHPTYO3HO, a HMHOIJIAa U TMapajoKCajbHO COEIUHSEMBIX B CaMbIX HEO0XKHMJIAHHBIX

couetaHusax» [5 c. 39].

«BeceHHMe pUTyaJbD>: MPUPOIA KAK 00OHOBJIEHHE

Crouta 11 cUM(OHHYECKOTO oOpKecTpa Riturile primaverii (Becewnue pumyaisl)
0o0BeUHSCT TPHU TbECHl, CO3/IaHHbIe B pa3Hbie Toabl: Entrée (2010), Dans cu focuri pe zapada
(Taney c oewsamu na cueey, 2012) u Muntele / Pdn’ a trece muntele (I'opvi |/ Iloka 6vl He
nepeceueme 2opet, 2019). Ilo cnoBaM KOMIIO3UTOPA, YacTH ILMKJIA MPEJCTABISAIOT COOOH
CBOEOOpAa3HbIl MOCTMOAECPHUCTCKUN «KBazu-AManor» ¢ mnpousseaeHusmu M. CtpaBuHCKOTO,
b. baptoka u J[x. DHecKy, B KOTOpPOM TpaJULIMOHHBIE O0pa3bl MU UAECH MEPEOCMBICISIIOTCS C
no3uuuid  coBpemeHHoctn [6 c.21]. JlanHas KoHuenuus Onu3ka  HEO(OIBKIOPU3MY,
BKJTIIOYAIOIIEMY B ce0s1 MpeoOpa3oBaHHYIO M IIMPOKO TOHUMAEMYIO PUTYaJIbHOCTb.

B Becennux pumyanax npupopHas TeMaTHKa IIOJIy4aeT MHOE pPa3BUTHE, [0 CPABHEHUIO C
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paHee pPacCMOTPEHHBIMH COUYMHEHHSMH, TpHOOpeTass 3HAYeHHE YHHUBEPCAIHLHOTO CHMBOJIA
OOHOBJICHHST W UHWKIMYHOCTH; BECHA OCMBICISICTCS KaK apXeTUI BO3POXKICHHS KU3HU H
BOCCTAHOBJICHHsI TapMOHHMH. JlaHHas yCTaHOBKAa peanu3yercs 4Yepe3 IIMPOKUM  CIEKTp
3BYKOOOpa3HBIX accoruanuii. My3bIKajabHas TKaHb BKJIFOYAET WUMUTAIMH TTHYHETO TOMOHA,
KYpYaHUS BOJBI, JBIDKCHHS BETpa, BOCXOJA COJHIIA, a TAaKXKE MACTYIIbUX HAUTPBIIICH,
TPAIUIIMOHHO CBSI3aHHBIX C OIIYIICHUEM CIUHCHHS YeJIOBEKa C MPHUPOJHON cpemoit. [Ipu sTom
(OJIEKIIOPHBIN TEMaTU3M HE IIUTHPYETCS HAIPSIMYIO, @ BOCCO3AAETCS MTOCPEACTBOM 0000IEHHBIX
WHTOHAIIMOHHBIX MOJIEJICH, HACHIIIEHHBIX HAITHOHAIBHBIM KOJIOPUTOM.

Kaxnass mbeca CIOMTBI CaMOCTOSITENIbHA M OCHOBaHA Ha COOCTBEHHOM TEMAaTHYECKOM
MaTepuaje; CKBO3HOW TeMaTh3M, OOBCAMHSAIOMNNA IMKI Ha WHTOHAIIMOHHOM YPOBHE,
oTCyTCTBYeT. BemymwuMm  npuHIUnoM  ¢GopMooOpa3oBaHUs  CTAHOBUTCS  KOHTPACTHOE
COIIOCTABJICHUE, TMPOSBIIAIONICECS KaK Ha YpPOBHE BCEH CIOWTBHI, TaK M BHYTPU OTACIBHBIX €€
yactei. B cBsi3u ¢ 3TUM JpaMaTypruio NMpOU3BEACHUS MOKHO OTHECTH K HEKOH(DIMKTHOMY
KOHTPACTHOMY THITY: Pa3JIMdHbIe 00pa3bl HEe BCTYIMAIOT B MPSAMOE MTPOTUBOCTOSHUE, & TIPEJICTAIOT
KaK pa3HbIe TPaHH SIUHOTO XYJ0KECTBEHHOTO MHUpA.

JlanHast opraHu3amusi COMMKAETCS C TaK Ha3bIBAGMOW «KJIMIIOBOW» JpamMaTyprue, o
KOTOPOM TOBOPHUT CaM KOMIIO3UTOp, XapakTepu3ys psj CBouX couunHeHuil. [IpousBeneHue
CKJIaJIbIBAETCS U3 OTHOCHUTEIIEHO CAaMOCTOSITEIIEHBIX Pa3esioB, CMEHSIONINX JAPYT IpyTa MOA00HO
KaJapaMm, MpU 3TOM KaxAass 4acTh MOXeT (YHKIHMOHUPOBATh ABTOHOMHO M BKIIIOYAThCS B
pa3ianyHble KOHLIEPTHBIE MPOTPaAMMBI.

OOpasHas apamaTyprus LUKIa KOHKPETH3UPYETCS B XapaKTEPUCTHKE OTAEIbHBIX IIbEC.
[lepBas yacth (Entrée) BomiomaeT npoOyXKJIeHUE MPHUPOJABI MOCJIEe 3UMHEr0 CHa: OHAa UMEET
MACTOPAJIbHBIN XapaKTep, HACBIIIEHA «3BYKaMU CpEIbl» — NTUYBHUMH TPEISIMHU, UHTOHALMSIMHU
BOJHOTO JIBIDKEHUS, MACTyIIbUMU Haurpbiliamu. Bropas mbeca (Dans cu focuri pe zapada)
oTaM4aeTcsi O0blIel TMHAMUYHOCTHIO U PUTMUYECKON aKTUBHOCTBIO, CBSI3aHHOM C TaHIIEBAJILHO-
o0psimoBOM cTuxuel. 3akiountenbHas 4acth (Muntele / Pdn’ a trece muntele) cUHTE3UpYyeT
pasznuuHble oOpa3Hble Hayala, OOBEOUHSS CBETJIble, KU3HEYTBEPHKAAIOUIME SIHU30Ibl C
AJIEMEHTaMU HaNPsHKEHHON, CHMBOJIUYECKH OKPAIIEHHOW PUTYaIbHOCTH.

[Ipn Bceil KOHTPACTHOCTH 4YacTeii B CIOUTE BBICTPAMBACTCA JIMHHS TOCTETIEHHOTO
HapaluBaHus 3ByKOBO sHepruu. OT OTHOCUTENBHO MPOCTHIX MHTOHALIMOHHBIX CTPYKTYP MEPBOM
MbEChl PAa3BUTHE BENET K YCIOXHEHUIO (DaKTypbl, YCHICHUIO AMHAMUKH, BO3PACTAHUIO POJH
JUCCOHAHTHOCTH M MHUKpPOTEMaTHU3Ma B 3aKIIOYHTEIHLHOM pasjene. Takoe KpemeHIupOoBaHUE
CO3/1aeT OIIYIIEHUE POCTA U CTAHOBJICHHSI, COOTHOCHUMOTO C MPUPOIHBIMU MPOIIECCAMHU.

PutryanpHbIl acneKT peanu3yeTcsi NOCPEACTBOM OCTHHATHBIX CTPYKTYp M IpPHUHIMIA
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BapHAaHTHOCTH, KOTOpPbIE (OPMHUPYIOT HUKIUYHOCTH MY3BIKAJIFHOTO BpeMeHH. [IOBTOPHOCTH U
MOCTETNICHHOE TpeoO0pa3oBaHe MaTepraia MPUIAIOT 3BYYaHUIO XapakTep OOpsSIOBOrO ICWUCTBUS,
IZle BOXXEH HE CTOJBKO PEe3yJIbTaT, CKOJBKO CaM TPOLECC Pa3BEPThIBAHUSA. DTH K€ MPUHIUIIBI
BBICTYTIAIOT BAYKHBIMH (DaKTOPaMH KOMIIO3UITHOHHOTO €IMHCTBA.

HecmoTpst Ha 0TCyTCTBHE CKBO3HOTO TEMAaTH3Ma, IIUKJI COXPAHSIET LEJIOCTHOCTh Oaronaps
o0ImUM WAEHHO-00pa3HBIM TPEANOCHUIKAM, KOTOPBIE, pa3BUBAsCh HA MPOTSHDKEHHUH BCETO
MPOM3BEACHUS, TMPEJICTAIOT B PAa3IMYHBIX MOJycaX. B 3TOM KOHTEKCTE MHpP MpPEACTaeT Kak
€IMHBIN )KUBOM OpraHN3M, B KOTOPOM Y€JIOBEK U MPUPO/Ia HAXOIATCS B HEPA3PHIBHOM €MHCTBE.

CyIIecTBEeHHBIM SIBJSIETCSL TAaKXKE CHHTE3 COBPEMEHHBIX MY3BIKaJIbHO-BBIPA3HTEIBHBIX
CPEACTB C apXauKO-PUTYATbHBIMU TIEPBOUCTOKaMHU. DOIBKIOPHBIEC AIIEMEHTHI MPOHU3BIBAIOT BCIO
CIOUTY, MIPHUJIaBasi 3ByYaHHIO SIPKUI HAI[MOHAIBHBIA KOJIOPHUT, OJJHAKO KOMITO3UTOP HE HCIIONB3YET
NpSMBIX [HATAT, CO37aBasi COOCTBEHHBI HHTOHAIMOHHBIA MaTepuan Ha OCHOBE OOOOIIEHHBIX
MojieNel TpaJuLMOHHON KYJbTYphl. B 3TOM OTHOLIEHHHM €ro MOAXOA CONMXKAaeTcs C METOAAMH,
XapakTepHbIMHU Ui TBopuecTBa b. baproka n /[x. DHecky.

Takum oOpa3om, Becennue pumyanvt QopMUPYIOT 00pa3 Mupa Kak ITOCTOSHHO
OOHOBIIAIOIIEHCS, OAYXOTBOpPeHHOH cucrteMbl. CoenuHsiss HEO(QOJBKIOPHbIE MPUHLIMIBI (B
YaCTHOCTH, PUTYalIbHOCTb, apXauKy) U COBPEMEHHbIE KOMIIO3UMIIMOHHbIE cpencTBa, [. Uobany
CO3JIaeT COOCTBEHHYIO XY/I0KECTBEHHYIO MOJENb HPUPOMIBI, XapaKTEPH3YIOUIYIOCS ONIYIICHUEM

€IMHCTBA OBITHA.

BriBoabI

[IpoBencHHBI aHamM3 cUMGPOHUYECKUX counHeHud [‘eHHamus YobaHy 1MO3BOJISET
paccMOTpeTh MOITUKY MPUPOABl KaK OJUH M3 KIIOUEBBIX MPUHIUIIOB €r0 XYyA0KECTBEHHOT'O
MbinieHust. [Ipuponnas oOpa3HOCTh B PACCMOTPEHHBIX MPOU3BENCHUSX BBIXOAUT 32 MPEAEIBI
WITIOCTPAaTUBHOCTH M TMPHOOPETaeT MHOTOCIOWHBIM CHUMBOJIMYECKUN XapakTep, CTaHOBSCH
CPEICTBOM OCMBICICHHSI (PyHAAMEHTaIbHBIX MPOOJIEM COBPEMEHHOCTH.

B kaxx10M 13 pacCMOTPEHHBIX COUMHEHUH MpUpoa Moxy4aeT oco0yro HHTepnpeTanuo. B
Ilmuyax u 600e OHa TpeACTaeT KaK MPOCTPAHCTBO KOH(DIMKTA M pa3pylIeHHs, B KOTOPOM
OTpaXkaroTcs Tpolecchl arpeccun U katactpodel. B Kouuepre ans mapumObl Bemep rooichHbix
wupom TPUPOJHAS CTUXHUS OCMBICISIETCS KaK MCTOYHUK NEPBO3JAHHOM SHEPIMM U KYJIbTYPHBIX
apXETHUIOB, CBSI3aHHBIX C PHUTYAJbHBIMHU MpakTUKaMu. B Becennux pumyanax Ha TepBbIA TUIaH
BBIXOAWUT Hjes OOHOBJICHUS W LUKIWYHOCTH, BOIUIOMIAIOIIAS TMPEJICTABICHUE O HEMPEPHIBHOCTH
KU3HEHHBIX TMpoleccoB. Hecmorps Ha paznmuuus B o0pasHOi cdepe, Bce NPOU3BEACHUS

O6TJCJII/IHH€T CTPECMIJICHHUC K CUMBOJIM3alluU ITPUPOIHBIX SIBIICHUH U MMPEBPALICHUIO UX B HOCHUTENeH
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¢dumocopckoro cmpica.

Oco0y1o poimb B 3TOM IIpOLIECCE UIPAET CHCTEMAa MY3BIKAIBHBIX CPEJICTB, BKIIOYAIOIIAS
WHTOHAIIMOHHbIE, TeMOpoBble U (akTypHble d1eMeHThl. OHH BBINOJHSAIOT HE TOJBKO
BBIPA3UTENIbHYIO, HO W  CEMAaHTHYeCKyl0  (QyHKuuio, QopMmMHupys  CIOXHOE  TOJe
BHYTPHUMY3bIKAJIbHBIX aCCOHHaHHfI. B sTom IMPOABJIACTCA CBA3b IMMO3THUKU MMPUPOJLI C TPUHIUITIAMHA
«HOBOM NporpaMMHOCTH», KOTOpasd BBICTYIIACT HC KaK BHCIIHAA XapaKTCpUCTUKA, a KakK
BHYTPEHHUI MEXaHU3M OpraHM3alMK XyJ10’KECTBEHHOT0 coiepKaHus. TakuM oOpa3oM, MOITUKA
npuponsl B cuMdonndeckoM TBOpuecTBe [. YobaHy oTpakaeT OCOOCHHOCTH COBPEMEHHOTO
MY3bIKaJIbHOT'O MBIIIJIICHUA, OPHUCHTHPOBAHHOT'O Ha KOHUCHITYAJIbHOCTD, CHUMBOJIN3M n

MHOT'0O3HAYHOCTD XYJ0KCCTBCHHOI'O 06pasa.
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Prezenta cercetare vizeaza identificarea si fundamentarea unor repere metodologice eficiente
pentru optimizarea pregatirii motrice a studentilor din institutiile superioare cu profil coregrafic, prin
integrarea interdisciplinara a mijloacelor din acrobatica si fitness. Studiul s-a desfasurat in cadrul
lectiilor de educatie fizica (acrobatica) cu 20 de studente ale anului 1, specialitatea coregrafie/dans,
din cadrul Academiei de Muzica, Teatru si Arte Plastice, cuprinzand perioadele: 09-12.2024, 01-
05.2025 5i 09-12.2025.

Rezultatele evidentiaza ca abordarea propusa de noi contribuie semnificativ la dezvoltarea
calitatilor motrice, imbunatatirea controlului posturii si a stabilitatii corporale, avind un impact
direct asupra cresterii performantei artistice. Totodatd, abordarea interdisciplinara favorizeaza
adaptarea continuturilor didactice la specificul diferitor stiluri coregrafice si la nivelul de pregatire a
studentilor.
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The present research aims to identify and substantiate effective methodological guidelines for
optimizing the motor training of students in higher education institutions with a choreographic profile,
through the interdisciplinary integration of means from acrobatics and fitness. The study was
conducted within Physical Education (Acrobatics) classes with 20 first-year students specializing in
Choreography / Dance from the Academy of Music, Theatre and Fine Arts, during the following
periods: 09-12.2024,01-05.2025and 09 — 12. 2025.

The results highlight that the proposed approach significantly contributes to the development
of motor qualities, the improvement of postural control and body stability, having a direct impact on
the enhancement of artistic performance. At the same time, the interdisciplinary approach facilitates
the adaptation of instructional content to the specificity of different choreographic styles and to the
students’ level of training.

Keywords: motor training, students, choreographic institutions, interdisciplinary approach

Introducere

In contextul transformirilor actuale, procesul de modernizare a invitimantului
superior cu profil coregrafic impune aplicarea unor abordari didactice complexe, inovatoare,
orientate spre dezvoltarea integrald a personalitdtii artistice. Demersul reformator solicitd de
la specialistii din domeniu competente relevante, bazate pe capacitatea de a gandi creativ, a
adapta si integra trasee de invatare formale, non-formale si informale moderne pentru
dezvoltarea potentialului propriu al fiecarui student. Fundamentele teoretico-metodologice ale
formarii instructiv-educative in sfera artei coregrafice sunt intr-un proces continuu de
optimizare si valorificare a potentialului motric, fiziologic, psihologic si artistic al
formabililor in raport cu exigentele programelor contemporane de Invatamant.

In ultimele decenii, teoriile pedagogice puncteazi citeva paradigme majore ale
organizarii si  desfdsurdrii  procesului educational: paradigma intradisciplinara,
multidisciplinara, interdisciplinara ~ si  transdisciplinara [1, 2]. Paradigma
disciplinard/intradisciplinard specificd conceptului traditional de instruire, se axeaza pe
asimilarea continuturilor didactice izolate in cadrul unei singure discipline, ceea ce duce la
limitarea transferului intre domenii [1, 2]. De cealaltd parte, paradigmele multidisciplinara,
interdisciplinara si transdisciplinard, in grade diferite, vizeaza interconectarea continuturilor,
metodelor si proceselor pedagogice din doua sau mai multe domenii ale cunoasterii in vederea
formdrii unor competente complexe, dificil sau putin probabil de realizat prin abordari
disciplinare unice [3, 4]. Astfel, autorii Dandara O. si Gutu V. (2025) definesc abordarea
multidisciplinard ca fiind ,,Situatia in care o unitate de continut (tema, subiect, modul) ce
apartine unui anumit domeniu este supusa analizei din perspectiva mai multor discipline, care
raman independente unele in raport cu altele”. Acesti autori conceptualizeaza
interdisciplinaritatea ca ,Interactiunea intre anumite competente sau/si continuturi
interdependente din doud sau mai multe discipline, bazatd pe un cadru epistemologic al

disciplinelor respective”, in timp ce transdisciplinaritatea este orientatd progresiv catre
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mintegrarea continuturilor in jurul unor probleme de viata reale: importante, semnificative,
actuale pentru elevi”.

Problema abordarii interdisciplinare este pe larg studiata n literatura de specialitate [1,

2, 4, 5], fiind definitd ca un demers pedagogic integrativ al continuturilor educationale
provenite din diferite domenii stiintifice, directionat spre formarea competentelor
transversale/transdisciplinare prin actiunea convergenta si complementara a acestora. Aceasta
perspectiva reflectd conectarea domeniilor de studii peste granitele disciplinare, oferind
studentilor posibilitatea de a facilita invatarea prin colaborare si creand astfel o strategie
integrati si contextualizati. In acest sens, integrarea interdisciplinard reprezinti o abordare
contemporana care urmadreste conectarea catorva discipline pentru a oferi studentilor o
invatare holistica, adaptata realitatilor actuale [4, 5, 6].

In contextul formarii specialistilor in sfera invatimantului coregrafic, abordarea
interdisciplinara vizeaza integrarea functionald a elementelor cognitive, abilitatilor si
atitudinilor practice din acrobaticd, dans si fitness. Acest model faciliteazd cresterea
potentialului artistic prin optimizarea bazei motrice a studentului si prin valorizarea
componentelor tehnice specifice. In acest cadru conceptual, pregitirea fizica a studentilor din
institutiile superioare cu profil coregrafic reprezintd o componentd fundamentala atit pentru
desavarsirea maiestriei artistice cat si pentru prevenirea suprasolicitdrii organismului si a
accidentarilor specifice activitdtilor de dans. Astfel, pregatirea fizica isi evidentiaza rolul ca
dimensiune fundamentala, contribuind la dezvoltarea competentelor motrice si artistice In
procesul de formare profesionald a studentilor coregrafi.

Autorii din domeniul culturii fizice definesc pregatirea fizica ca fiind ,,un proces
specializat, indreptat spre asigurarea unei capacitati functionale ridicate a organismului prin
nivelul Tnalt de dezvoltare a calitatilor motrice de baza si specifice, valori optime ale indicilor
functionali, stapanire deplina a exercitiilor utilizate si o stare perfectd de sanatate” [7, 8].

Termenul vizeaza atdt dezvoltarea capacitatii de efort cat si dezvoltarea calitatilor
motrice [8, 9]. in sprijinul subiectului, A. Demeter, citat de Dragnea A. si coautorii, afirma:
»Capacitatea de efort constituie capacitatea organismului de a desfasura un efort, un lucru
mecanic de o intensitate cat mai mare si de a-1 mentine un timp cat mai indelungat” [10].
Notiunea presupune durata lucrului mecanic, puterea acestuia si oportunitatea realizarii lui.

Studiul actiunilor motrice in domeniul artei coregrafice exprimd interdependenta
dintre procesele psihice si executia motrica, evidentiind capacitatea dansatorilor de a-gsi
valoriza controlul miscarilor, aptitudinile artistice si resursele estetice individuale in realizarea
actului interpretativ. In aceastd perspectiva, dezvoltarea calitatilor motrice se configureazi ca

un suport dominant, care constituie baza formarii si consolidarii competentelor profesionale
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ale artistilor de dans, sustinand eficienta procesului de invitare, perfectionare si control a
tehnicii de dans.

Totodata, lipsa coreldrii dintre nivelul dezvoltarii calitatilor motrice si gradul de
dificultate tehnica a elementelor de dans pot genera aparitia unor deficiente in controlul
neuromuscular la Insusirea elementelor de dans, fapt ce poate spori, astfel, vulnerabilitatea
la traumatisme si accidentari grave [11].

In contextul coregrafic, dezvoltarea si perfectionarea acestor calititi reprezinti un
pilon fundamental, vizand eficientizarea functiilor si sistemelor organismului uman si
amplificarea expresivitatii scenice [11, 12]. In acest sens, autorii descriu urmditoarele
obiective de baza:

a) consolidarea si fortificarea tuturor sistemelor functionale ale organismului uman
(aparatului locomotor, sistemului nervos central, respirator, cardiovascular, vestibular si
neurovegetativ etc.);

b) educarea unei posturi corporale adecvate, corecte si stabile;

c¢) dezvoltarea proceselor de activare si detensionare a sistemului muscular, cu impact
asupra dinamicii de contractie si relaxare a grupelor musculare;

d) cresterea capacitdtii de efort si a nivelului activitatii vitale a organismului;

e) adaptarea organismului la eforturi de intensitate variatad, precum si optimizarea
randamentului fizic.

Cu toate acestea, literatura de specialitate disponibila reflectd insuficient integrarea
interdisciplinara a mijloacelor din diverse discipline in cadrul lectiilor cu studentii institutiilor
cu profil coregrafic. Analiza surselor bibliografice evidentiazd diferente intre dezvoltarea
conceptuala a abordarii interdisciplinare si valorificarea sa aplicativd in procesul pregatirii
fizice a studentilor in invatamantul cu profil coregrafic, fapt ce indica existenta unei lipse de
cercetare. Situatia creatd impune necesitatea desfasurdrii unei analize orientate spre
identificarea, selectarea si validarea unor mijloace specifice adecvate domeniului.

In concordantd cu aceste exigente, prezentul studiu isi propune identificarea si
fundamentarea unor repere metodologice eficiente pentru optimizarea pregatirii motrice a
studentilor din institutiile superioare cu profil coregrafic, bazate pe integrarea interdisciplinara
a mijloacelor specifice acrobaticii si fitness-ului in cadrul lectiilor universitare.

Ipoteza cercetarii. Se presupune ca integrarea interdisciplinard faciliteazd transferul
pozitiv al achizitiillor motrice Intre domeniile dans, acrobaticd si fitness, contribuind la
imbunatatirea semnificativa a pregatirii motrice si a performantei artistice a studentilor.

Scopul cercetirii consta in fundamentarea unor repere metodologice eficiente pentru

optimizarea pregatirii motrice a studentilor din institutiile superioare cu profil coregrafic, prin
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valorificarea integrarii interdisciplinare a mijloacelor din acrobatica si fitness.

Pentru realizarea scopului propus au fost formulate urmditoarele obiective ale
cercetarii:

1. Analiza literaturii de specialitate privind pregatirea motrica a dansatorilor in
contextul invatdmantului superior coregrafic.

2. Determinarea rolului integrarii interdisciplinare a mijloacelor din acrobatica si
fitness in dezvoltarea capacitatilor motrice si a performantei artistice a studentilor.

3. Identificarea si selectarea mijloacelor specifice din acrobaticd si fitness cu impact
asupra dezvoltarii calitatilor motrice (forta, suplete, indemanare etc.).

4. Evaluarea influentei interventiei implementate asupra nivelului de pregatire motrica
si performanta artisticd a studentilor dansatori.

5. Elaborarea unor repere metodologice pentru optimizarea procesului de pregatire
motrica a studentilor in cadrul lectiilor universitare cu profil coregrafic.

Pentru atingerea scopului si obiectivelor stabilite, demersul metodologic a inclus un sir
de metode de cercetare: analiza si generalizarea surselor bibliografice si a documentelor de
specialitate (curriculum, planificare); metoda convorbirii (interviul); metoda observatiei;
metoda testului; metoda matematico-statistica de prelucrare si interpretare a datelor obtinute.

Ulterior, pornind de la cadrul teoretic existent si de la formularea ipotezei concrete,
precum si de la metodele de cercetare utilizate, a fost elaborat un model conceptual
interdisciplinar de pregatire motrica a studentilor coregrafi, menit sd integreze mijloacele din
acrobaticd si fitness, reflectand relatiile operationale dintre componentele interventiei si
rezultatele asteptate. Acest model conceptual este prezentat in Figura 1.

Figura 1. Model conceptual al integrarii interdisciplinare in pregatirea motrica a studentilor coregrafi

RESURSE INITIALE:
Abilitati motrice / Experienta / Particularitéti

FINALITATE:

Pregatire profesionala a studentilor din invatamantul cu profil
coregrafic

Sursa: Figura elaborata de autori in baza studiului de caz realizat
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Organizarea cercetarii

Cercetarea s-a desfasurat in cadrul lectiilor de acrobaticad cu studentele anului I,
specialitatile dans/coregrafie, din cadrul Departamentului Artd Coregraficad si Performanta
Motrica al Academiei de Muzicd, Teatru si Arte Plastice. Studiul a fost realizat n perioadele:
09-12.2024, 01-05.2025 si 09-12.2025, pe un esantion de 20 de studente, prin aplicarea
urmatoarelor 7 teste motrice si 2 probe artistice: aplecare din pozitia stind pe banca de
gimnasticd (centimetri); sfoara laterald (centimetri); sfoara cu stdngul/dreptul Inainte
(centimetri); podul (notd); 5 sarituri cu intoarcere la 360° (nr. repetari); proba Romberg (sec.);
sarituri pe verticald (centimetri); studiu de dans 1 (la sfarsitul semestrului unu), (notd); studiu
de dans 2 (la sfarsitul semestrului do1), (notd).

Etapele desfasurarii studiului:

1. Etapa initiala (09.2024) — testarea initiald a nivelului dezvoltarii motrice a
studentelor.

2. Etapa fundamentala (10-12.2024 si 01-04.2025) — aplicarea modelului
experimental.

3. Etapa finald (05.2025) — testarea finald si analiza rezultatelor obtinute.

Rezultatele obtinute Tn urma cercetdrii initiale au fost prelucrate statistic, sistematizate
si au servit drept reper pentru etapa fundamentala a studiului. In continuare, a fost elaborat un
model experimental interdisciplinar de pregatire motricd a studentilor dansatori, structurat pe
trel componente, prezentate in Figura 2.

Figura 2. Model interdisciplinar de pregéatire motrica a studentilor

MODEL INTERDISCIPLINAR DE PREGATIRE MOTRICE A STUDENTILOR - COREGRAFI

in baza rezultatelor obtinute la etapa initiald a cercetarii, s-a propus un model structurat pe trei componente:

* 1. Mijloace fundamentale
» varietati de echilibru « sfori « sarituri «intoarceri « valul «ruldri « rostogoliri « rasturnari « etc. F

g » 2. Exercitii pregititoare (interdisciplinare) <

* pregatirea fizica generald si speciald * elemente de dans -« exercitii aplicative
* etc.

&,° 3. Mijloace de refacere

» exercitii pentru recuperare fizicd post-efort din fitness
« exercitii pentru mobilitate articulara  « exercitiis pentru prevenirea suprasolicitarii

Sursa: Figura elaborata de autori in baza rezultatelor obtinute

1. Mijloace fundamentale: varietati de echilibru, sfori, sarituri, intoarceri, valul, rulari,

rostogoliri, rasturnari etc.
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2. Exercitii pregatitoare (interdisciplinare): pregatirea fizicd generald si speciala,
elemente de dans, exercitii aplicative etc.

3. Mijloace de refacere: exercitii pentru recuperare fizica post-efort din fitness, exercitii
pentru mobilitate articulara, exercitii pentru prevenirea suprasolicitarii organismului.

Pe parcursul cursului de acrobatica procesul educational s-a reconfigurat, trecand de la
modelul traditional de desfasurare a lectiilor, cind pedagogul da sarcini, iar studentii le
executd mecanic, accentul deplasandu-se spre dialog in care acestia erau incurajati sa gaseasca
cat mai multe varietdti ale exercitiilor acrobatice Insusite, sd facd legaturi dintre acestea cu
elemente de dans si sd elaboreze studii de dans cu implementarea elementelor acrobatice
invatate. La incheierea fiecarui semestru testarea studentelor a fost realizatd prin intermediul
acelorasi probe aplicate in etapa initiald. Indicii obtinuti la Inceputul si sfarsitul
experimentului sunt prezentati in Figura 3.

Figura 3. Analiza indicilor performantei artistice a studentelor coregrafe (n = 20)

Analiza indicilor performantei artistice
a studentelor coregrafe (n = 20)
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Sursa: Figura elaborata de autori

Rezultatele cercetarii

Din datele prezentate in tabelul 1 se observa o crestere semnificativa a rezultatelor
finale fatd de cele initiale la majoritatea indicilor pregatirii motrice, fapt ce dovedeste
eficacitatea metodicii aplicate de noi pe tot parcursul cercetirilor. in acest sens, cele mai
evidente performante s-au inregistrat in cadrul testelor pentru elasticitate: Sfoara pe
stangul/dreptul (t = 7,35, p <0,001); Aplecare din pozitia stand pe banca de gimnastica (t =
4,61, p < 0,001); sfoara lateral (t = 4,53, p < 0,001). Aceste cresteri ale indicilor pot fi
explicate prin integrarea mijloacelor din acrobatica si fitness, care au favorizat adaptarile

functionale la nivelul sistemului locomotor.
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Totodata, lipsa diferentelor semnificative intre rezultatele initiale si cele finale la
evaluarea testului ,,Podul” poate fi explicatd prin limitarile adaptabilitatii coloanei vertebrale
la aceastd varstd, prin resursa temporald insuficientd, precum si prin specificul redus al
exercitiilor utilizate n raport cu acest indicator (t = 0,46, p > 0,05).

De asemenea, in cadrul evaluarilor finale semestriale, fiecare studentda a demonstrat un
studiu de dans conceput individual, in care au fost integrate elementele acrobatice insusite pe
parcursul semestrului. Aceste studii de dans erau notate prin intermediul a doud componente:
nota pentru tehnica executarii si nota pentru aptitudinile creative. Valoarea medie a fost
determinata in baza celor doud note (7abelul 1).

Tabelul 1. Analiza indicilor performantei artistice a studentelor coregrafe (n = 20)

Nr.
i Parametrii performantei artistice X+m t p
0
1 | Studiu de dans 1 (notd) 8,45+1,18
2,09 <0,05
2 | Studiu de dans 2 (nota) 8,86 = 0,69

Sursa: Tabel elaborat de autori
Nota: pragul de semnificatie n = 19: 2,086 < 0,05; 2,845 < 0,01; 3,850 < 0,001
Indicii performantei artistice prezentati in tabelul 2 denotd diferente nesemnificative

intre rezultatele evaluarii studiilor de dans 1 si 2 (t = 2,09, p <0,05). Desi la finele semestrului
2 rezultatul este putin mai mare (8,86 fatd de 8,45), aceasta crestere este minora pentru a crea
un avantaj statistic clar pentru unul din cele doua studii de dans. Totodata, notarea cu peste
opt puncte se incadreaza in parametrii ,,bine” spre ,,foarte bine”, ceea ce indica o baza motrica
si tehnica solida si permite studentilor obtinerea calificativului ,,admis”. Aceste constatari vin
in concordantd cu cercetdrile privind imbunatatirea performantei tinerilor dansatori prin

diversificarea programelor de antrenament propuse de autorii [7].

Discutii

Analiza comparativa a indicilor performantei artistice obtinuti la etapa initiala si finala
a cercetarii confirma integrarea functionald a mijloacelor din acrobatica si fitness in procesul
de pregatire fizicd a studentilor. Rezultatele cercetarii evidentiaza faptul cd integrarea
exercitiilor acrobatice si a celor din fitness contribuie semnificativ la dezvoltarea calitétilor
motrice (elasticitatea, Indemanarea, forta), precum si la adaptarea neuromusculard,
imbunatatirea controlului posturii si a stabilitatii corporale, avand un impact direct asupra
cresterii performantei artistice. Astfel, progresele inregistrate pot fi interpretate prin prisma
abordarii interdisciplinare, care a favorizat un transfer motric pozitiv, permitand valorificarea

competentelor specifice formate in cadrul orelor de acrobaticd in procesul pregatirii
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profesionale a studentilor din invatamantul coregrafic.

Totodata, abordarea interdisciplinard favorizeaza adaptarea continuturilor didactice la
specificul diferitor tehnici coregrafice si la nivelul de pregatire a studentilor. Totusi, avand in
vedere faptul cd numarul de ore planificate si dimensiunea studentilor inclusi in cercetare sunt
reduse, este necesar s mentiondm ca rezultatele trebuie interpretate cu prevedere.

Constatarile obtinute sunt in concordantd cu cercetdrile in domeniu, evidentiind
impactul pozitiv al programului experimental asupra performantei artistice a formabililor. In
ansamblu, rezultatele obtinute sustin necesitatea implementarii unor strategii didactice
integrate, bazate pe complementaritatea mijloacelor din dans, acrobatica si fitness, care
contribuie la formarea unui dansator profesionist, capabil sa rdspunda cerintelor
contemporane ale artei coregrafice, caracterizate prin complexitate motricd, expresivitate si

adaptabilitate functionala.

Concluzii

Generalizand rezultatele cercetarii, pot fi trase urmatoarele concluzii:

1. Rezultatele obtinute confirmd ipoteza cercetarii, accentuand faptul cd integrarea
interdisciplinara a mijloacelor din acrobatica si fitness contribuie substantial la imbunatatirea
pregatirii motrice si la cresterea performantei artistice a studentilor din domeniul coregrafic.

2. Sub aspect teoretic, cercetarea oferda o baza consistentd pentru fundamentarea
conceptului de integrare interdisciplinard in pregdtirea motrica, evidentiind procesele de
transfer la nivel motric si adaptare neuromusculara.

3. Sub aspect practic, rezultatele experimentale evidentiazd imbunatatirea indicilor la
sfarsitul experimentului, sustindnd astfel necesitatea implementarii unei strategii didactice
integrate, capabile sd dinamizeze procesul de formare profesionald a studentilor din institutiile
superioare cu profil coregrafic.

4. Astfel, structura conceptuald propusd serveste drept suport logic si coerent de
planificare si desfasurare a pregatirii motrice, facilitind astfel dezvoltarea competentelor

transdisciplinare.

Referinte bibliografice

1. DANDARA, Otilia si Vladimir GUTU. Integrare curriculara: referinte teoretice si metodologice.
In: Integrare prin cercetare si inovare.: Stiinte sociale, 6-7 noiembrie 2025, Chisindu: Centrul
Editorial-Poligrafic al Universitatii de Stat din Moldova, 2025, pp. 462-474. ISBN 978-9975-62-
687-3. ISBN (pdf) 978-9975-62-990-4.

2. TINCULESCU, Elena — Camelia. Curriculumul integrat — tipologie, valori, perspective. In:
Invatamantul superior: traditii, valori, perspective, Ed. 1, 1-2 octombrie 2022. Chisinau: Centrul

347



Editorial-Poligrafic al UPS ,,I. Creangd”, 2022, Vol. 1, pp. 95-100. DOI: 10.46727/c.v1.1-2-10-
2022.

3. SPELT, Elisabeth; J. H. Harm; J. A. BIEMANS; Hilde TOBI; Pieternel A. LUNING et al.
Teaching and learning in interdisciplinary higher education: a systematic review. Educational
Psychology Review, 2009, vol. 21, nr. 4. ISSN 1040-726X.

4. LATTUCA, Lisa R. Creating interdisciplinarity: interdisciplinary research and teaching among
college and university faculty. The Journal of General Education, 2002, vol. 51, nr. 2, pp. 149—
152. ISBN 978-0826513670.

5. CIOLAN, Lucian. [nvatarea integratd. Fundamente pentru un curriculum transdisciplinar. Tasi:
Polirom, 2008, 273 p. ISBN 978-973-46-1034-1.

6. COJOCARI-LUCHIAN, Snejana. Interdisciplinaritatea - principiu fundamental al invatdmantului
integrativ.  Buletinul stiintific al Universitatii de Stat "Bogdan Petriceicu Hasdeu” din Cahul,
Seria "Stiinte Umanistice”, 2016, nr. 2(4), pp. 59-68. ISSN 2345-1866.

7. CARP, lon. Teoria si metodica culturii fizice: note de curs. Chiginau: USEFS, 2019. pp. 73-147.

8. CIORBA, Constantin. Teoria si metodica educatiei fizice. Curs de lectii pentru studentii
institutiilor de Invatdmant superior cu profil pedagogic. Universitatea Pedagogica de Stat “lon
Creangd”. Chisindu: ”Valinex” SRL, 2016. ISBN 978 —9975-67-142-8.

9. CARSTEA, Gheorghe. Teoria si metodica educatiei fizice si sportului. Bucuresti: AN-DA, 2000.
ISBN 973-99256-6-9.

10. DRAGNEA Adrian; Silvia TEODORESCU si Monica STANESCU. Educatie fizici si Sport:
teorie si didactica. Bucuresti: Fest, 2006. ISBN (10)973-87886-0-9.

11. MOGA, Carolina. Aspecte teoretico-metodologice ale pregatirii fizice a studentilor din domeniul
artei coregrafice. In: Probleme metodico-didactice si de asigurare a calitatii in invatamantul
artistic superior: materialele seminarului stiintific metodologic, 17 noiembrie 2023, Chisindu.
Chisindu: AMTAP, 2023, pp. 132-141. ISBN 978-9975-176-03-3.

12. USPURIENE, Aiste Barbora; Romualdas K. MALINAUSKAS si Sarunas SNIRAS. Effects of
education programs on dance sport performance in youth dancers. FEuropean Journal of
Contemporary Education, 2019, vol. §, nr. 1, pp. 136—143. DOI: 10.13187/ejced.2019.1.136.

CARMEN iN SECOLUL XXI: CONTINUITATE,
REINTERPRETARE, INOVATIE

CARMEN IN THE 21ST CENTURY: CONTINUITY,
REINTERPRETATION, INNOVATION

ELEONORA VARNACOVA %

doctor in arte, lector universitar,
Academia de Muzica, Teatru si Arte Plastice

https://orcid.org/0000-0003-2730-99

CZU 792.54.04:123.1(44)
792.82:792.54(44)
791.23:792.54(44)

DOI https://doi.org/10.55383/iadc2026.94

129E-mail: varnacovaella@mail.ru

348



Creatiile artistice valoroase din secolulXIXcontinua sa dainuiasca si in secolul XXI,
demonstrand cd acestea apartin nu doar trecutului, ci raman actuale de-a lungul timpului. In acest
sens, putem vorbi si despre opera Carmen, care nu mai este perceputd exclusiv ca o operd, cis-a
transformat intr-un fenomen cultural deschis reinterpretarilor in teatru, balet, dans contemporan si
cinematografie.

Intrebarea filozofica esentiald, care continud sd preocupe atat regizorii cdt si publicul, este
pretul libertatii. Acest conflict nu isi pierde actualitatea, deoarece se repetd in diferite contexte
culturale, confirmdnd caracterul universal al mitului.

Astazi, Carmen nu mai reprezintd doar o poveste despre iubire si gelozie, ci un text artistic
complex, in care se reflectd probleme legate de gen, putere, nedreptate sociald si dreptul individului
la alegere si libertate personala.

Cuvinte-cheie: opera Carmen de Georges Bizet, versiune balet, Julien Lestel, David
Gutiérrez,ValerieBuhagiar, Benjamin Millepied, sinteza a artelor, interpretari contemporane

Works of the 19th century continue to live in the 21st century, demonstrating that great artistic
creations do not belong only to the past but remain relevant over time. Carmen is no longer perceived
exclusively as an opera; it has become a cultural phenomenon open to reinterpretations in theatre,
ballet, contemporary dance, and cinema.

The main philosophical question that continues to concern both directors and audiences is the
price of freedom. This conflict has not lost its relevance, as it reappears in different cultural contexts,
confirming the universal nature of the myth.

Today, Carmen is no longer simply a story about love and jealousy, but a complex artistic text
reflecting issues of gender, power, social injustice, and the individual’s right to personal choice and
freedom.

Keywords: the opera Carmen by Georges Bizet, ballet interpretation, Julien Lestel, David
Gutiérrez, Valerie Buhagiar, Benjamin Millepied, synthesis of arts, modern interpretations

Introducere

Opera Carmen a compozitorului Georges Bizet ocupad un loc important 1n istoria artei
muzical-teatrale mondiale. Initial, primita cu reactii contradictorii, ea s-a transformat, in timp,
inuna din cele mai interpretate si reinterpretate lucrari din repertoriul operistic, devenind un
adevarat arhetip cultural al pasiunii, libertatii si destinului tragic. Dramaturgia muzicald a lui
Georges Bizet, care Tmbind culoarea nationala expresivad, profunzimea psihologica si
originalitatea limbajului orchestral, a creat un puternic impuls artistic ce continua sa
influenteze conceptiile scenice contemporane.

In secolul XXI, mostenirea operei Carmen este supusid unor reinterpretiri active si
unor noi perspective artistice. Regizorii si coregrafii contemporani percep aceastd operd nu
doar ca pe o creatie clasica, ci si ca pe un text artistic deschis, care poate fi reinterpretat in
functie de temele culturale si sociale actuale. Mostenirea lui Georges Bizet continud sa se
dezvolte, sa fie reinterpretata si sa intre in dialog cu contemporaneitatea.

Imaginea lui Carmen se transforma treptat: din reprezentarea traditionald a femeii
fatale, ea ajunge sa fie interpretata ca un simbol al libertatii, al autonomiei si al fortei
interioare. In montarile contemporane, accentul nu mai cade atét pe exotismul exterior, ct pe

dimensiunea psihologica a conflictului si pe tema libertatii de alegere a individului.
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Carmen de Julien Lestel: o interpretare feminista de balet

Un exemplu semnificativ de reinterpretare contemporana a patrimoniului clasic il
reprezinta versiunea de baleta operei Carmen, realizata de coregraful francez Julien Lestel. In
anul 2025, spectacolul a fost prezentat publicului parizian de catre teatrul ,Libre”, fiind
programat pentru o perioada limitata — intre 9 si 20 aprilie.

Montarea scenica, cu o duratd de aproximativ o ord si zece minute, constituie un
exemplu de sintezd intre dansul clasic si cel contemporan. Coregraful pastreaza structura
principald a subiectului, insi o completeazi cu teme sociale actuale. In aceastd interpretare
este abordata si problema femicidului, ceea ce confera tragediei o dimensiune sociald mai
accentuata si o relevanta deosebitd pentru contextul contemporan. Carmen, in versiunea sa
coregrafica, nu este doar o femeie pasionald, ci o personalitate care este constientd de
independenta si dreptul sdu la autodeterminare. Fara a modifica structura principald a intrigii
operei, autorul o reinterpreteaza din perspectiva problematicii de gen actuale, prezentand-o ca
pe o femeie puternic independentd, a carei dorintd de libertate se confruntd cu gelozia
distructiva a barbatului. Astfel, moartea eroinei este privita nu doar ca rezultatul unei drame
personale, ci si ca o manifestare a violentei structurale existente In societate [1].

Partitura muzicald include muzica originald a lui Georges Bizet, precum si fragmente
din Carmen Suite de Rodion Shchedrin. Aceastd combinatie creeazd un spatiu sonor
stratificat, care accentueaza tensiunea emotionald a spectacolului. In aceasta montare, dansul
devine principalul mijloc de exprimare a conflictului dramatic. Limbajul coregrafic imbina
elemente de dans clasic si contemporan, construind o naratiune plastica intensd din punct de
vedere emotional. Prin miscare si expresie corporald sunt transmise pasiunea, protestul si
ravasirea interioard a personajului. Astfel, Carmen apare ca o prezentd care se opune
constrangerilor, un simbol al rezistentei si al unei voci interioare care nu poate fi redusd la
tacere.

Baletul lui Lesteldemonstreazavivacitateaimaginii protagonistei dincolo de scena
operei, devenind o sinteza intre teatrul dramatic si performanta corporald. Mostenirea lui
Bizet nu se pierde, ci se transforma: partitura muzicald 1si pastreaza integritatea, in timp ce

interpretarea scenica dialogheaza activ cu contextul cultural contemporan.

Barcelona Flamenco Ballet: revenirea la stilul spaniol
O noud dimensiune a legendei operei Carmena fost prezentatd de Barcelona Flamenco
Ballet, sub conducerea lui David Gutiérrez. Trupa, fondata in 2017, integreaza activ elemente

de dans clasic, jazz si teatru, crednd un limbaj artistic original. Barcelona Flamenco Ballet a

350



castigat rapid recunoastere internationald datoritd pasiunii, energiei si capacitdtii de a combina
traditia cu inovatia.

Intruchipati intr-o singura persoan, regizorul si coregrafulofera publicului nu numai o
adaptare a operei clasice a lui Bizet, darsi o drama contemporanid completd. In viziunea sa,
Carmen nu este doar o femeie fatala, ea reprezintd un simbol al libertatii si curajului,
reflectand lupta femeilor pentru drepturile lor intr-o lume in care persistd inegalitatea.

In iunie 2025, in Israel, trupa a prezentat versiunea proprie a dansului, imbinand
traditia flamenco cu dansul contemporan si cu un puternic substrat social. Flamenco in aceasta
productie nu este doar un element stilistic, ci si un veritabil instrument dramaturgic. Ritmul
tocurilor, Tncordarea corpului si miscarile expresive ale mainilor redau limbajulmonologului
interior al protagonistei.

Carmen apare ca un simbol al puterii feminine si al identitdtii culturale. Montarea
subliniaza legatura cu traditia spaniold, dar o plaseaza in contextul secolului XXI, aducind in
prim-plan probleme actuale precum egalitatea si libertatea. Flamenco devine, astfel, un mijloc
puternic de expresie dramaticd, un instrument prin care este transmis universul interior al
eroinei, formand un dialog profund cu nuvela originala a lui Prosper Mérimée.

Dansul, teatrul si muzica live a unui ansamblu de muzicieni virtuosi, acompaniati de
chitare spaniole pline de pasiune si emotie, se contopesc intr-o experientd captivanta,
permitand spectatorilor sa simtd intreaga profunzime a tragediei protagonistei. Fiecare
loviturd de toc si fiecare figura ritmicd exprima conflictul interior al lui Carmen.

Montarea combinad teatrul, dansul si muzica live, creand un spatiu scenic complex si
stratificat. Carmen se contureaza ca un simbol al curajului feminin si al luptei pentru egalitate.
Aceastd versiune evidentiazd continuitatea culturald, reflectdnd in acelasi timp dorinta de
inovatie. Interpretarea originala a acestei dramesociale nemuritoare este un proiect care a fost

deja apreciat de public, atit in Spania cét si la nivel international [2].

Evolutiile cinematografice ale lui Carmen

Imaginea lui Carmen continua sa traiasca in secolul XXI nu doar pe scena teatrala, ci
si pe marile ecrane. In 2022, au fost lansate doud filme intitulate Carmen, fiecare oferind
propria reinterpretare a personajului legendar, demonstrand cét de flexibil si complex ramane
acest arhetip cultural.

1) Drama realista a lui ValerieBuhagiar

Filmul Carmen, a carui premiera a avut loc la 13 aprilie 2022, este o dramd istorica
realizatd in Malta, in coproductie cu Canada. Regizoarea si scenarista ValerieBuhagiar

exploreaza destinul unei femei constranse sa traiasca in limitele unei traditii rigide. Bazat pe
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evenimente reale, filmul capdtd o nuantd documentarda distinctd, iar conflictul central se
desfasoara intre obligativitate si libertatea personala.

Subiectul central al filmului este axat pe soarta unei femei impusa sa slujeasca multi
ani bisericii, ascunzandu-si adevarata sa identitate. Dupa moartea fratelui sdu preot, ea este
nevoita sa-i preia locul, ducando viata dubla, secretd. Filmul renunta la exotismul spaniol si la
estetica pasionald a toreadorului, oferind in schimb spectatorului o drama psihologica intima
despre identitatea reprimatd, rebeliunea interioara si cautarea libertatii personale.

In aceastd reinterpretare, Buhagiar transfera arhetipul lui Carmen in spatiul traditiei
catolice, unde conflictul nu se mai desfasoara intre pasiune si gelozie, dar intre constrangere si
dreptul la propria voce. Carmen devine, astfel, un simbol al rezistentei feminine fata de regim,
o figura tragica, profunda, care reflecta lupta interioara impotriva sistemului religios.

2) Interpretarea muzical-mitologica a lui Benjamin Millepied

O abordare complet diferita prezinta filmul Carmen, a carui premierd a avut loc la 11

septembrie 2022. Regizorul Benjamin Millepied, cunoscut coregraf, creeazd un musical
dramatic, in coproductie cu Australia si Franta, cu MelissaBarrera si Paul Mescal in rolurile
principale.In aceasti versiune, subiectuldramei este transpus intr-un context contemporan,
marcat de criza migratiei. Carmen este o tdnard mexicanca care incearcd sd scape de violenta
si traverseazd granita catre Statele Unite. Don José intruchipeazad un veteran traumatizat,
implicat accidental in destinul ei. Filmul combina elemente ale dramei de calatorie, ale unui
spectacol muzical si ale unei poezii vizuale. Subiectul se desfasoara la fel ca intr-o drama
muzicald, in care dansul exprimd limbajul emotiilor, trdirile interioare ale personajelor si
intensitatea relatiilor dintre ele.

Muzica si expresivitatea corporald joaca aici un rol esential: coregrafia devine limbajul
emotiilor, iar dansul este modul prin care se exprima ceea ce nu poate fi transmis prin cuvinte.
Spre deosebire de sobrietatea realista a versiunii malteze, Millepied creeaza un spatiu aproape
mitologic, unde iubirea si moartea existd dincolo de un timp concret, intr-o dimensiune

simbolica [3].

Concluzii
De pe scena operei pana la balet, de la flamenco pana la cinematografie — imaginea lui
Carmen continud sa evolueze. Fiecare interpretare noud scoate in evidentd sensuri
suplimentare, reflectand problemele contemporane: inegalitatea de genuri, violenta, migratia,
criza identitatii.
Carmen nu este doar o eroind de operd. Ea reprezintd un mit universal despre

conflictul dintre pasiune si libertate, dintre individ si putere, dintre dragoste si distrugere.
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Carmen a devenit un arhetip universal. Ea simbolizeaza femeia care nu se supune normelor,
nu acceptd constrangeri externe si este pregatita sa isi asume responsabilitatea pentru propriile
decizii.

Montarile contemporane demonstreaza cd o lucrare dramatica scrisa in secolul XIX isi
poate pastra forta sa tragicd si in secolul XXI. In balet expresivitatea corporald inlocuieste
cuvantul, in cinema ea se transforma intr-un simbol poetic. Carmen devine un spatiu de
sinteza artistica, Insumand muzica, teatrul, coregrafia si cinematografia.

De la opera secolului XIX pana la baletele si filmele moderne, traseul lui Carmen
semnificd nemurirea unei lucrari clasice. Mostenirea lui Bizet raiméane un patrimoniu cultural
viu, capabil de reinnoire, pastrand in acelasi timp profunzimea tragica si forta filosofica.
Carmen continua sa fie simbolul pasiunii, al rezistentei si al libertatii — o libertate pentru care

trebuie de platit cel mai inalt pret.
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