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Peisajul sonor contemporan — ne referim, in special, la peisajul sonor al muzicii
populare — in Republica Moldova este tot mai bogat si mai divers, pe an ce trece. Este un
fenomen ce se desfasoara oarecum in pofida expansiunii crescande a muzicilor internationale
de estrada, pop, rock s.a., care astdzi ocupa aproape intreg spatiul sonor al vietii cotidiene,
daca ne gandim, spre exemplu, la spatiile publice, localuri, magazine, transportul public, in
care suntem deseori nevoiti sa ascultdm, fara sa vrem, ceea ce ni se propune.

Aparitia, in ultimii ani, a unor destul de numeroase formatii de muzica populara, din
care fac parte tineri si talentati muzicieni profesionisti, absolventi ai institutiillor muzicale din
republica, este Tmbucuratoare si chiar incurajatoare pentru publicul avizat, ce isi doreste sd
asculte o muzica populara care si raspunda gusturilor si intereselor de actualitate. In acest
sens, pe prim-plan se situeaza repertoriile, innoite mereu, virtuozitatea si creativitatea, de care,
fara indoiala, dau dovada majoritatea muzicienilor. Totodatd, succesul si popularitatea acestor
tarafuri si orchestre de muzicd populara contemporane atrage si atentia cercetatorului-
etnomuzicolog, care, prin definitie, are rolul de a ,,fixa” in mod echidistant fenomenele sonore
ale comunitatii/societdtii (altddata — traditionale) in care trdieste. Autorul articolului invita
cititorul la o analiza mai profunda si la o meditatie asupra rolului pe care aceste formatii il au
in viata muzicald, in prezent, asupra repertoriilor pe care le abordeaza s.a.m.d.

In acest context, un aspect interesant, insa deosebit de spinos, demn de un studiu mai
amplu, este cel al uniformizarii sonore — avem 1n vedere acea bogatie de ,,culori” desprinse
din insasi stilul de interpretare, din originalitatea aranjamentelor si din multe detalii care ar
face recognoscibild o formatie — ,,colorit”, care pand nu demult putea fi sesizat usor, chiar si

! E-mail: dianabunea@gmail.com
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in raport cu marile noastre orchestre de muzica populard, ca sd nu mai vorbim despre
orchestrele ce activau in raioanele republicii si care pastrau stilul de interpretare local. Se pare
ca stilul de interpretare specific al formatiilor astazi s-a diminuat, pana la disparitie. Totusi,
atunci cand vorbim despre un fenomen sonor contemporan, aprecierea adecvata si pertinenta a
acestuia genereaza mai multe intrebari decat raspunsuri. Vom incerca sa le formuldm si sa ne
exprimam opiniile.

Cuvinte-cheie: formatie de muzica populara, stil de interpretare, sonoritate, uniformizare

The contemporary soundscape — specifically referring to the soundscape of folk
music —in the Republic of Moldova is becoming increasingly rich and diverse with each
passing year. It is a phenomenon that unfolds somewhat in spite of the growing expansion of
international music genres such as pop, rock, and others, which today occupy almost the
entire auditory space of daily life. If we think about public spaces, venues, shops, and public
transport, we often find ourselves compelled to listen, whether we want to or not, to what is
being offered.

The emergence in recent years of a considerable number of folk music ensembles,
composed of young and talented professional musicians who are graduates of music
institutions in the republic, is encouraging and even inspiring for the discerning audience that
wishes to listen to folk music that aligns with current tastes and interests. In this regard, the
ever-evolving repertoires, virtuosity, and creativity stand out — qualities that most musicians
undoubtedly demonstrate. At the same time, the success and popularity of these contemporary
folk music bands and orchestras also attract the attention of the ethnomusicologist, who, by
definition, has the role of “fixing” the sound phenomena of the community/society (formerly
traditional) in which they live. The author of this article invites the reader to a deeper analysis
and reflection on the role these ensembles play in the musical life today, the repertoires they
tackle, and so on.

In this context, an interesting yet particularly thorny aspect worthy of more extensive
study is that of sound uniformity — specifically, the richness of “colors” derived from the
very style of interpretation, the originality of arrangements, and the many details that would
make an ensemble recognizable. This “color” could be easily discerned not long ago, even
compared to our large folk music orchestras, let alone the orchestras that operated in the
districts of the republic and maintained the local interpretation style. It seems that the specific
interpretative style of ensembles has diminished to the point of disappearance today.
However, when we speak of a contemporary sound phenomenon, an adequate and pertinent
appreciation of it raises more questions than answers. We will attempt to formulate these
questions and express our opinions.

Keywords: folk music band, performance style, sonority, uniformity
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Nascut la 18 noiembrie 1943 la Bucuresti, Dan Buciu a crescut intr-o ambianta
muzicala, tatdl sau fiind prim-solist al Operei bucurestene. O contributie semnificativa in
formarea sa au avut studiile cu Dan Constantinescu, Tiberiu Olah, Aurel Stroe, Octavian
Lazar Cosma, Emila Comisel, Victor Giuleanu, Zeno Vancea, precum si seria de perfectionari
postuniversitare din tara (cu Dinu Ciocan si Aurel Stroe) sau de la Cursurile internationale de
vara de la Darmstadt (1970-1975), unde a studiat cu Karlheinz Stockhausen, Bruno Maderna,
Gyorgy Ligeti, Aloys Kontarski sau Vinko Globokar, care au culminat cu obtinerea titlului
stiintific de doctor in muzicologie in anul 1992.

Din 1968 isi incepe cariera didactica la Conservatorul de Muzica Ciprian Porumbescu
din Bucuresti (astazi Universitatea Nationald de Muzicd din Bucuresti), unde predd Forme
muzicale, Armonie, Analize muzicale, Stilistica scriiturii corale moderne, iar in anul 1970
devine membru al Uniunii Compozitorilor si Muzicologilor din Romania, institutie care i-a
decernat 6 premii pentru creatie, iar in anul 2025 i-a fost decernat premiul Marin Constantin
in cadrul Galei aniversare Marin Constantin 100, desfasurata de Corul National de Camera
Madrigal — Marin Constantin, pe 27 februarie, la Senatul Romaniei.

Din anul 1998 devine conducator de doctorat in cadrul Scolii doctorale a Universitatii
Nationale de Muzica din Bucuresti, iar in perioada 2000-2008 conduce aceasta institutie in
calitate de rector.

A publicat numeroase articole si studii in reviste din Romania, Rusia, Germania, a
colaborat la emisiuni radiofonice si de televiziune, a sustinut cicluri de conferinte In SUA
(1994), in Franta (1996) sau Suedia (1995), a publicat volumele Elemente de scriitura modala
si doud volume de Armonie.

In creatie a abordat genurile simfonic, vocal-simfonic, cameral, coral — acesta din
urma fiind cel caruia i-a dedicat cele mai multe lucrari. Iata cateva din principalele titluri ale
creatiei sale: MUZICA SIMFONICA — Scene pentru orchestra si pian; Divertisment pentru
orchestrd mica; Suita romaneasca pentru orchestra; Lespezi lucrare pentru orchestra mare;
Suita Sarbitori de iarnd pentru orchestrd; Suita nostalgici pentru orchestri; MUZICA
VOCAL-SIMFONICA — Cantata Iarba pamantului si Cantata Pax Mundi, ambele pentru voce
inalta si orchestri; MUZICA DE CAMERA — Sonata pentru pian solo; Nelinisti pentru doi
flauti; Piccolo suita si Mozaic II — Suita pentru flaut solo; Suita rustica pentru flaut si nai
(comandatd in cadrul unui program cultural americano-roman); Schite pentru un autoportret
(septet prezentat in prima auditiec absoluta la Universitatea de Muzica din Miinchen in
decembrie 2001); Lyrica Mundi — ciclu de lieduri, pe versuri de Dante, Robert Denos, N.
Stinescu, V. Alecsandri; MUZICA PENTRU COR — Remember Hiroshima pentru cor si
banda magnetica; Ana lui Manole, scrisa pe versuri comandate special lui Nichita Stanescu,
pentru cor (cu miscare scenica), nai, clopot, toaca; Rondeau, pe versuri de Charles d'Orleans
(in franceza), pentru flaut si cor mixt; Sonet, pe versuri de Rainer Maria Rilke (in germana),
pentru cor mixt i orgd; Jocuri pentru pacea planetei pentru coruri de copii cu miscare scenica.

Lucrarile sale au fost cantate in Romania, SUA, Franta, Germania, Elvetia, Spania,
Olanda, Japonia, India, Suedia, Canada, Moldova.

Cuvinte-cheie: Dan Buciu, creatie, activitate, premii

Born on November 18, 1943 in Bucharest, Dan Buciu grew up in a musical
environment, his father being the first soloist of the Bucharest Opera. A significant
contribution to his formation was made by his studies with Dan Constantinescu, Tiberiu Olah,
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Aurel Stroe, Octavian Lazar Cosma, Emila Comisel, Victor Giuleanu, Zeno Vancea, as well
as the series of postgraduate trainings in the country (with Dinu Ciocan and Aurel Stroe) or at
the International Summer Courses in Darmstadt (1970-1975) where he studied with Karlheinz
Stockhausen, Bruno Maderna, Gyorgy Ligeti, Aloys Kontarski or Vinko Globokar, which
culminated in obtaining the scientific title of Doctor in Musicology in 1992. In 1968, he began
his teaching career at the Ciprian Porumbescu Conservatory of Music in Bucharest (today the
National University of Music in Bucharest) where he taught Musical Forms, Harmony,
Musical Analysis, Stylistics of Modern Choral Writing, and in 1970 he became a member of
the Union of Composers and Musicologists of Romania, an institution that awarded him 6
awards for creation, and in 2025 he was awarded the Marin Constantin award at the "Marin
Constantin 100" anniversary gala, held by the Madrigal — Marin Constantin National
Chamber Choir on February 27, at the Romanian Senate.

Since 1998 he has been a doctoral supervisor at the Doctoral School of the National
University of Music in Bucharest, and from 2000 to 2008 he led this institution as Rector.

He has published numerous articles and studies in journals in Romania, Russia,
Germany, collaborated on radio and television shows, held conference cycles in the U.S.A.
(1994), in France (1996) or Sweden (1995), published the volumes Elemente de scriitura
modala and two volumes of Harmony.

In his creations he approached the following genres: symphonic, vocal-symphonic,
chamber, choral — the latter being the one to which he dedicated most of his works. Here are
some of the main titles of his creations: SYMPHONY MUSIC — Scenes for orchestra and
piano; Entertainment for small orchestra; Romanian Suite for orchestra; Slabs work for large
orchestra; Winter Holidays Suite for orchestra; Nostalgic Suite for orchestra, VOCAL-
SYMPHONY MUSIC Cantata Iarba pamantului and Cantata Pax Mundi both for high voice
and orchestra, CHAMBER MUSIC Sonata for solo piano; Nelinisti for two flutes; Piccolo
suite and Mosaic Il, — Suite for solo flute; Rustic Suite for flute and bagpipes (commissioned
within an American-Romanian cultural program); Sketches for a self-portrait (septet
presented in its first absolute audition at the University of Music in Munich in December
2001); Lyrica Mundi — cycle of lieder on verses by Dante, Robert Denos, N. Stanescu, V.
Alecsandri, MUSIC FOR CHOIR Remember Hiroshima for choir and magnetic tape; Ana lui
Manole written on verses specially commissioned by Nichita Stanescu choir (with stage
movement), bagpipes, bell, toaca; Rondeau on verses by Charles d'Orleans (in French) for
flute and mixed choir; Sonnet on verses by Rainer Maria Rilke (in German) mixed choir and
organ; Games for the peace of the planet for children's choirs with stage movement.

His works have been performed in Romania, the U.S.A., France, Germany,
Switzerland, Spain, the Netherlands, Japan, India, Sweden, Canada, Moldova.

Keywords: Dan Buciu, creation, activity, awards
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CoBpeMEeHHbIE  TEXHOJOIMM B  MY3bIKQIbHOM  OOpa30BaHMM  CYILECTBEHHO
TpaHC(HOPMHUPYIOT METOJIBI MPETOAaBaHUs U OCBOCHHUS MY3BIKaJIbHOTO UCKycCTBa. Pa3Butne
IU(PPOBBIX TEXHOJIOIMH, UHTEPAKTUBHBIX IIAT(HOPM U MYIbTHUMEAMMHBIX PECYPCOB CO3IAET
HOBBIE BO3MOKHOCTH JUIsl 00yueHwus1, fienas ero 6osnee 3pPpeKTHBHBIM.

OnHUM U3 KITIOYEBBIX 3JIEMEHTOB COBPEMEHHOI 00pa30BaTEeIbHOM CHUCTEMBI SIBIISETCS
uH(popmanmonHas oopazoparensHas cpena (MOC), oObeauHsIONas pa3iTudHble MU(POBHIE
TEXHOJIOTUU. B My3blkaibHOM 00y4yeHMM OHa IpeACTaBiseT coO00i MHTerpanuo HUPpPOBBIX
MHCTPYMEHTOB M PECYPCOB, HANPABICHHBIX HA MOAJCPKKY M COBEPIICHCTBOBAHUE YI€OHOTO
npoiiecca.

Cornmacio A.A. KonoBammoBy u H.U. Byropuny, B My3bIKaJbHOM 00pa3oBaHUU
mudpossle quaaktudeckue cpenctBa MOC MOXXKHO pa3/ienuTh Ha HECKOJIBKO HAIllpaBJICHHM:
CpeAcTBa IS MY3bIKQIBHO-TEOPETUYECKHX  JNUCIHIUINH, CpPEACTBAa IS HM3YYCHUS
MY3bIKOBETUECKMX JUCLUIUIMH, MY3bIKaIbHO-KOMIBIOTEPHBIE TEXHOJIOTUH, UHTEPAaKTUBHBIE
wiathopMbel U oOpaszoBaTenbHble cpeabl. i My3BIKaIbHO-TEOPETUYECKUX JTUCIHILIIHH
OPUMEHSIOTCS ayAMOXPECTOMATUH, ydeOHbIe (POHOIpaMMBbl, BUACOJIEKLIUU, MYIbTUMEAUNHBIE
NapTUTYPHl U y4eOHbIe (QUIBMBI, a TaKXKe WHTEPAKTHBHBIE TPEHAXKEPHI I CONb(EHKHO U
rapMOHUHU. Hns U3yYEHUS MY3bIKOBETYECKHX JUCLUIUINH UCTIONB3YIOTCS
CHeHATH3UPOBAHHBIC TTPOTPAMMBI, IN(POBBIE APXUBBI HOTHBIX 3alMCEH W MyJTbTHMEIUITHbIC
y4eOHUKH. My3bIKalbHO-KOMITBIOTEPHBIE TEXHOJIOTUU OXBATHIBAIOT CPEACTBA Ul COUMHEHMS
MY3BIKH C IOMOIIBIO nporpamm, Takux kak Cakewalk, Band in a Box, FL Studio u Logic Pro,
a TaK)Ke MHCTPYMEHTHI [l TIOMCKA HOBBIX BBIPA3UTENBHBIX CPEACTB U 3KCIIEPUMEHTHPOBAHUS
C DJIEKTpOHHBIMU TeMOpamu, BKiItodast VST-cunrezaropsl (Harpumep, Codex Stereo, Element
Stereo, Arturia, Korg). McnonHuTenbckas aeaTebHOCTh B IM(GPOBOM (hopMaTe peanusyeTcs
C TmoMmoIbio mporpamM, Takux kak Ableton Live, Serato DJ u PCDJ Dex, a s
HOTOrpaduyeckoil paboOThl HIMPOKO NpUMEHstoTcs mporpammbl Sibelius u MuseScore.
Haxkownen, uaTepakTHBHBIE MIAaTGOPMBI 1 00pa30BaTEIBHBIE CPEJIbI, IIO3BOJISIONINE CO3/1aBATh
oOyyaromue MpoayKThl U TECThl MOCPeICTBOM cepBucoB Tumna LearningApps.org u Wix, a
TaKKe MYJIbTUMEIUNHbIE AUJaKTHUECKUe mocoOusi, pazpadaTeiBaemble B AutoPlay, Prezi u
Microsoft PowerPoint, wurpator BaxHyio ponb B  (OPMHPOBAaHHU  LUPPOBOTO
00pa3oBaTeNbHOTO0 KOHTEHTA.

WNudopmannonHo-oOpa3zoBarenbHas cpefa BKIOYAaeT MY3bIKaJbHOE MPOTrpaMMHOE
obecriedeHne (MPOTPaMMBI ISl CO3/aHUSI U PENaKTUPOBAHUSI HOTHBIX MAPTUTYP, CEKBEHCOPHI
JUISL @PaHKUPOBKHU M CO3JJaHUS AJIEKTPOHHON MY3BIKH, TPO(QeCcCHOHATbHBIE HHCTPYMEHTHI JUIs
3allUCH, CBENEHUS W MAaCTEepUHTa ayauo), MYJIbTHMEIHIHbIE Yy4eOHbIE MaTepHajbl
(MHTepaKTUBHBIE IOCOOMS C ayauo- U BHUJICOKOHTEHTOM, BHUACOYPOKH, MacCTep-KIacChl,
BUPTYaJIbHBIE CUMYJIISITOPEI ¥ TpeHaxkepsl). Kpome Toro, mHpopMannonHas oOpa3oBaTenbHas
cpeda OXBAaThIBAECT OHJIAWH-TUIATGOPMBI M JUCTAHLIUMOHHOE OOydYeHHE, MpPeIoCTaBIIsAsd
BO3MOXKHOCTh Y4YacTHsl B BeOWHapax, OHJIAMH-KypcaX W MacTep-Kiaccax, 4TO PacCHIMpseT
JIOCTYIl K 00pa3oBaTelbHBIM pecypcaM M TO3BOJIAET OOy4aroIMMCsl B3aUMOJCHCTBOBATh C

% E-mail: larisa.balaban@amtap.md
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MPEToAaBaTeNs MU U MY3bIKAHTAMU TI0 BCEMY MHUPY.
Takum 00pa3oM, KOMIBIOTEPHBIE TEXHOJOTHH BHEAPAIOTCS B  MY3bIKaJIbHOE
oOpa3oBanmue, oOecreurmBas I[IUPOKHE BO3MOXHOCTH Juisi OOydYeHHUs, TBOpPYECTBA U
ucnosHeHusi. CoOBpeMEeHHBIN MeAaror-My3blKaHT JODKEH BJaJleTh dTUMU UHCTPYMEHTaMU HE
TOJIBKO KaK CPEJCTBOM OOyUEHUs, HO M KaK 0ObEKTOM M3Yy4EHUs, TOCKOJIBbKY LU poBas cpeia
CTaHOBUTCS HEOTHEMJIEMOH YaCThIO MPO(ECCHOHATBHOTO MY3bIKaJIbHOTO 00pa30BaHus.

NudopmanronHo-o0pa3zoBaTenbHast cpena, obnanas psaaoM KITFOUEBBIX
TUAAKTHUYECKUX XapaKTEPUCTUK, CYIIECTBEHHO TMOBbIMAeT 3((HEKTUBHOCT, O0OyueHus,
MIOCKOJIBKY OOECIIeYMBAET BBICOKUN ypPOBEHb HWHTEPAKTHBHOCTH, MO3BOJSIS YYalIUMCA U
CTyJIEHTaM aKTUBHO B3aHMMOJICHCTBOBATh C MpENojaBaTeNsIMU M y4EeOHBIMU MaTepHUaIaMHu.
Hcnonb30BaHue MyJIbTUMEIUHHBIX PECYpPCOB, OHJIAWH-TECTOB, CUMYJISITOPOB, TPEHAXKEPOB U
BUPTYaIbHBIX JIA0OPATOPHIl AeNaeT MPOLECC OCBOCHUS 3HAHUN HE TOJILKO 00Jiee JOCTYIHBIM,
HO W 3HAYUTENIFHO 00OramaeT ero cojepikKarelbHyl0 cTOpoHy. Kpome TOro, BO3MOXKHOCTBH
UCIIOJIb30BaHUsl 00pa30BaTeIbHBIX MaTepuajioB B J00Oe BpeMs M U3 JII0OOM TOYKH MHpa
0COOEHHO aKTyaslbHAa Ui JUCTAHIIMOHHOTO OOydYeHHs, TaK Kak 00ECleYMBaeT MIMPOKHA
JOCTyN K 3HaHWsM. B coueTaHuM ¢ WHAMBUIYATU3UPOBAHHBIM TOJXOIOM, KOTOPBIN
YUUTBIBAET TOTPEOHOCTH KaKJOr0 OOYYaIOMIerocs IOCPEACTBOM IEPCOHAIM3UPOBAHHBIX
yueOHBIX IPOrpaMM, aIaITUBHBIX TECTOB M HHTEPAKTUBHBIX KYPCOB, CO3AIOTCS YCIOBUS IS
ruOKOCTH 00pa3oBaTENBHOrO TMpoLecca M MOSBISETCS BO3MOXHOCTH KOMOWHUPOBATH
oOpa3oBaTenbHble OJIOKM B 3aBUCHUMOCTH OT MOCTaBJICHHBIX 1eneil. CoBpeMeHHble U] poBbIe
MHCTPYMEHTBI O00ECIEUMBAIOT ONEPATUBHYIO OOpaTHYIO CBA3b, JaBasi BO3MOXKHOCTb OBICTPO
MOJyyaTh pe3yibTaThl TECTUPOBAHUSA, KOMMEHTApUHU TMpenojaBareiel W aHAIUTUKY
yCIIEBa€MOCTH, 4YTO, CIIOCOOCTBYET JajbHEUIIEMY pPAa3BUTHIO CAMOCTOSTEIHHOCTH,
KPUTHYECKOTO MBIIUICHUS U TPO(ecCHOHATBbHBIX HABBIKOB 00YYArOIIMXCS.

OO6pazoBaTenbHBIM  Tporecc B HHGOPMAIIMOHHO-00pa30BaTeIbHOW — cpee, MO0
CPaBHEHHMIO C TPATUIMOHHBIMH METOJaMH, TMPEAOCTaBIsIeT OO0y4YaloUMMCs IIMPOKUE
BO3MOXHOCTH JJISi CaMOCTOSITEJIbHOTO BBIOOpa Crmoco0oB, (GopM M TEMIOB OCBOCHHUS
MaTepuaia, 4YTO CYIIECTBEHHO CIOCOOCTBYeT HMHIMBHUAYyanu3anuu oOyueHus. [{udposbie
TEXHOJIOTUM 00€CIeunBaoT JOCTYI K MUPOBBIM 00pa30BaTEeNIbHBIM pecypcaM — TaKUM Kak
MaTepHalbl BEAYIIUX OMOIMOTEK M MY3€eB, JICKIIMHA M3BECTHBIX YUYCHBIX, a TAaKXKE yJacTHe B
BUPTYaIbHBIX YYE€OHBIX TIporpamMmax, B TO BpeMs KakK HWHTEPAaKTHBHBIC TEXHOJIOTHH,
BU3yaJIM3allisl JAaHHBIX M MEXKIPEIMETHBIE CBS3HM JIENAal0T YYeOHBIH Marepuan Ooee
HaTJISITHBIM U TIOHSATHBIM, TTOBBIIIAs BOBICYEHHOCTh O0yYaIOIIHXCA.

[lepcnekTHBBI pa3BUTHS WHPOPMAIMOHHBIX O0pA30BATENBHBIX CHCTEM MOTYT OBITh
HaIpaBlieHbl Ha co3/laHue Oonee THMOKOH, dhdekTuBHON U Oe30macHON CUCTEMBI O0y4YeHHUS,
aZanTUPYIOIIEHCs K MOTPEOHOCTAM Kaxaoro oOydaromierocsi. OJHHM U3 BO3MOXKHBIX
HANpaBlIEHUN  ABIAETCS  pa3BUTHE  aJaNTHUBHBIX  OOpa30BaTENbHBIX  TEXHOJOTHUH,
NPEIONIarafoIIuX MepCOHAIN3ANNI0 YIeOHOTO Ipollecca 3a CYeT aHaiu3a JaHHBIX 00
YCIIEBAEMOCTH YYalIUXCS M TPUMEHEHHUS HMCKYCCTBEHHOTO MHTENJIeKTa JUIs Mojadopa
ONITUMAIILHOTO Y4eOHOTO KOHTEeHTAa. Takke Ba)KHO YCOBEPUICHCTBOBAHHE OOpa30BaTEBbHBIX
wiathopM, BHEIPEHHWE HWHTEIUIEKTYyaJbHBIX YaT-O00TOB UM  TOJIOCOBBIX ITOMOIIHHUKOB,
CIOCOOHBIX aBTOMATHU3WPOBATh OTBETHI HA THIIOBHIC BOMPOCHI M TMOBBICHTH OIIEPATHBHOCTH
B3aUMO/JICHCTBUS MEX/Y CTYACHTAMH U MPENoJaBaTeIsIMH.

HecmoTpss Ha MHOTOUYHMCIIEHHBIE TIPEMMYINECTBA, WHTETpanus HWHPOPMAIMOHHO-
00pa3oBaTeNbHON CPeIbl B My3bIKaIbHOE 00pa30BaHUE CONPSKEHO C psaoM TpyaHocTel. s
ycnemHoro BHenpenuss MOC B My3bikagbHOEe 0Opa3oBaHHE HEOOXOIMMO HE TOJBKO
COBEpPILEHCTBOBATh TEXHOJOIMUYECKYl0 0a3y, obOecrednBas MpPHU STOM BBICOKUH YpPOBEHb
KknbepOe3onacHoCTH oOpa3zoBarenbHbIX MIaTGopm. OaHON U3 KITFOYEBBIX MPOOJIEM SBISICTCS
HeXBaTKa MU(GPOBONH KOMIETEHTHOCTH Yy MpENoJiaBaTesiei, YTO BbI3bIBAET HEOOXOIUMOCTh B
JOTIOJTHUTETIFHOM OOYyYeHHH W METOAMYECKOW IMOAJEPKKE, TOCKOJIBKY WH(GOpMAIMOHHAS
oOpa3oBaTenbHas cpeia TpeOyeT OT MeJaroroB OCBOCHHS HOBBIX MOJXOJIOB K MOATOTOBKE U
NpOBENCHUIO 3aHATHI. Takke CyIIeCTBYIOT CII0O)KHOCTH, CBSI3aHHbIE C TEXHUYECKUMU
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OTpaHUYCHUAMU, HCOGXOIII/IMOCTBIO IIOCTOSIHHOT'O OGHOBJ’ICHI/ISI MporpaMmMHOTO OGGCHG‘-IGHI/ISI
W afanTaiuy y4eOHbIX MaTepPHAIOB MO/ IUGPOBBIC TIATHOPMBI.

Knroueesvie cnosa: MHQbOpM(lI/;uOHHaﬂ 06p[1306(1m€]le(1}l cpe()a, COBpPEMEHHblE NIEXHOJ02UU,
06pa306am€]lebl€ cucmembl, My3vlKajilbHoe o6pa306anue

Tehnologiile moderne in instruirea muzicald transformd semnificativ metodele de
predare si de invatare a artei muzicale. Dezvoltarea tehnologiilor digitale, a platformelor
interactive si a resurselor multimedia creeaza noi oportunitati pentru invatare, facand-o mai
eficienta.

Unul dintre elementele cheie ale sistemului educational modern este mediul
educational informational (MEI), care integreaza diverse tehnologii digitale. In educatia
muzicald, acesta reprezintd integrarea instrumentelor si resurselor digitale menite sa sprijine si
sd Tmbunatateasca procesul de invatare.

Conform relatarilor lui A.A. Konovalov si N.I. Butorin, in instruirea muzicala,
mijloacele didactice digitale ale MEI pot fi impartite in mai multe directii: mijloace pentru
disciplinele teoretice muzicale, mijloace pentru studiul disciplinelor muzicologice, tehnologii
muzical-computerizate, platforme interactive si medii educationale. Pentru disciplinele
teoretice muzicale se folosesc audio textele, fonogramele didactice, video lectiile, partiturile
multimedia si filmele educationale, precum si simulatoarele interactive pentru solfegii si
armonie. Pentru studiul disciplinelor muzicologice se utilizeaza programe specializate, arhive
digitale de partituri si manuale multimedia. Tehnologiile muzical-computerizate includ
instrumente pentru compunerea muzicii cu ajutorul unor programe precum Cakewalk, Band in
a Box, FL Studio si Logic Pro, precum si instrumente pentru descoperirea de noi mijloace
expresive si experimentarea cu timbre electronice, inclusiv synthesizatoare VST (de exemplu,
Codex Stereo, Element Stereo, Arturia, Korg). Activitatea interpretativa in format digital se
realizeaza cu ajutorul programelor Ableton Live, Serato DJ si PCDJ Dex, iar pentru lucrarile
notografice se folosesc pe scard larga programele Sibelius si MuseScore. In cele din urma,
platformele interactive si mediile educationale care permit crearea de produse educationale si
teste prin servicii LearningApps.org si Wix, precum si resursele didactice multimedia
dezvoltate in AutoPlay, Prezi si Microsoft PowerPoint, joacd un rol important in formarea
continutului educational digital.

Mediul educational informational include software muzical (programe pentru crearea
si editarea partiturilor, groovebox-uri pentru aranjamente si compunerea muzicii electronice,
instrumente profesionale pentru inregistrare, mixare si masterizare a audio), materiale
educationale multimedia (resurse interactive cu continut audio si video, lectii video, ateliere
practice, simulatoare virtuale si antrenori). De asemenea, mediul educational informational
acopera platformele online si Tnvatdmantul la distanta, oferind oportunitati de participare la
webinarii, cursuri online si ateliere, ceea ce extinde accesul la resursele educationale si
permite interactiunea elevilor/studentilor cu profesorii si muzicienii din intreaga lume.

Astfel, tehnologiile computerizate sunt integrate in educatia muzicald, oferind
oportunitati largi pentru invatare, creativitate si interpretare. Profesorul-muzician modern
trebuie sa stapaneasca aceste instrumente nu doar ca mijloc de predare, ci si ca obiect de
studiu, deoarece mediul digital devine o parte integranta a educatiei muzicale profesionale.

Mediul educational informational, avand o serie de caracteristici didactice cheie,
imbunatateste semnificativ eficienta Invatdrii, deoarece asigura un nivel ridicat de
interactivitate, permitind elevilor si studentilor sa interactioneze activ cu profesorii si
materialele de studiu. Utilizarea resurselor multimedia, testelor online, simulatoarelor,
antrenorilor si laboratoarelor virtuale face procesul de dobandire a cunostintelor nu doar mai
accesibil, ci si imbogateste semnificativ continutul acestuia. In plus, posibilitatea de a utiliza
mMaterialele educationale in orice moment si din orice colt al lumii este deosebit de relevanta
pentru invatdmantul la distanta, deoarece asigura un acces larg la cunostinte. Combinat cu 0
abordare individualizata, care ia in considerare nevoile fiecarui elev prin programe de studiu
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personalizate, teste adaptive si cursuri interactive, se creeaza conditii pentru flexibilitatea
procesului educational si apare posibilitatea de a combina blocurile educationale in functie de
obiectivele stabilite. Instrumentele digitale moderne ofera un feedback rapid, oferind
oportunitatea de a obtine rapid rezultatele testdrilor, comentariile profesorilor si analizele
performantei, ceea ce contribuie la dezvoltarea autonomiei, gandirii critice si abilitatilor
profesionale ale elevilor.

Procesul educational in mediul educational informational, comparativ cu metodele
traditionale, ofera elevilor oportunitati largi de a alege modalitatile, formele si ritmurile de
invdtare, ceea ce contribuie semnificativ la individualizarea invatarii. Tehnologiile digitale
ofera acces la resurse educationale globale, cum ar fi materialele celor mai importante
biblioteci si muzee, lectiile unor savanti renumiti, precum si participarea la programe
educationale virtuale, in timp ce tehnologiile interactive, vizualizarea datelor si conexiunile
interdisciplinare fac materialul de studiu mai vizibil si mai usor de inteles, sporind implicarea
elevilor.

Perspectivele de dezvoltare ale sistemelor educationale informationale pot fi orientate
spre crearea unei sisteme de invatare mai flexibile, eficiente si sigure, care sa se adapteze
nevoilor fiecarui elev. Una dintre directiile posibile este dezvoltarea tehnologiilor
educationale adaptive, care presupun personalizarea procesului de invatare prin analiza
datelor despre performanta elevilor/studentilor si aplicarea inteligentei artificiale pentru
selectarea continutului educational optim. De asemenea, este importantd imbunatatirea
platformelor educationale, implementarea chatbot-urilor inteligente si a asistentilor vocali
capabili sd automatizeze raspunsurile la Intrebarile standard si sd imbunatateasca rapiditatea
interactiunii intre elevi/studenti si profesori.

Cu toate avantajele sale, integrarea mediului educational informational in educatia
muzicald este Insotitd de o serie de dificultati. Pentru implementarea cu succes a SEI in
educatia muzicala, este necesar nu doar sa se Tmbunatateasca baza tehnologica, asigurand in
acelasi timp un nivel ridicat de securitate ciberneticd al platformelor educationale. Una dintre
problemele-cheie este lipsa competentelor digitale ale profesorilor, ceea ce impune necesitatea
unei instruiri suplimentare si a suportului metodologic, deoarece mediul educational
informational necesitd de la profesori stapanirea unor noi aborddri in pregatirea si
desfasurarea lectiilor. Exista, de asemenea, dificultti legate de limitarile tehnice, necesitatea
de a actualiza constant software-ul si de a adapta materialele de studiu la platformele digitale.

Cuvinte-cheie: mediu educational informational, tehnologii moderne, sisteme educationale,
educatie muzicald

Modern technologies in music education significantly transform the methods of
teaching and mastering musical art. The development of digital technologies, interactive
platforms, and multimedia resources creates new opportunities for learning, making it more
effective.

One of the key elements of the modern educational system is the information
educational environment (IEE), which integrates various digital technologies. In music
education, it represents the integration of digital tools and resources aimed at supporting and
enhancing the learning process.

According to A.A. Konovalov and N.I. Butorin, in music education, the digital
didactic tools of the IEE can be divided into several categories: tools for music theory
disciplines, tools for musicology studies, music-computer technologies, interactive platforms,
and educational environments. For music theory disciplines, audio anthologies, educational
phonograms, video lectures, multimedia scores, and educational films are used, as well as
interactive simulators for solfége and harmony. Specialized programs, digital archives of
sheet music, and multimedia textbooks are used for musicology studies. Music-computer
technologies include tools for composing music using programs such as Cakewalk, Band in a
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Box, FL Studio, and Logic Pro, as well as instruments for exploring new expressive means
and experimenting with electronic timbres, including VST synthesizers (e.g., Codex Stereo,
Element Stereo, Arturia, Korg). Performance activities in a digital format are realized using
programs such as Ableton Live, Serato DJ, and PCDJ Dex, while notation work is widely
supported by programs like Sibelius and MuseScore. Finally, interactive platforms and
educational environments that allow the creation of educational products and tests through
services like LearningApps.org and Wix, as well as multimedia didactic materials developed
in AutoPlay, Prezi, and Microsoft PowerPoint, play an important role in shaping digital
educational content.

The information educational environment includes music software (programs for
creating and editing sheet music, sequencers for arranging and creating electronic music,
professional tools for recording, mixing, and mastering audio), multimedia educational
materials (interactive tutorials with audio and video content, video lessons, master classes,
virtual simulators, and training tools). Additionally, the information educational environment
encompasses online platforms and distance learning, providing opportunities for participation
in webinars, online courses, and master classes, thus expanding access to educational
resources and allowing learners to interact with teachers and musicians from around the
world.

Thus, computer technologies are being integrated into music education, providing vast
opportunities for learning, creativity, and performance. A modern music educator must master
these tools not only as a means of teaching but also as an object of study, as the digital
environment becomes an integral part of professional music education.

The information educational environment, with its key didactic characteristics,
significantly enhances the effectiveness of learning by ensuring a high level of interactivity,
allowing students to actively engage with teachers and educational materials. The use of
multimedia resources, online tests, simulators, training tools, and virtual labs not only makes
the process of acquiring knowledge more accessible but also greatly enriches its content.
Moreover, the ability to access educational materials anytime and from anywhere in the world
is particularly relevant for distance learning, as it ensures broad access to knowledge.
Combined with an individualized approach that considers the needs of each learner through
personalized study programs, adaptive tests, and interactive courses, conditions for flexibility
in the educational process are created, allowing for the combination of educational blocks
based on set goals. Modern digital tools provide prompt feedback, enabling quick access to
testing results, teacher comments, and performance analytics, which fosters further
development of students' independence, critical thinking, and professional skills.

The educational process in the information educational environment, compared to
traditional methods, offers students broad opportunities for self-selection of methods, forms,
and paces of material mastery, significantly contributing to the individualization of learning.
Digital technologies provide access to global educational resources—such as materials from
leading libraries and museums, lectures by renowned scholars, as well as participation in
virtual study programs — while interactive technologies, data visualization, and
interdisciplinary connections make the educational material more vivid and understandable,
increasing student engagement.

The prospects for the development of information educational systems may focus on
creating a more flexible, efficient, and secure learning system that adapts to the needs of each
learner. One possible direction is the development of adaptive educational technologies that
personalize the learning process by analyzing student performance data and applying artificial
intelligence to select optimal educational content. It is also important to improve educational
platforms, implement intelligent chatbots, and voice assistants capable of automating
responses to frequently asked questions and enhancing the efficiency of interactions between
students and teachers.

Despite numerous advantages, the integration of IES into music education is
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accompanied by several challenges. For the successful implementation of IES in music
education, it is necessary to not only enhance the technological base while ensuring a high
level of cybersecurity for educational platforms but also address the lack of digital
competence among teachers, which necessitates additional training and methodological
support, as the information educational environment requires educators to master new
approaches to lesson preparation and delivery. There are also difficulties related to technical
limitations, the need for constant software updates, and the adaptation of educational
materials to digital platforms.

Keywords: information educational environment, modern technologies, educational systems,
music education
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Prezentul demers doreste sd pund in lumind un subiect putin cunoscut in istoria
muzicii, precum este cel al aflarii pe teritoriul Basarabiei a compozitorului german din
perioada barocului muzical Johann Jacob Bach, fratele mai mare al celebrului Johann
Sebastian Bach. Continutul, dezvoltat in discurs, incearca sa recreeze partial traiectoria vietii
muzicianului, operand cu informatii relevante, extrase din activitatea lui Bach seniorul in
afara tarii sale de origine. Textul comunicarii se intemeiaza pe izvoarele documentare, care au
putut fi identificate pana In acest moment, de altfel foarte putine la numar, fapt ce a
determinat ca si modul lor de interpretare sa aducd in prim-plan dimensiunea istorica a
subiectului abordat.

Nascut in anul 1682 la Eisenach, Germania, Jacob isi incepe cariera de muzician in
localitatea de bastind, ca oboist in formatia municipald. Au urmat mai apoi anii de peregrinari
in straindtate aldturi de regele suedez Carol al XII-lea, in slujba caruia intrd ca muzician la
1704, insotindu-1 pe tot parcursul campaniilor din estul Europei. La plecarea din tard, mai
exact, in expeditia suedeza din Polonia, Bach juniorul compune pentru el in semn de adio
,»Capriccio sopra la lontananza del suo fratello dillettissimo” (Capriccio iiber die Abreise des
sehr geschdtzten Bruders sau Caprice sur le départ de son frére bien-aimé) cu 0 Aria di
Postiglione (1704), lucrare modelata dupa Sonatele biblice ale compozitorului, organistului si
muzicologului german Johann Kuhnau.

Dupa infrangerea suferitd de armata scandinava in batélia de la Poltava din 1709, J.J.
Bach il urmeazi pe rege in refugiul fortat al acestuia la Bender. Impreuni cu suita sa,
suveranul suedez s-a aflat pe teritoriul din stdnga Prutului timp de 5 ani, perioada in care a

* E-mail: ghilasvictor@yahoo.com

24


https://orcid.org/0000-0001-5011-36
mailto:ghilasvictor@yahoo.com

reusit sa stabileasca relatii cu omologii sdi din Moldova si Tara Romaneasca — Dimitrie
Cantemir, Constantin Racovita, Nicolae Mavrocordat, Constantin Brancoveanu, continudnd
sd-si conduca tara din exil.

in anul 1710, Johann Jacob Bach pleaca din Bender la Constantinopol impreuni cu
trimisul regelui Ludovic al XIV-lea la Curtea regelui Carol al Xll-lea din Basarabia,
diplomatul francez, marchizul Des Alleurs, unde a intrat in slujba diplomatului Thomas
Funck, trimisul extraordinar suedez la sultanul Ahmed al Ill-lea. in capitala Imperiului
Otoman isi aprofundeaza studiile muzicale cu oboistul francez Pierre Gabriel Buffardin, se
perfectioneaza la acest instrument de suflat, insusind, totodata, flautul si, posibil, vioara, face
cunostintd cu mai multe personalititii notorii din lumea muzicii, aflate la acea vreme in
centrul administrativ al Turciei. Despre activitatea componistica a lui J.J. Bach din perioada
aflarii sale in cetatea de pe malul Bosforului nu se cunosc informatii care i-ar certifica
preocupirile in acest domeniu de creatie. In anul 1712 se intoarce la Tighina, preluand
conducerea echipei muzicale a Curtii regale, stabilitd temporar in Basarabia. Aici, pe langa
alte obligatii cerute de protocolul curtii, muzicianul a facut parte din grupul care a raspuns la
calabalacul de la Varnita cu muzicd de pregatire pentru luptd cu asediatorii. Conform unor
informatii, serviciile echipei de muzicieni erau solicitate de insisi regele. In obligatiile
ansamblului instrumental, aflat sub competenta lui Jacob, intra, Intre altele, si interpretarea in
dormitorul suveranului a muzicii relaxante pentru catalizarea somnului de noapte al acestuia.

Pe teritoriul Basarabiei J.J. Bach s-a aflat pana in anul 1714, dupa care pleaca de la
Bender in directia Stockholm. Plecarea este confirmata documentar cu datd de 21 decembrie
1714 si coincide cu perioada retragerii convoaielor suedeze de la Varnita spre Suedia pe
traseul: Moldova, Tara Romaneasca, Transilvania, Ungaria si Germania. Aceastd coincidenta
nu exclude posibilitatea ca muzicianul sa fi facut parte din componenta uneia din cele 4
coloane pornite la drum céatre destinatia finala.

Johann Jacob Bach a compus cateva lucrari, dintre care se remarcd Sonata Tn do minor
pentru oboi si bas continuu in patru miscari, semnatd cu pseudonimul Signor Bach.
Contributiile lui J.J. Bach in domeniul muzicii, desi nu sunt la fel de cunoscute ca cele ale
fratelui sdu mai mic, sunt importante pentru dezvoltarea traditiei muzicale a familiei Bach,
reflectand influentele muzicale diverse pe care le-a acumulat in timpul célatoriilor sale prin
Europa si Imperiul Otoman.

Cuvinte-cheie: Johann Jacob Bach, Carol al Xll-lea, oboist, compozitor, Basarabia, Bender

The present endeavor aims to shed light on a lesser-known topic in music history,
specifically the presence of the German composer from the Baroque period, Johann Jacob
Bach, in the territory of Bessarabia. He was the older brother of the famous Johann Sebastian
Bach. The content developed in this discourse seeks to partially recreate the trajectory of the
musician's life, utilizing relevant information extracted from Bach's activities outside his
country of origin. The text of the communication is based on documentary sources, which
have been identified up to this point, albeit very few in number, leading to an interpretative
approach that highlights the historical dimension of the subject addressed.

Born in 1682 in Eisenach, Germany, Jacob began his musical career in his hometown
as an oboist in the municipal ensemble. He later spent years traveling abroad alongside the
Swedish King Charles XIlI, serving as a musician from 1704 and accompanying him
throughout the campaigns in Eastern Europe. Upon leaving his homeland, specifically during
the Swedish expedition in Poland, Bach composed for him as a farewell Capriccio sopra la
lontananza del suo fratello dillettissimo (Capriccio itiber die Abreise des sehr geschditzten
Bruders or Caprice sur le départ de son frére bien-aimé) with an Aria di Postiglione (1704), a
work modeled after the Biblical Sonatas of the German composer, organist, and musicologist
Johann Kuhnau.

Following the defeat of the Scandinavian army at the Battle of Poltava in 1709, J.J.
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Bach followed the king into his forced refuge in Bender. Together with his entourage, the
Swedish sovereign remained in the territory to the left of the Prut River for five years, during
which time he managed to establish relationships with his counterparts in Moldova and
Wallachia — Dimitrie Cantemir, Constantin Racovita, Nicolaec Mavrocordat, and Constantin
Brancoveanu, continuing to govern his country from exile.

In 1710, Johann Jacob Bach left Bender for Constantinople with the envoy of King
Louis X1V to the court of King Charles XII in Bessarabia, the French diplomat Marquis Des
Alleurs, where he entered the service of the diplomat Thomas Funck, the extraordinary
Swedish envoy to Sultan Ahmed Il1. In the capital of the Ottoman Empire, he deepened his
musical studies with the French oboist Pierre Gabriel Buffardin, perfected his skills on this
wind instrument, and also learned the flute and possibly the violin. He became acquainted
with several notable figures in the world of music who were at that time in the administrative
center of Turkey. There is no known information about J. J. Bach's compositional activities
during his time in the city on the Bosphorus that would certify his endeavors in this creative
field.

In 1712, he returned to Tighina, taking over the leadership of the royal court's musical
team, temporarily established in Bessarabia. Here, alongside other obligations required by
court protocol, the musician was part of the group that responded to the call at Varnita with
music to prepare for battle against the besiegers. According to some information, the services
of the musical team were requested by the king himself. Among the duties of the instrumental
ensemble under Jacob's supervision was the performance of relaxing music in the sovereign's
bedroom to facilitate his nighttime sleep.

J.J. Bach stayed in Bessarabia until 1714, after which he departed from Bender in the
direction of Stockholm. This departure is documented with a date of December 21, 1714,
coinciding with the period of withdrawal of Swedish convoys from Varnita towards Sweden
via the route: Moldova, Wallachia, Transylvania, Hungary, and Germany. This coincidence
does not preclude the possibility that the musician was part of one of the four columns that set
off on the journey to the final destination.

Johann Jacob Bach composed several works, among which the Sonata in C minor for
oboe and continuo in four movements, signed with the pseudonym Signor Bach, stands out.
His contributions to music, although not as well-known as those of his younger brother, are
significant for the development of the Bach family's musical tradition, reflecting the diverse
musical influences he accumulated during his travels through Europe and the Ottoman
Empire.

Keywords: Johann Jacob Bach, Charles XII, oboist, composer, Bessarabia, Bender
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Epoca romantica, desfasurata intre anii 1800-1900, a fost o perioada de transformari
fundamentale in muzicd, in care libertatea expresivd si cautarea unei identitati personale au
definit creatiile artistice ale compozitorilor. Virtuozitatea solisticd a ajuns in centrul
discursului muzical, iar formele traditionale au fost modificate pentru a permite o mai mare
libertate in explorarea emotiilor si a tehnicii. Daca vioara a fost deja consolidata ca instrument
solistic major, viola, adesea consideratd un instrument secundar in epocile anterioare, a
inceput sa capete un statut distinct, iar lucrdrile dedicate acestui instrument au evoluat sub
influenta dorintei de a explora noi dimensiuni sonore si expresive.

Desi in perioada romantica au fost compuse relativ putine lucrari care sa poatd fi
numite adevarate concerte pentru viola si orchestra, totusi, exista cateva creatii foarte bune in
care viola are un rol concertant si detine o valoare artistica si expresiva deosebitd. Piesele din
aceastd perioada au deschis calea pentru dezvoltarea ulterioara a literaturii solistice pentru
viold, consoliddnd pozitia acestui instrument in peisajul muzical academic si concertistic. In
acest context, Sonata pentru Grand Viola si orchestra de Paganini reprezintd o lucrare
fundamentald, care nu doar ca subliniazd virtuozitatea instrumentului, dar impune si o
provocare tehnica uriasd. Desi, in acea perioadd, vioara si pianul dominau repertoriul
concertant, Paganini reimprospateaza cu aceastd lucrare viziunea asupra violei, explorand nu
doar dificultati tehnice impresionante, dar si profunzimi lirice neintalnite pana atunci. Cu o
structura ce aminteste de un concert in care solistul este la centru, dar cu o abordare diferita,
orchestra pune in evidentd atat virtuozitatea instrumentala cat si capacitatea violei de a
transmite emotii complexe si intense.

Putini stiu ca, pe langa vioara, Paganini stapanea perfect chitara si canta foarte bine la
viola. Desi a studiat cu mai multi profesori, Paganini si-a dezvoltat un stil si o tehnica
instrumentald profund personald. Printre mentorii sdi s-a numdrat violistul si compozitorul
Alessandro Rolla, care ar fi putut influenta pasiunea sa pentru viola. Paganini nu era doar un
virtuoz exceptional, ci si un muzician apreciat pentru tonul sdu expresiv, inspirat de stilul
scordatura, armonicele duble si pizzicato-ul cu méana stanga.

In 1833, aflat la Paris, Paganini a asistat la un concert in care a fost interpretati
Simfonia fantasticd de Berlioz si, impresionat profund de cele auzite, 1-a felicitat calduros pe
autor. La scurt timp dupa, i-a cerut acestuia s compund un concert pentru viold, dorind si
valorifice capacitatile tehnice ale interpretului, dar si potentialul sonor exceptional al violei
sale, marca Stradivari, procurata recent la Londra. Fascinat de sunetul profund si melancolic
al minunatului instrument, Paganini a cautat un compozitor care sa exprime acea latura
dramatica si pasionala a violei, care, fiind umbrita de vioara si violoncel, nu fusese complet
explorata.

Astfel a luat nastere Harold en Italie, lucrarea pe care Berlioz a compus-o pentru viola
si orchestra, inspiratd de ideile de libertate si contemplare proprii unui caldtor, dar si de
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atmosfera poetica a poeziei romantice. Cu toate acestea, in ciuda ideii inovative a lucrarii,
Paganini s-a aratat dezamagit de faptul ca partida solistica a violei continea o serie de pauze
semnificative, iar lucrarea nu permitea manifestarea virtuozitatii pe care Paganini o astepta de
la un concert pentru viold. In viziunea sa, Berlioz a tratat viola mai degrabi ca pe o voce
secundard cu roluri multiple intr-o simfonie in loc sd o plaseze in centrul atentiei, asa cum se
intampla in cazul vocilor solistice in concertele instrumentale. Refuzand lucrarea lui Berlioz,
insa dornic sd-si valorifice propria viold Stradivari, Paganini a decis sd compuna el insusi o
piesa pentru viola si orchestra. Astfel a aparut Sonata per la Grand Viola (Op. 35, MS 70), o
lucrare extrem de solicitantd tehnic, care pune in evidentd atit virtuozitatea cat si
expresivitatea lirica a violei.

Titlul lucrarii se explica prin faptul ca, spre deosebire de vioara sau violoncel ale caror
dimensiuni erau oarecum standardizate, dimensiunile violelor erau mult mai variate — de la
39.8 (o viold Amati) pand la 48.2 (o viola Guarneri) (a se vedea din istoria violei), iar
Paganini detinea un instrument realizat de Stradivari, cunoscuta sub numele de viola
»Mendelssohn”, care avea o dimensiune mai mare decat violele obisnuite (se estimeaza ca
avea o lungime a corpului de aproximativ 42-43 c¢m), ceea ce ii permitea sa obtina un timbru
mai profund si mai plin, caracteristic violei, dar cu o mai mare capacitate de a sustine pasaje
tehnice complexe si inalte

Exista si o ipoteza conform céreia, pentru interpretarea Sonatei, ar fi fost creatd o viola
speciald cu cinci corzi, construitd special pentru marele violonist (cunoscuta sub numele de
contraviola Paganini 1nsd pierduta ulterior), realizatad de un alt lutier. Aceasta avea o coarda
suplimentard, mi (E), care 1i permitea sa evite registrele extreme ale violei traditionale,
facilitdnd interpretarea pasajelor dificile si trecerile intre sectiunile lirice si cele de virtuozitate
rapida, firda compromisuri in timbru. In lipsa unui asemenea instrument, violistii de astazi
trebuie sd compenseze prin pozitii dificile, deplasand mana stanga in registre Inalte.

Sonata per la Grand Viola e orchestra de N. Paganini este o lucrare de mare
virtuozitate structuratd in trei parti contrastante care suna fara intrerupere (attacca), viola
avand un rol solistic proeminent. Forma piesei se indeparteaza de tiparul clasic al sonatei si se
apropie mai degraba de o fantezie, construitd dintr-o succesiune de episoade care culmineaza
cu o sectiune finald — o tema cu variatiuni spectaculoase de o virtuozitate exceptionala.

Orchestra joaca un rol secundar in cadrul Sonatei, iar aceasta abordare se aliniaza cu
stilul caracteristic al multor lucrari compuse de Paganini, unde instrumentul solist este cel
care domini scena muzicald. In aceste lucriri, orchestra nu este decit un acompaniament
subtil, care sustine si evidentiaza partida solisticd, ldsand astfel instrumentul principal sa
capteze intreaga atentie a publicului.

Elementele distinctive ale piesei — scriitura liberd, cu accente improvizatorice in
partida solistica a violei si acompaniamentul laconic — evidentiaza particularitatile stilului
componistic al lui Paganini.

Desi Sonata per la Grand Viola e orchestra de Nicolo Paganini este o lucrare extrem
de importantd pentru viola si orchestrd, ea nu poate fi consideratda un ,,concert” in sensul
deplin al cuvantului. latd cele mai importante deosebiri:

1. Un concert pentru instrument si orchestrd urmeaza, de obicei, o structurd de trei
(sau patru) misciri si implicd o interactiune constanta intre solist si orchestra. In cadrul unui
concert clasic, solistul joacad un rol activ intr-un dialog cu orchestra, fiind sustinut de
acompaniamente si contrapuncte orchestrale, ce contribuie la dezvoltarea materialului
muzical. In contrast, Sonata pentru viold si orchestrd de Paganini se apropie mai mult de
forma unei fantezii pentru viold cu orchestra. Aceasta are o structurda diferita, bazata pe
recitativ si variatiuni, unde interactiunea intre solist si orchestrd nu este continud, asa cum se
intampla in cadrul unui concert clasic.

2. Intr-un concert clasic, solistul si orchestra sunt intr-un dialog constant, alternand
intre sectiuni solo si sectiuni in care orchestra preia conducerea. Aceastd alternanta esentiald
defineste structura unui concert. In Sonata pentru viold si orchestrd, Paganini utilizeaza
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orchestra mai mult ca pe un sustinator al solistului, oferindu-i cadrul necesar pentru a-si
expune virtuozitatea. Pasajele orchestrale servesc la sustinerea temei sau la crearea unui
fundal sonor pentru interpretarea solistica, fard a genera un dialog activ intre solist si
orchestra.

Totusi, exista si unele similitudini:

1. La nivelul virtuozitdtii si al rolului solistic, Sonata pentru viola si orchestra
impartaseste multe trasaturi comune cu un concert. Paganini foloseste tehnici solistice
avansate, permitand violistului sd-si demonstreze abilitatile tehnice si expresive in fata
orchestrei.

2. Forma de tema cu variatiuni poate aminti structura unor miscari concertante, in care
solistul este plasat in centrul atentiei, iar orchestra contribuie cu acompaniamente care sprijina
dezvoltarea muzicala.

Chiar daca Sonata per la Grand Viola de Paganini este o lucrare concertantd ce
impune un rol central solistului, aceasta nu poate fi consideratd un concert pentru viola si
orchestra 1n sensul strict al termenului. Mai degraba, este o lucrare solistica cu orchestra, care
adaugd profunzime expresiva si tehnica virtuozitatii violii, dar fara structura si interactiunea
tipicd unui concert clasic.

Sonata per la Grand Viola de Niccolo Paganini reprezinta un moment important in
evolutia repertoriului pentru viold, demonstrand potentialul solistic al acestui instrument intr-
o manierd fara precedent. Desi lucrarea nu respecta strict structura traditionald a sonatei, ci
adoptd o forma concertantd cu sectiuni tematice si variationale, ea reuseste sa Tmbine
expresivitatea melodicd cu cerintele tehnice exceptionale. Paganini nu doar ca exploreaza
limitele instrumentului, ci redefineste rolul violei in muzica de virtuozitate, transformand-o
intr-un protagonist aproape egal cu vioara sau violoncelul demn de marile scene concertistice.

Lucrarea este emblematica pentru stilul compozitorului, reflectdnd influentele sale din
muzica italiand de opera, cu linii melodice ample, recitative dramatice si un spectru larg de
ornamente specifice belcanto-ului. In acelasi timp, Paganini introduce elemente de spectacol
instrumental, punand accent pe pasaje de mare dificultate tehnicd, ce includ salturi ample,
arpegii rapide, note duble si acorduri, explorand registrele extreme ale violei. Aceasta
combinatie de lirism si virtuozitate transformd sonata intr-o capodopera a repertoriului
violistic.

Importanta Sonatei per la Grand Viola nu se limiteaza doar la dimensiunea sa tehnica,
ci si la impactul pe care 1-a avut asupra perceptiei violei ca instrument solistic. Intr-o epoca in
care vioara domina repertoriul concertistic, Paganini a demonstrat cd si viola poate sustine un
discurs muzical amplu, spectaculos si profund expresiv. Adaptarile sale tehnice, precum
utilizarea unei viole cu cinci corzi pentru a facilita executia pasajelor dificile, confirma

In concluzie, Sonata per la Grand Viola rimane nu doar un reper esential in literatura
pentru viold, ci si o marturie a geniului inovator al lui Paganini. Lucrarea devine o veritabila
piatrd de incercare pe calea virtuozitatii, un punct culminant in evolutia violei ca voce
solistica 1n contextul epocii romantice, care pune in valoare multiple dimensiuni ale acesteia —
de la cele mai sofisticate tehnici instrumentale la cele mai adanci expresii ale sufletului uman,
deschizand noi directii pentru repertoriul violistic concertant.

Cuvinte-cheie: Grand Viola, N. Paganini, sonata pentru viold, viola concertantd, virtuozitate

The Romantic era, spanning from 1800 to 1900, was a period of fundamental
transformations in music, where expressive freedom and the quest for personal identity
defined the artistic creations of composers. Solistic virtuosity became the centerpiece of
musical discourse, and traditional forms were modified to allow greater freedom in exploring
emotions and technique. While the violin had already established itself as a major solo
instrument, the viola, often regarded as a secondary instrument in earlier periods, began to

29



gain a distinct status, and works dedicated to this instrument evolved under the influence of a
desire to explore new sonic and expressive dimensions.

Although relatively few works were composed during the Romantic era that could be
called true viola concertos, there are still some exceptional creations in which the viola plays
a concertante role and holds considerable artistic and expressive value. The pieces from this
period paved the way for the further development of solo viola literature, solidifying the
instrument's position in the academic and concert music landscape. In this context, Paganini's
Sonata for Grand Viola and Orchestra represents a fundamental work, which not only
highlights the virtuosity of the instrument but also presents a tremendous technical challenge.
Although during that time, the violin and piano dominated the concert repertoire, Paganini
revitalizes the vision of the viola with this work, exploring not only impressive technical
difficulties but also lyrical depths previously uncharted. With a structure reminiscent of a
concerto where the soloist is at the center, but with a different, more intimate approach
focused on individual expressiveness, Sonata for Grand Viola and Orchestra showcases both
the instrumental virtuosity and the viola's ability to convey complex and intense emotions.

Few people know that, in addition to the violin, Paganini was also an expert guitarist
and played the viola very well. Although he studied with several teachers, Paganini developed
a deeply personal instrumental style and technique. Among his mentors was the violist and
composer Alessandro Rolla, who may have influenced his passion for the viola. Paganini was
not only an exceptional virtuoso but also a musician admired for his expressive tone, inspired
by the style of Italian opera. Fascinated by the tonal possibilities of the viola, he explored
innovative techniques such as scordatura, double harmonics, and left-hand pizzicato.

In 1833, while in Paris, Paganini attended a concert in which Berlioz's Symphonie
Fantastique was performed and, deeply impressed by what he heard, he warmly congratulated
the composer. Shortly afterward, he asked Berlioz to compose a concerto for viola, wanting to
exploit the technical abilities of the performer and the exceptional sound potential of his
recently acquired Stradivari viola. Fascinated by the deep and melancholic sound of the
instrument, Paganini sought a composer who could express the dramatic and passionate side
of the viola, a side that, overshadowed by the violin and cello, had not been fully explored.

Thus, Harold en Italie was born, the work Berlioz composed for viola and orchestra,
inspired by the ideas of freedom and contemplation inherent to a traveler, as well as by the
poetic atmosphere of Romantic poetry. However, despite the innovative concept of the work,
Paganini was disappointed to find that the viola's solo part contained significant pauses, and
the work did not allow for the display of the virtuosity Paganini expected from a viola
concerto. In his view, Berlioz treated the viola more like a secondary voice with multiple roles
in a symphony, rather than placing it at the center of attention, as was customary in soloist
parts of instrumental concertos. Rejecting Berlioz's work, yet eager to showcase his own
Stradivari viola, Paganini decided to compose a piece for viola and orchestra himself. Thus,
Sonata per la Grand Viola (Op. 35, MS 70) emerged, an extremely technically demanding
work that highlights both the virtuosity and lyrical expressiveness of the viola.

The title of the work is explained by the fact that, unlike the violin or cello, whose
sizes were somewhat standardized, viola sizes were much more varied — from 39.8 cm (an
Amati viola) to 48.2 cm (a Guarneri viola) (as seen from the history of the viola), and
Paganini owned an instrument made by Stradivari known as the "Mendelssohn" viola, which
was larger than standard violas (estimated to have a body length of around 42-43 cm),
allowing him to achieve a deeper, fuller timbre typical of the viola, but with greater capacity
to sustain complex and high technical passages.

There is also a hypothesis suggesting that, for the performance of the Sonata, a special
five-string viola was created specifically for the great violinist (known as the Paganini
contraviola, which was later lost), made by another luthier. This instrument featured an
additional E string, allowing Paganini to avoid the extreme registers of the traditional viola,
facilitating the performance of difficult passages and transitions between lyrical and rapid
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virtuoso sections, without compromising the timbre. In the absence of such an instrument,
today's violists must compensate through difficult hand positions, moving the left hand into
high registers.

Sonata per la Grand Viola e Orchestra by N. Paganini is a work of great virtuosity
structured in three contrasting sections that flow continuously (attacca), with the viola taking
a prominent solo role. The form of the piece deviates from the classical sonata pattern and is
closer to a fantasia, built from a succession of episodes culminating in a final section—a
theme with spectacular variations of exceptional virtuosity.

The orchestra plays a secondary role within the Sonata, and this approach aligns with
the characteristic style of many works composed by Paganini, where the solo instrument
dominates the musical stage. In these works, the orchestra serves merely as a subtle
accompaniment that supports and highlights the solo part, allowing the main instrument to
capture the full attention of the audience.

The distinctive elements of the piece — its free writing, with improvisatory accents in
the viola's solo part, and the laconic accompaniment — highlight the unique features of
Paganini's compositional style.

Although Sonata per la Grand Viola e Orchestra by Nicolo Paganini is an extremely
important work for viola and orchestra, it cannot be considered a "concerto™ in the full sense
of the word. Here are the key differences:

1. A concerto for instrument and orchestra usually follows a three (or four) movement
structure and involves constant interaction between the soloist and the orchestra. In a classical
concerto, the soloist plays an active role in dialogue with the orchestra, supported by
orchestral accompaniments and counterpoints that contribute to the development of the
musical material. In contrast, Paganini's Sonata for Viola and Orchestra is closer to the form
of a fantasia for viola with orchestra. It has a different structure, based on recitative and
variations, where the interaction between the soloist and orchestra is not continuous as it is in
a classical concerto.

2. In a classical concerto, the soloist and orchestra engage in a constant dialogue,
alternating between solo sections and sections where the orchestra takes the lead. This
essential alternation defines the structure of a concerto. In Sonata for Viola and Orchestra,
Paganini uses the orchestra more as a supporter of the soloist, providing the necessary
framework for the viola to showcase its virtuosity. The orchestral passages serve to support
the theme or create a sound background for the solo interpretation, without generating an
active dialogue between the soloist and orchestra.

However, there are also some similarities:

1. In terms of virtuosity and the solo role, Sonata for Viola and Orchestra shares many
common traits with a concerto. Paganini uses advanced solo techniques, allowing the violist
to demonstrate both technical and expressive abilities before the orchestra.

2. The theme with variations form may remind one of the structure of concertante
movements, where the soloist is placed in the spotlight and the orchestra contributes with
accompaniments that support the musical development.

Although Sonata per la Grand Viola by Paganini is a concertante work that places the
soloist at the center, it cannot be considered a concerto for viola and orchestra in the strict
sense of the term. Rather, it is a solo work with orchestra, adding depth to the expressive and
technical virtuosity of the viola but without the structure and interaction typical of a classical
concerto.

Sonata per la Grand Viola by Niccolo Paganini represents an important moment in the
development of the viola repertoire, demonstrating the solo potential of the instrument in an
unprecedented manner. Although the work does not strictly follow the traditional sonata
structure, adopting a concertante form with thematic and variation sections, it successfully
combines melodic expressiveness with exceptional technical demands. Paganini not only
explores the limits of the instrument but also redefines the role of the viola in virtuosic music,
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turning it into a protagonist almost equal to the violin or cello, worthy of the grand concert
stages.

The work is emblematic of the composer's style, reflecting his influences from Italian
opera music, with broad melodic lines, dramatic recitatives, and a wide range of ornaments
characteristic of bel canto. At the same time, Paganini introduces elements of instrumental
spectacle, focusing on passages of great technical difficulty, including wide leaps, rapid
arpeggios, double stops, and chords, exploring the extreme registers of the viola. This
combination of lyricism and virtuosity transforms the sonata into a masterpiece of the viola
repertoire.

The importance of Sonata per Grand'Viola is not limited to its technical dimension but
also to its impact on the perception of the viola as a solo instrument. In an era when the violin
dominated the concert repertoire, Paganini demonstrated that the viola could also sustain a
vast, spectacular, and deeply expressive musical discourse. His technical adaptations, such as
using a five-string viola to facilitate the performance of difficult passages, confirm his desire
to push the limits of the instrument and explore new timbral possibilities.

In conclusion, Sonata per Grand'Viola remains not only an essential milestone in the
viola literature but also a testament to Paganini's innovative genius. The work becomes a true
test of virtuosity, a culminating point in the evolution of the viola as a solo voice in the
context of the Romantic era, highlighting multiple dimensions of the instrument — from the
most sophisticated instrumental techniques to the deepest expressions of the human soul,
opening new directions for concertante viola repertoire.

Keywords: Grand Viola, N. Paganini, sonata for viola, viola concertante, virtuosity
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ciIymaTeneil BBI3BIBACT JIMYHOCTh MY3BIKAHTA-HCIIOJIHUTENS Ha XeJaep-TeHope H QuieiTe
Buktopa Jlakycta. Mol My3bIKOBEIUECKH B30p B IIEPBYIO O4YEpeab IPHUBIIEKIA
YHUKQJIBHOCTh JITaHHOT'O HCIOJIHUTEJNSA, 3aBd3aHHas Ha ABYX NpuuuHax. [lepBas ux HHUX
3aKJII0YaeTcsi B TOM, 4YTO OCHOBHas mpodeccus Bukropa Jlakycra — akageMuk, TOKTOp
MEAMIIMHCKUX HayK, podeccop, mpeacenarens EBponeiickoit Acconuanuu AJbTepHATUBHON
Menuuunel. Bropas mnpuumHa COCTOMT B €r0 MHOTOJIETHEM YBIIEYEHHHU COBPEMEHHOM
aKaJeMUYECKOM MY3bIKOW, KOTOpas MHOTMM Jaxe NpOo(hecCHOHAIBHBIM HCIOTHUTEISAM
KKETCS HENOCTYNHOW [UJIsl aJ€KBATHOIO BOCIPHUATHS. OTO YBIECYEHUE, HAYABIIHCh KakK
3aHUMATeNbHOE «X000M», TMOCTENEHHO TMEPepocsio B IPOLECC IEIeHANPABICHHOTO
caMo00pa3zoBaHus, JOCTUTIIEr0 YPOBHS HCHOJHUTENIBCKOro MpodeccnoHanusma Oxaroaaps
JUINTEIbHOMY COTPYIHUYECTBY U TBOPUYECKOM KOMMYHHMKAIMU C BEIYILUM KOMIIO3UTOPOM
MonaoBbl, mpodgeccopoM KOMIO3UIMH U JOKTOPOM HCKyccTBOBeneHUs [ 'ennaauem Yobany.
VIMeHHO ero HOBEHIIME WHCTPYMEHTAJIbHBIE OIYChl JJI COJUPYIOLIMX HHCTPYMEHTOB B
ucrionHeHny Bukropa Jlakycra NOKOpPWIM CIIyIIaTEeNbCKYH) AayJUTOPUIO, IPO3BYYaB B
KOHIIEPTHBIX IMporpammax exeroganoro MexayHapoanoro ®ecruBans Zilele muzicii noi.
Kaxercs, yuto B MongoBe Mbl BIEpBbIe BCTpedaeMcs C TOJ0OHBIM (eHOMEHATbHBIM
apieHueM. Y I'. HoOaHy eCTECTBEHHO CIIOXKHWINCh TECHbIE TBOPUECKHE B3aMMOCBSA3M U C
OPYTMMH  KOHKPETHBIMU  3apyOeXHBIMHU W OTEUECTBEHHBIMU  HCHOJIHUTEISMHU-
€MHOMBIIUJICHHUKAaMH, [pO(ecCHOHAIIbHO  BJIAJICIOIIMMHM  BUPTYO3HOM  aBaHTapAHOMN
TEXHUKOW 3BYKOU3BIICUEHHMsI, CIOCOOHBIX aJeKBATHO TepelaTb aBTOPCKOe oOpas3Hoe
cozepkanue. Ho uto mocnyxuno 6a30il [uig pOXKAECHUS U CO3[JaHUS 3TOTO YAUBHUTEIBHOTO
TaHJEMa JIBYX BBIIAIOMIMXCS JHMYHOCTEH — BBICOKOMPO(MECCHOHATBLHOTO KOMIIO3UTOpA U
UCTIOTHUTEIISA-TIO0UTENS], KAKMM B CYITHOCTH siBsieTcs Bukrop Jlakycra?

Pa3BépHyThIli OTBET Ha H3TOT HENPOCTON BOMPOC 3aKIOYAETCS B COACPKAHUU
IPEJI0KEHHOT0 HAYYHOro AoKJIaaa. Jlius onpenenenns Xyn0KeCTBEHHON IEHHOCTH JaHHOTO
TBOPUYECKOTO COAPYKECTBA HEOOXOAUMO BBIACIUTH OObEKTUBHBIC U CYObEKTHUBHBIE CTOPOHBI,
CHOCOOCTBYIOIIME CO3JIaHHIO YCIEMIHbIX apT-MpoeKToB. K O0OBEKTUBHBIM CTOPOHAM
npuHaiexkar cienytomue: 1. Oco3HaHuWE TOTO, 4YTO B3aUMOOTHOLIEHHS] KOMIIO3UTOpa U
UCTIOJIHUTEJIS — 3TO OJIHA U3 II0OAJIbHBIX HAayYHBIX MPOOJIEM €BpOIEHCKOro MY3bIKalbHOTO
UCKYCCTBa, HacUMThIBaroIlas Oojee JBYX C IOJIOBUHOM BEKOB MOJEMHKU C T€X MOp, Kak
IPOM30IILIO pa3/iesieHHe MY3bIKAHTOB Ha JIBE€ CAMOCTOSITENIbHBIE MPOPEecCuu KOMIIO3UTOpa U
UCIOJHUTENA. 3a  3TOT  UCTOPUYECKHM  mepuosx  chopMHpOBAIOCH  MHOKECTBO
KOMITO3UTOPCKUX U UCIIOJIHUTENBCKUX LIKOJI CO CBOEH MpodeccuoHanbHoil crenupukoil. 2. B
ATOW TJIOOAIBHOW HayKe, CTUMYJIUPYIOIMIEH POCT M MPOTPECC MY3BIKAIHHOTO HCKYCCTBA,
BOXHBIM OTKpPBITHEM SIBWJIOCH (DOPMYTUpPOBAHHE TPOMCTBEHHOIO COI03a WM TPHUAJbI
KOMIO3UTOp — ucnonHutens — caymatens (K-M-C), craBmieil scceHIManbHbIM COJepKaHUEM
MY3BIKaJIHON MPAaKTUKU. B 3TOH Tpuage Kakqoe 3B€HO NMPUHUMAET y4acTHE B TBOPUECKOM
OOLIEHNH, HO €CTh HECOMHEHHas pa3HMIlAa B HWHTEHCHUBHOCTUM BHYTpPEHHEW paboThl €&
ydacTHUKOB. CllyliaTenbckas aKTMBHOCTb BCE XK€ HE HAET HU B KAaKO€ CpaBHEHHE C
HCITOJTHUTEIILCKOW |, TeM 0oJiee, C KOMIIO3UTOPCKOM.

3. Bo BrOpoil monoBuHe XX Beka C HACTYIUICHHEM HOBOTO BPEMEHHOIO JTara,
O3HAYaBILETO CMEHY IJIOOAJbHON MY3BIKQIBHO-KYJIBTYPHOM MapaJurmMbl IO JIUHUU
aBaHrapJu3M — IOCTMOJIEPHU3M — METaMOJIepH, BO30OHOBISUIUCH TUCKYCCHM O POJIM U
JIMHAMUKE aKTUBHOCTH Kaxkaoro 3BeHa Tpuaiael K-U-C. DTy moneMuky npoBoOLMpOBaia B
HEMAJION CTENEHW NPOM3OIIE/IIas PEBOJIIONMS B OTHOLIEHHWM K MY3BIKaIbHOMY 3BYKY,
KOTOpBI CTAaHOBUTCS eQUHHUIIEH (OpMbI, BOCIPUHUMASCh, KaK JKMBOE CYIIECTBO,
oOnajaroiiee HayajaoM TEJIECHBIM, IYIIEBHBIM U JIyXOBHBIM. «3BYK — MpPHUYMHA BCETO
cymeroy, — npousnéc K. llltokxay3en. HoBoe oTHoIIeHne K 3ByKYy MPUBENO K 00pa30BaHUIO
HOBOH 3BYKOBO (poHOC(hEpHI, MPUHINIHATFHO W3MEHMBILIEH U KOMIIO3UTOPCKOE MBIIICHHE,
Y UCTIOJTHUTENLCKOE MBbILIUIEHHE, KOTOpoe B 80-€ rojibl 000CTPUIIO JUCKYCCUH 00 YBEITHMUYEHUU
POJIM KaXJI0TO 3B€Ha B TPOMCTBEHHOM COI03€ KOMMYHHUKATUBHOM 11€TIH, 0COOEHHO pacIIupuB
IpaBa MCHOJHUTENSA, KaK HENOCPEICTBEHHO OCYIIECTBIISIIOMIErO MPOLECC 3BYKOBOTO
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WHTOHUPOBAHMS, IlepelaBas CBOEH HMHTEPIPETAlME aBTOPCKUM CMBICH IPOU3BEICHUS
ciaymarensM. 4. [Ipuxoa B My3bIKaJIbHOE€ TBOPUYECTBO ITU(DPOBOI PEBOIONMH — CKOPOCTHOTO
uHTepHEeTa — eme OoJiee AaKTUBU3UPOBAIO IUHAMHKY KOMMYHUKAIIMH KOMIO3UTOP —
ucrnonHuTenb. HakoHel, B Hallle akTyallbHOE BpeMs nepBbix aecsatwiernid XXI Beka, snoxu
pacIpOCTPaHEHHSI CBEPX-CKOPOCTHOTO MHTEPHETA, COBMNABIIEW C HOBOM MEHTAJIBbHOU
KYJIbTYPHOH MapagurMoil MeramoziepHa, MOOUJIBHBIE CBS3H MY3bIKAHTOB JOCTUIJIM TaKOil
CTEINEHH, YTO YaCTh KOHIEPTHOM MPAKTUKU MEPEMECTUIIACH B HOBOCTHYIO JICHTY COLUAIBbHBIX
ceTeil. B maHHON cuTyalud KOMITO3UTOPBI OKA3allMCh Ipea TPyTHEHIIUM H30MpaTEeIbHBIM
BBIOOPOM CBOEr0 KOHKPETHOTO MCIOJHUTES-€IMHOMBIIICHHUKA, HWCIOIHSIIOMEr0 €ro
COYMHEHUS! Ha KOHKPETHOM HMHCTpYMEHTEe. TakuM oOpa3oM y aBTOPOB HOBBIX U HOBEHIIHUX
COYMHEHHI HaYaJIM CKJIaJbIBAThCSl TECHBIE TBOPUYECKUE TAHIEMBbI, JUISIIUECS TOAAMU.

Jlanee akKIEHTUPYIO BHUMaHUE Ha CYOBEKTUBHBIX acCIMEKTaX HCIOJHUTEIbCKOrO
TBOpuecTBa Jlakycra-ucnomHutelns B (EHOMEHAJIBbHOM TaHJAEME C  BBIIAIOIIUMCS
komriosutopoMm I'. Yobany: 1. OrpoMHOE Tpy10JIF00ME U CEPHEZHOCTH B OBJIAJICHUN OCHOBHOM
MEIUIIMHCKOW mpodeccueid 10 ypoBHsS akaaeMuka, mpodeccopa, MOMIMHHOTO YYEHOTO-
UCCIe0BaTeNsd. AHAIUTUYECKUE HAaBBIKM M HHTEJUIEKT JOKTOpa MEIMLUMHCKUX HayK,
MHUKpPOOHOJIOTa M TICHUXO0JIOTa TMOMOIJIM BIOCIEJACTBUU HAWTH TapajUied B HUCCIICIOBAHUH
MIPOLIECCOB COYMHEHUS MY3bIKM W €€ HCIOIHUTENIbCKON uHTepnperauuu. 2. VMiynbCsl
BJICYCHUSI K MY3BIKE TMOSBWINCH Onaromapsi cBoer cymnpyre JKynbeTTe, UMEIOIIEeH CpeaHee
My3bIKallbHOE oOOpa3oBanue. (COBMECTHOE C HEW MHOrojeTHee KOJUICKIMOHHUPOBAHUE
TUTACTUHOK C MY3BIKOM BEJIMKHX KJIACCHKOB, TOCTOSIHHOE MOCEHIeHUE (UIAPMOHHUYCCKUX
KOHLIEPTOB B KaKOW-TO MOMEHT BbI3BAJIU KeJlaHHe BHUKTOpa HE TOJBKO CIylIaTh MY3BIKY, HO
nonpo0oBaTh CaMOMY HAyudWThCS €€ UCIHOJIHATH HAa JyXOBOM HMHCTpyMeHTe. BriObop manm Ha
peAKuid CTapUHHBIA HMHCTPYMEHT Xe€JJep TEHOp, KOTOpbI OH CTal OCBauWBaTh
camooOpa3oBaHueM. 3. 3HAKOMCTBO B KOHIEpTE ¢ My3bIkoW ['eHHamuss YobaHy MOI0XKHIIO
HayaJl0 CTPACTHOMY BJICUYEHUIO HOBOW akaJeMHUuecKoW My3bikoil. Ho 10 mcnonHeHus ero
KOMIIO3UTOPCKUX OIMYCOB OBLIT TONTHI MEPUOJT ATUTENBHBIX HHTEIIEKTYaTbHBIX Pa3TOBOPOB C
['enHagrieM O KU3HM U COBMECTHOTO CJYyIIAHUS MY3BIKH, B pe3yJbTaTe KOTOPHIX
00HapyXWINCh CYACTIIMBhIE Mapajie]y U COBNAJACHUS B MUPOBO33PEHUHU, MUPOOIIYILICHUH, B
BBICOUAMIIIEM YpOBHE MHTEIUIEKTa. B aTMocdepe TecHoro apyxkeckoro obmenust y Bukropa
HukonaeBnua poaunack cMenass ujes MPOJAEMOHCTPUPOBATH CBOM HABBIKM WIPhl Ha
OpPUTHMHAJIBHOM HMHCTPYMEHTE Xenjaep TeHope. VICnmoiHeHue NpOM3BENO  XOpOIlee
BIIEYATIICHUE Ha BBICOKO MpodeCCHOHaIbHOr0 KoMo3uTopa. C Tex mop Havyalioch HACTOAIIEE
U TIOCTOSIHHOE TBOPUYECKOE COTPYAHHUYECTBO JBYX €IMHOMBIIUICHHUKOB TOJ] HAOJIOJACHHEM
'ennamus, mo cnoBam Bukrtopa Jlakycrta, «He mpodeccopa Mo KOMMO3UIUH, a YYTKOTO
VUUTENA M CIyIIaTesas CBO€M MY3bIKM. MHE NMOMOTIJIM W OOJIETYMIM BBINTH Ha CIICHY €ro
no0OpbIe MOOILIPUTETBHBIC CIIOBA: MHE OYeHb Hpasumcs, Monodeyy». 4. VICIONHEHnEe MY3bIKU
I'enHagus otkpbeuio Bukropy Jlakycta HemoBTOpUMBIN TupUKO-(pUI0cO(CKU BHYTPEHHUN
MHUpP KOMIIO3UTOpA, HAMOJHEHHBIH HEeXHEHIIMMU pedUIeKCHsIMH M HIOAHCAMHU U3 J00poro
MUpa OPUPOJbI U YEJIOBEKa U B TO K€ BpeMsl COBNAAAIOIIMNA C 0OlIed CcTUIeBO aypoii
HECTICIIHOTO MEIUTATHBHOTO METaMOJepHa C €ro KyJbTOM HOBOW MPOCTOTHL I[lomoOuB
TaKyl0 HOBYIO MY3bIKYy, BUKTOp Jlerko BOIIEN M OCBOMI MUP HOBOM 3BYKOBOH (hoHOCHEPHI CO
CIIO)KHBIMU aBaHTAPJHBIMH TEXHHUYECKUMH TpUEMaMHU 3BYKOM3BIEYEHHUS MJIS TOTO, YTOOBI
CBOEH WCITOTHUTEIIbCKOW HWHTEpIpeTandeld TOYHEee TepenaTh OOpa3HBIM CMBICT aBTOpa
counnenusi. I B stom cnydae ['ennHaamii YoOaHy, Kak BEIMKOJICMTHBIM 3HATOK HOBEHIINX
TEXHHK 3BYKOM3BIICUCHHSI HA BCEX MHCTPYMEHTAX, OKa3aj CBOM yYUTEIIbCKUE HAacTaBieHusA. B
3aKJIOueHUe mpenanarar0 Tperbemy 3BeHy Tpuaabl K-H-C peanbHO NO3HAKOMUTHCS C
WCTIOJTHUTENIbCKUMU  HHTepnpeTanusimMu  Bukrtopom Jlakycra mnbec-MrHoBeHuid ['eHHagus
Yobany.

Knwouesvie cnoea: Buxmop Jlaxycma, [ennaouii Yobamy, xomnosumop, ucnoiHumens,
crywiamens, meopuecKull manoem
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In viata concertistici modernd a Republicii Moldova, personalitatea muzicianului
interpret Victor Lacusta, care cantd la helter-tenor si flaut, atrage din ce in ce mai mult
interesul publicului. Atentia de muzicolog a fost captatd, in primul rand, de unicitatea acestui
interpret, argumentatd prin doud motive. Primul este acela ca profesia de baza a lui Victor
Lacusta nu este legatd de arta muzicald, ci de domeniul medicinii, fiind doctor in stiinte
medicale, profesor si presedinte al Asociatiei Europene de Medicind Alternativa. Al doilea
motiv constd in pasiunea sa de multi ani pentru muzica academicd modernd, care pare
inaccesibild pentru multi interpreti profesionisti in ceea ce priveste perceptia adecvata.
Aceasta pasiune, inceputd ca un ,hobby” captivant, a evoluat treptat intr-un proces de
autoeducatie bine directionat, atingdnd un inalt nivel de profesionalism interpretativ datorita
colaborarii indelungate si comunicdrii creative cu reputatul compozitor moldovean, profesor
de compozitie si doctor in stiinte artistice, Ghenadie Ciobanu. Anume ultimele sale opusuri
instrumentale pentru instrumente solistice, interpretate de Victor Lacusta, au cucerit publicul,
fiind prezentate in programele de concert ale Festivalului International anual Zilele muzicii
noi. Se pare ca in Moldova ne intdlnim pentru prima datd cu un astfel de fenomen
extraordinar. Gh. Ciobanu a stabilit legaturi creative stranse si cu alti interpreti din strainatate
si din tara, care stdpanesc tehnica avangardistd de modelare a sunetului, capabili sd transmita
in mod adecvat continutul imagistic al autorului. Dar ce a constituit baza pentru nasterea si
crearea acestui tandem uimitor intre doud personalitati remarcabile — un compozitor de nalt
profesionalism si un interpret-amator, asa cum este n esenta Victor Lacusta?

Raspunsul detaliat la intrebare se regidseste 1n continutul comunicarii stiintifice
propuse. Pentru a determina valoarea artistica a acestui parteneriat creativ, este necesar sa se
evidentieze aspectele obiective si subiective care contribuie la crearea unor proiecte artistice
de succes. La aspectele obiective referim urmatoarele: 1. Constientizarea faptului ca relatiile
dintre compozitor si interpret reprezintd una dintre problemele globale ale artei muzicale
europene, avand o istorie de peste doud secole si jumatate de polemici, incepand cu divizarea
muzicienilor in doud profesii autonome: compozitor si interpret. De-a lungul acestei perioade
istorice s-au format numeroase scoli de compozitie si interpretare, fiecare cu specificul sau
profesional; 2. In aceasta stiintd globald, care stimuleazi cresterea si progresul artei muzicale,
o descoperire importanta a fost formularea uniunii triadei sau triadei: compozitor — interpret —
ascultator (C-1-A), care a devenit continutul esential al practicii muzicale. In aceasti triada,
fiecare verigad participd la comunicarea creativd, dar existd o diferenta incontestabild in
intensitatea muncii interioare a participantilor. Activitatea ascultatorului nu se compard cu cea
a interpretului si, cu atit mai mult, cu cea a compozitorului; 3. In a doua jumitate a secolului
XX, odata cu venirea unei noi etape temporale, care a marcat schimbarea paradigmei muzical-
culturale globale pe axa avangardism — postmodernism — metamodernism, s-au reluat
discutiile despre rolul si dinamica activitatii fiecarei verigi a triadei C-I-A. Aceasta polemica a
fost provocata intr-o mare masurd de revolutia constructiva in raport cu sunetul muzical, care
devine o unitate de forma, perceputa ca un organism viu, avand un inceput corporal, sufletesc
si spiritual. ,,Sunetul este cauza a tot ce exista”, a spus K. Stockhausen. Noua abordare a
sunetului a dus la formarea unei noi fono-sfere sonore, care a schimbat in mod fundamental
atat gandirea compozitorilor, cit si pe cea a interpretilor, ceea ce In anii '80 a intensificat
discutiile despre cresterea rolului fiecarei verigi In uniunea triadei a lantului comunicativ,
extinzand in special drepturile interpretului, care realizeaza in mod direct procesul de intonare
sonord, transmitand prin interpretarea sa sensul autorului lucrarii catre ascultatori; 4. O data
cu revolutia digitala in creatia muzicalda — a internetului rapid — s-a activizat si mai mult
dinamica comunicirii dintre compozitor si interpret. in cele din urma, in timpul nostru, in
primele decenii ale secolului XXI, epoca raspandirii internetului de mare viteza, care a coincis
cu o noud paradigma culturald mentald a metamodernului, legaturile mobile ale muzicienilor
au atins un nivel la care o parte a practicii concertistice s-a transferat in fluxurile de stiri ale
retelelor sociale. In aceast situatie, compozitorii s-au confruntat cu o alegere foarte dificila a
unui interpret-aliat concret, care sa interpreteze lucrarile lor la un instrument anume. Astfel,
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autorii de lucrari noi si cele mai noi au inceput sa formeze tandemuri creative stranse, ce
dureaza ani de zile.

Vom evidentia aspectele subiective ale creatiei interpretative a lui Vistor Lacusta -
interpret in tandemul fenomenal cu compozitorul Gh. Ciobanu: 1. O imensd harnicie si
seriozitate in stapanirea profesiei medicale principale la nivel de academician, profesor,
adevarat cercetator. Abilitatile analitice si inteligenta doctorului in stiinte medicale,
microbiologului si psihologului au ajutat ulterior la gasirea de paralele in cercetarea
proceselor de compunere a muzicii si a interpretarii sale; 2. Impulsurile atractiei catre muzica
au aparut datorita sotiei sale, Julieta, care are o educatie muzicald medie. Colectarea de discuri
cu muzica marilor clasici impreund cu ea, participarea constantd la concerte filarmonice, au
dus la un moment dat la dorinta lui Victor Lacusta nu doar de a asculta muzica, ci si de a
incerca sa invete sd o interpreteze el Tnsusi la un instrument de suflat. Alegerea a fost un
instrument rar, vechi, helter tenor, pe care a inceput si-1 stipaneasca prin autoeducatie; 3.
Cunoasterea muzicii lui Ghenadie Ciobanu in cadrul unui concert a dat nastere unei atractii
pasionate pentru muzica academica noud. Dar pana la interpretarea opusurilor compozitorului,
a existat o lungd perioada de discutii intelectuale cu Ghenadie despre viata si de ascultare
comund a muzicii, Tn urma carora s-au descoperit paralele fericite si coincidente in viziunea
asupra lumii, existentei. In atmosfera unei prietenii stranse, lui Victor Lacusta i-a venit ideea
indrazneata de a-si demonstra abilitatile de a canta la instrumentul original helter tenor.
Interpretarea a lasat o impresie bund asupra compozitorului Ghenadie Ciobanu. De atunci, a
inceput o colaborare creativa reald si constantd intre cei doi aliati, sub supravegherea lui
Ghenadie, care, conform cuvintelor lui Victor Lacusta, ,,nu era un profesor de compozitie, ci
un mentor sensibil si un ascultitor al muzicii sale. M-au ajutat si m-au incurajat sa ies pe
scend cu cuvintele lui bune de incurajare: ,,imi place foarte mult, esti grozav”; 4. Interpretarea
muzicii lui Ghenadie i-a deschis lui Victor Lacusta o lume interioara lirico-filozofica unica a
compozitorului, plind de cele mai delicate reflectii si nuante dintr-0 lume binevoitoare a
naturii si omului si, In acelasi timp, coincizadnd cu aura stilistica generala a metamodernului
meditativ si cultul siu pentru noua simplitate. Indrigostindu-se de aceasti muzici noua,
Victor a patruns si a stapanit cu usurintd lumea noii fono-sfere sonore cu tehnici avangardiste
complicate de extragere a sunetului, pentru a putea transmite mai precis sensul imagistic al
autorului lucrdrii prin interpretarea sa. Si in acest caz, Ghenadie Ciobanu, ca un mare
cunoscator al celor mai noi tehnici de modelare a sunetului la toate instrumentele, a oferit
indrumari pedagogice. In incheiere, propun celei de-a treia verigi al triadei C-1-A si se
familiarizeze Tn mod real cu arta interpretativa a lui Victor Lacusta.

Cuvinte-cheie: Victor Lacusta, Ghenadie Ciobanu, compozitor, interpret, ascultdtor, tandem
creativ

In the contemporary concert life of the Republic of Moldova, the personality of the
musician-performer Victor Lakusta, who plays the helder tenor and flute, is attracting
increasing interest from listeners. My musicological attention was initially drawn to the
uniqueness of this performer, which is tied to two main reasons. The first is that Victor
Lakusta's primary profession is that of an academic, a Doctor of Medical Sciences, a
professor, and the chairman of the European Association of Alternative Medicine. The second
reason lies in his long-standing passion for contemporary academic music, which many
professional performers find difficult to adequately perceive. This passion, which began as an
engaging "hobby," gradually transformed into a process of purposeful self-education,
achieving a level of professional performance thanks to prolonged collaboration and creative
communication with Moldova's leading composer, composition professor, and Doctor of Arts
Gennady Chobanu. It is his latest instrumental works for solo instruments, performed by
Victor Lakusta, that have captivated audiences, featured in the concert programs of the annual
International Festival Zilele muzicii noi. It seems that we are encountering such a phenomenal
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phenomenon in Moldova for the first time. G. Chobanu has naturally established close
creative connections with other like-minded domestic and foreign performers who
professionally master the virtuosic avant-garde techniques of sound production, capable of
conveying the author's imaginative content accurately. But what served as the foundation for
the birth and creation of this remarkable tandem between two outstanding personalities — a
highly professional composer and an amateur performer, as Victor Lakusta essentially is?

A comprehensive answer to this complex question is contained in the proposed
scientific report. To determine the artistic value of this creative partnership, it is necessary to
highlight both objective and subjective aspects that contribute to the creation of successful art
projects. The objective aspects include the following: 1. An understanding that the
relationship between composer and performer is one of the global scientific problems of
European musical art, with more than two and a half centuries of debate since the division of
musicians into two independent professions: composer and performer. Over this historical
period, numerous composer and performer schools have formed, each with its own
professional specificity. 2. In this global science, which stimulates the growth and progress of
musical art, an important discovery has been the formulation of a triadic union or triad of
composer — performer — listener (C-P-L), which has become the essential content of musical
practice. In this triad, each link participates in creative communication, but there is an
undeniable difference in the intensity of internal work among its participants. Listener
activity, after all, cannot be compared to that of the performer and, even more so, to that of
the composer. 3. In the second half of the 20th century, with the advent of a new temporal
stage marking a change in the global musical-cultural paradigm from avant-garde to
postmodernism to metamodernism, discussions about the role and dynamics of activity of
each link in the C-P-L triad were renewed. This debate was significantly provoked by the
revolution in the attitude toward musical sound, which became a unit of form, perceived as a
living entity possessing physical, emotional, and spiritual qualities. "Sound is the cause of all
being," said K. Stockhausen. This new attitude toward sound led to the formation of a new
sound phonosphere, fundamentally altering both composer and performer thinking, which in
the 1980s intensified discussions about increasing the role of each link in the triadic chain of
communication, particularly expanding the rights of the performer, who directly carries out
the process of sound intonation, conveying the author's meaning to the listeners through their
interpretation. 4. The arrival of the digital revolution in musical creativity—high-speed
internet—further activated the dynamics of communication between composer and performer.
Finally, in our current time of the early 21st century, an era marked by the spread of ultra-
high-speed internet coinciding with a new mental cultural paradigm of metamodernism, the
mobile connections of musicians have reached a level where part of concert practice has
shifted to the news feeds of social networks. In this situation, composers faced the challenging
task of selecting their specific like-minded performer to perform their compositions on a
specific instrument. Thus, tight creative tandems began to form between the authors of new
and contemporary compositions, lasting for years.

Next, | would like to highlight the subjective aspects of Victor Lakusta's performing
creativity in his phenomenal tandem with the outstanding composer G. Chobanu: 1. Great
diligence and seriousness in mastering his primary medical profession to the level of
academician, professor, and a true research scientist. The analytical skills and intellect of a
Doctor of Medical Sciences, microbiologist, and psychologist later helped him find parallels
in exploring the processes of composing music and its performance interpretation. 2. The
impulse towards music emerged thanks to his wife, Julietta, who has a secondary musical
education. Together, their long-term collection of records featuring the music of great classics
and regular attendance at philharmonic concerts at some point sparked Victor's desire not only
to listen to music but also to learn to perform it himself on a wind instrument. He chose to
explore the rare ancient instrument, the helder tenor, through self-education. 3. An encounter
with Gennady Chobanu's music at a concert initiated a passionate attraction to contemporary
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academic music. However, before performing his compositional works, there was a long
period of intellectual conversations with Gennady about life and shared listening to music,
during which they discovered happy parallels and coincidences in worldview, perception, and
a high level of intellect. In an atmosphere of close friendship, Victor Nikolaevich was inspired
to demonstrate his skills on the original helder tenor instrument. His performance made a
positive impression on the highly professional composer. Since then, a genuine and ongoing
creative collaboration has begun between the two like-minded individuals under Gennady's
guidance, whom Victor Lakusta describes as "not a professor of composition, but a sensitive
teacher and listener of his music." Gennady's kind encouraging words, "I really like it, well
done,” helped and eased Victor's transition to the stage. 4. Performing Gennady's music
opened up for Victor Lakusta the unique lyrical-philosophical inner world of the composer,
filled with the gentlest reflections and nuances from the benevolent world of nature and
humanity while also coinciding with the overall stylistic aura of the unhurried meditative
metamodernism with its cult of new simplicity. Having fallen in love with this new music,
Victor easily entered and mastered the realm of the new sound phonosphere with complex
avant-garde technical sound production techniques to convey the author's imaginative
meaning more accurately through his performance interpretation. In this case, Gennady
Chobanu, as a magnificent connoisseur of the latest sound production techniques on all
instruments, provided his teaching guidance. In conclusion, I invite the third link in the C-P-L
triad to get acquainted with the performing art of Victor Lakusta.

Keywords: Victor Lakusta, Gennady Chobanu, composer, performer, listener, creative tandem
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Spre deosebire de cercetarea din domeniile stiintifice, unde rezultatele sunt, in cea mai
mare masura, cuantificabile, arta — in spetd, muzica — aduce in atentie o stiinta cu un grad
sporit de subiectivism, ceea ce face ca metodele traditionale de cercetare s i1 se preteze doar
partial. Aici, mai mult decdt masurarea obiectului studiat, se urmareste intelegerea sa, cu
scopul asimildrii, pentru cd muzica vizeazd aspecte mai putin palpabile si mai strans
relationate cu stari. Efectele muzicii asupra individului si, implicit, asupra societatii sunt de un
impact covarsitor. Totusi, doar o perspectiva onesta asupra acestei realitati poate constitui
punctul de pornire catre recunoasterea rolului important al muzicii si, implicit, al cercetarii ei.
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Avand in vedere faptul cd istoria cercetdrii muzicale a aparut, relativ, de curand,
metodele si tehnicile sale se afla incad intr-un proces fervent de dezvoltare si imbunatatire a
acestei stiinte umaniste care se numeste ,,stiinta muzicii” sau ,,muzicologia”. Ce presupune
muzicologia? Care sunt activitatile principale pe care le implica? Ei, bine, acest domeniu este
unul de interferenta, intrucat solicita cunoasterea si aplicarea tuturor disciplinelor muzicale,
pentru o perspectivd cat mai cuprinzatoare. De la elemente de istoria si teoria muzicii,
armonie, contrapunct forme muzicale si orchestratie, pand la studiul pianului, citirii de
partituri sau al filosofiei artei, un muzicolog trebuie sa valorifice, in functie de subiectul
abordat, aspecte diverse si complexe, pentru a livra un rezultat cat mai relevant. Dincolo de
analiza muzicald reflectatd in studii, activitatea unui muzicolog mai implicd si latura de
jurnalism muzical, cu prezentarile si cronicile de evenimente muzicale.

De-a lungul secolelor, muzicologii au tins sa-si practice profesia in mare parte prin
expunerea istoricd si analiza muzicald sintactica si morfologica. Ulterior, cercetatorii nu s-au
mai mulfumit cu aceastd manierd de lucru si au Inceput sa coreleze mai profund analiza
muzicala istorica cu diferite contexte si domenii, aducand astfel aceasta stiintd mai aproape de
intelegerea non-muzicienilor. Astfel, oferta literaturii de specialitate este in prezent realmente
bogata si in continud crestere, capatand din ce in ce mai mult un aspect general-comprehensiv.
In afard de autorii celebri, studiati in anii de formare, si nu numai, am considerat oportun a
aborda si alte publicatii, dintre care amintesc doar trei: Artistic research. Theories, methods,
autori Mika Hannula, Juha Suoranta, Tere Vadén; Uneltele muzicologiei de Oleg Garaz;
Noise: The Political Economy of Music de Jacques Attali.

Care sunt, asadar, cele mai potrivite metode de cercetare muzicald? Pana unde putem
merge in ceea ce priveste libertatea de a le alege? In ce misura tehnicile din alte domenii se
pot aplica si aici? Sunt cateva intrebari ce constituie intriga demersului actual. Cercetarea
muzicala se referd in zilele noastre mai mult ca oricand la corelarea analizei muzicale propriu-
zise cu diferite contexte mai largi, fie acestea sociale, culturale, politice etc. Contextualizarea
este calea optimad catre definirea si atingerea semnificatiei in arta si, In cele din urma, in viata.
Pentru cd nici cercetarea artistica, nici orice alt tip de cercetare nu isi gaseste rostul decat
atunci cand este oglinditd in realitate. In consecinti, observarea fenomenului muzical prin
metode imprumutate din domenii diverse a devenit o practicd indispensabild, ce ii asigura
relevanta sporita in cdmpul vast al cercetdrii globale. Muzicologia nu mai este o disciplind
dispune de mijloace prin care sa se faca inteleasad din orice punct ar fi privita si, in consecinta,
se dovedeste a fi o stiinta de o utilitate reald, atat in domeniul academic cat si in contextul
social.

Cuvinte-cheie: cercetare muzicald, metode, contextualizare, muzicologie

In contrast to research in scientific fields, where results are mostly quantifiable, art —
and music in particular — is a science with a high degree of subjectivism, which makes
traditional research methods only partially suitable. Here, rather than measuring the object
under study, the aim is to understand it with a view to assimilation, because music is
concerned with aspects that are less tangible and more closely related to states. The effects of
music on the individual and, by extension, on society are far-reaching. However, only an
honest view of this reality can be the starting point for recognizing the important role of music
and, therefore, of music research.

Since the history of music research is relatively young, its methods and techniques are
still in a fervent process of development and improvement of this humanistic science called
"music science” or "musicology”. What does musicology involve? What are the main
activities it involves? Well, this field is one of interference, as it requires the knowledge and
application of all musical disciplines for the most comprehensive perspective. From elements
of music history and theory, harmony, counterpoint, musical forms, and orchestration, to the
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piano performance study, score reading or the philosophy of art, a musicologist must,
depending on the subject, capitalize on diverse and complex aspects in order to deliver a
result as relevant as possible. Beyond the musical analysis reflected in the studies, the work of
a musicologist also involves music journalism, with presentations and reviews of musical
events.

Over the centuries, musicologists have tended to practice their profession largely
through historical exposition and syntactic and morphological musical analysis. Later on,
scholars were no longer satisfied with this way of working and began to relate historical
music analysis more deeply to different contexts and fields, thus bringing the science closer to
the understanding of non-musicians. Thus, the offer of specialized literature is nowadays
really rich and growing and is increasingly taking on a general-comprehensive aspect. In
addition to the famous authors, studied during my formative years and beyond, | thought it
appropriate to address other publications, of which I mention only three: Artistic research.
Theories, methods, authors Mika Hannula, Juha Suoranta, Tere Vadén; Uneltele muzicologiei
by Oleg Garaz; Noise: The Political Economy of Music by Jacques Attali.

So what are the most appropriate methods of musical research? How far can we go in
freedom of choice? To what extent can techniques from other fields be applied here? These
are some of the questions that form the intrigue of the current approach. Music research
nowadays is more than ever about linking music analysis itself to various wider contexts, be
they social, cultural, political, etc. Contextualization is the optimal way to define and achieve
meaning in art and, ultimately, in life. For neither artistic research nor any other kind of
research finds its meaning unless it is mirrored in reality. Consequently, the observation of
musical phenomena through methods borrowed from diverse fields has become an
indispensable practice, which ensures its increased relevance in the vast field of global
research. Musicology is no longer a closed discipline, addressed only to connoisseurs, but it is
a science with integrative abilities, it has the means to make itself understood from any point
of view, and consequently it is proving to be a science of real utility, both in the academic and
in the social context.

Keywords: music research, methods, contextualization, musicology
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Corul de Camera Renaissance al Academiei de Muzica, Teatru si Arte Plastice
reprezintd un pilon de referinta al artei corale din Republica Moldova. Fondat in urma cu
peste trei decenii (din randul studentelor catedrei de Pedagogie Muzicald) de catre regretatul
dirijor si compozitor Teodor Zgureanu (profesor universitar, Artist al Poporului), intr-0
perioadad de efervescenta culturald si renastere a identitatii nationale, acest ansamblu a reusit
sa imbine traditia si inovatia, devenind un veritabil ambasador al culturii muzicale atat pe plan
national, cat si international. Sub conducerea sa, corala si-a conturat un stil interpretativ
distinct si a atins cele mai inalte culmi ale interpretarii corale.

Una dintre caracteristicile definitorii ale corului a fost, inca de la inceput, diversitatea
repertoriald. De la ,bijuterii” ale muzicii renascentiste, la lucrari de muzica sacra traditionala
si universald, prelucrari folclorice, creatii corale contemporane sau apartinand altor popoare,
ansamblul a demonstrat o versatilitate remarcabild, scotand in evidentd frumusetea si
autenticitatea interpretdrii sale. Participarea la concursuri corale internationale de prestigiu,
sub bagheta maestrului Zgureanu (Tallinn ’91, Varna ’95, ’97, 2001, Debrecen ’96,
Meinhausen ’98), i-a adus premii importante, situdnd ansamblul printre cele mai apreciate
coruri din Europa.

Dupa retragerea lui Teodor Zgureanu, in anul 2001, conducerea artisticd a corului a
fost preluatd de doamna Oxana Filip (conferentiar universitar, Maestru in Artd), care a
continuat dezvoltarea repertoriului si a mentinut excelenta interpretativa a ansamblului. Gratie
viziunii sale artistice si devotamentului fata de arta corald, Renaissance-ul si-a consolidat
pozitia pe scena muzicald, obtinand numeroase distinctii in cadrul celor mai prestigioase
competitii si festivaluri corale internationale, printre care: Concursul Coral International
Gheorghe Dimitrov, Varna, Bulgaria (Premiul I, Premii speciale: Cel mai bun dirijor din
straindatate, Cea mai bund interpretare a cantecului bulgar); Concursul Coral International,
Chisinau, R. Moldova (Premiul Il); Concursul Coral International Florilege Vocal de Tours,
Franta (Premiul I, Premiul II); Festivalul International de Muzica Ortodoxa Hajnowka,
Polonia (Premiul I, Premiul TV); Concursul Coral International Neuchatel, Elvetia (Premiul
I1); Concursul Coral International, Vilnius, Lituania (Grand Prix); Festivalul Coral National
Colinde, Colinde, Chisinau, R. Moldova (Diploma de Excelentad); Festivalul International de
Muzica Ortodoxa Cssmas Boeopoouya — Jocmotino ecms, Pomorie, Bulgaria (Diploma de
Excelenta); Festivalul-Concurs Coral de colinde O, ce veste minunatd, Botosani, Romania
(Premiul Mare).

Activitatea artistica a corului nu se limiteaza la concerte si competitii. Aceasta include
colaborari cu orchestre simfonice, participdri la evenimente culturale de anvergura, precum si
inregistrdri de referintd, contribuind astfel la imbogatirea patrimoniului muzical si la educarea
publicului in spiritul valorilor artei corale.

Succesul Renaissance-ului se datoreaza muncii asidue a membrilor sai, dedicarii
dirijorilor si sprijinului constant oferit de Academia de Muzica, Teatru si Arte Plastice. De
peste 30 de ani, acest ansamblu demonstreaza cd muzica corald raméane un limbaj universal al
emotiei si frumusetii, capabil sa inspire generatii intregi.

Prin urmare, corul de camera Renaissance nu este doar un ansamblu vocal, ci o institutie
culturala de prestigiu, un simbol al excelentei muzicale si un promotor autentic al valorilor
artistice. Prin dedicarea sa fatd de arta corald, acest cor continua sa scrie pagini importante in
istoria muzicala a Republicii Moldova si sa incante publicul cu fiecare aparitie scenica.

Cuvinte-cheie: cor de camerd, excelenta artisticd, patrimoniu muzical, muzicd corald

The Renaissance Chamber Choir of the Academy of Music, Theatre and Fine Arts
represents a reference pillar in the choral art of the Republic of Moldova. Founded more than
three decades ago (from among the students of the Department of Music Pedagogy) by the
late conductor and composer Teodor Zgureanu (Professor, People’s Artist), during a period of
cultural effervescence and revival of national identity, this ensemble succeeded in combining
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tradition and innovation, becoming a true ambassador of musical culture both nationally and
internationally. Under his leadership, the choir shaped a distinctive interpretative style and
reached the highest peaks of choral performance.

One of the defining characteristics of the choir, from the very beginning, was the
diversity of its repertoire. From “jewels” of Renaissance choral music to works of traditional
and universal sacred music, folk arrangements, contemporary choral creations or those
belonging to other peoples, the ensemble has demonstrated remarkable versatility,
highlighting the beauty and authenticity of its interpretation. Participation in prestigious
international choral competitions, under the baton of Maestro Zgureanu (Tallinn *91, Varna
’95, ’97, 2001, Debrecen ’96, Meinhausen ’98), brought it important awards, placing the
ensemble among the most appreciated choirs in Europe.

After withdrawal of Teodor Zgureanu in 2001, the artistic leadership of the choir was
taken over by Mrs. Oxana Filip (associate professor, Master of Art), who continued the
development of the repertoire and maintained the ensemble’s interpretative excellence.

Thanks to her artistic vision and dedication to choral art, Renaissance has consolidated
its position on the musical stage, obtaining numerous distinctions at the most prestigious
international choral competitions and festivals, among which: the Gheorghe Dimitrov
International Choral Competition, Varna, Bulgaria (First Prize, Special Prizes: The Best
Foreign Conductor, The Best Interpretation of a Bulgarian Song); the International Choral
Competition, Chisindu, Republic of Moldova (Second Prize); the Florilege Vocal de Tours
International Choral Competition, France (First Prize, Second Prize); the Hajnowka
International Festival of Orthodox Music, Poland (First Prize, TV Award); the Neuchdtel
International Choral Competition, Switzerland (Second Prize); the International Choral
Comepetition, Vilnius, Lithuania (Grand Prix); the National Choral Festival Colinde, Colinde,
Chisinau, Republic of Moldova (Diploma of Excellence); the International Festival of
Orthodox Music Cesmas Boeopoouya — Jocmouino ecmws, Pomorie, Bulgaria (Diploma of
Excellence); the Choral Carol Festival-Competition O, ce veste minunatd, Botosani, Romania
(Grand Prize).

The choir’s artistic activity is not limited to concerts and competitions. It also includes
collaborations with symphonic orchestras, participation in large-scale cultural events, as well
as reference recordings, thus contributing to the enrichment of the musical heritage and to the
education of the public in the spirit of choral art values.

The success of the Renaissance choir is due to the dedicated work of its members, the
commitment of its conductors, and the constant support offered by the Academy of Music,
Theatre and Fine Arts. For over 30 years, this ensemble has demonstrated that choral music
remains a universal language of emotion and beauty, capable of inspiring entire generations.

Therefore, the Renaissance Chamber Choir is more than a vocal ensemble — it is a
prestigious cultural institution, a symbol of musical excellence, and an authentic promoter of
artistic values. Through its dedication to choral art, this choir continues to write important
pages in the musical history of the Republic of Moldova and to delight audiences with every
stage appearance.

Keywords: chamber choir, artistic excellence, musical heritage, choral music
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This paper investigates the music festival as a cultural phenomenon in the historical
continuum from the epoch of antiquity to the present day. The analysis of several hundred
festivals reveals their specificities, as well as the wealth of diversity of social musical events
of a festive character — concert performances of a certain musical genre and program united
by a special name and in a festive atmosphere. Periodicity, attachment to the calendar, sacred
or secular character, genre orientation, dedication to the personality of the composer or
performer, memorial festivals, competitive festivals, with a strictly selected program or others
are considered. The social role of festivals is examined, which, like any mass manifestation,
has both an educational and an ideological function. Festivals are guardians of cultural
tradition or try to "break the relationship" with it.

Particularly interesting subtitles were singled out: the longest-running National
Eisteddfod festival in Wales (1176); festivals of the Italian aristocratic Medici and Gonzaga
families in the 16th century; Haydn as a festival composer; Schonberg-Verein and closed
premieres as a forerunner of contemporary music festivals of the 20th century; the first real
Treffpunkt der Avantgarde Donaueschinger Musiktage for propagating new chamber music;
ISCM festivals; The Warsaw Autumn and MBZ festivals launched as a link between the
Eastern and Western musical ,,worlds®, moreover, in socialist countries; the crisis of
contemporary music festivals in the era of popular music dominance. Over time,
contemporary music festivals have evolved into a kind of a ghetto for emerging artists and
their unique sounds.

Keywords: evolution of new music festivals, contemporary music crisis

In comunicarea propusia abordim problema festivalului de muzici, ca fenomen
cultural in procesul istoric, de la epoca antichitatii pand in prezent. Analiza numeroaselor
festivaluri dezvaluie specificul acestora, precum si bogatia diversitatii evenimentelor muzicale
sociale de caracter festiv — concerte, axate pe un anumit gen muzical si program, unite printr-
un nume special si printr-o atmosfera festiva. Se studiaza periodicitatea, atasamentul fata de
calendar, caracterul sacru sau secular, orientarea pe genuri, dedicarea personalitatii
compozitorului sau interpretului, festivalurile memoriale, festivalurile competitive, cu un
program strict selectat sau alte tipuri. Se examineazad rolul social al festivalurilor, care, ca
orice manifestare de masa, au atat o functie educationala cat si una ideologica. Festivalurile
sunt pastratoare ale traditiei culturale sau Incearca sa ,,rupd legatura” cu aceasta.

Au fost selectate aprecieri deosebit de interesante: cel mai longeviv festival national
Eisteddfod din Tara Galilor (1176); festivalurile familiilor aristocratice italiene Medici si
Gonzaga in secolul al XVI-lea; Haydn, ca compozitor de festivaluri; Schonberg-Verein si
premierele inchise, ca precursoare ale festivalurilor de muzica contemporana din secolul XX;
primul adevarat Treffpunkt der Avantgarde Donaueschinger Musiktage pentru propagarea
noii muzici de camerd; festivalurile ISCM; festivalurile Toamna Varsoviei st MBZ, lansate ca
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un link intre ,,Jumi” muzicale estice si vestice, mai mult, in tarile socialiste; criza festivalurilor

de muzica contemporani in era dominarii muzicii populare. In timp, festivalurile de muzica

contemporana au evoluat intr-un fel de ghetou pentru artistii emergenti si sunetele lor unice.
Cuvinte-cheie: evolutia festivalurilor de muzica noud, criza muzicii contemporane
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In luna octombrie a acestui an corpul academic si studentii ai Universititii Nationale
de Arte George Enescu vor sarbatori 165 de ani ai invitimantului artistic modern iesean. In
acest context vor fi organizate o serie de evenimente artistice si stiintifice care se vor referi la
parcursul educational-academic al acestei institutii. Vor fi omagiati profesorii a caror
activitate a contribuit esential la consolidarea si afirmarea Conservatorului iesean, vor fi
prezentate publicului recitaluri tematice, spectacole de teatru si dans, vernisate expozitii si vor
fi planificate multe alte manifestari dedicate acestei aniversari.

Dar viitorul nu existd fara prezent si trecut, de aceea, articolul de fatd se doreste a fi
un demers care sa evoce atat personalitatile istorice, care au contribuit la dezvoltarea
invatamantului artistic modern iesean, ca de exemplu, loan Pavalache — dirijor de cor,
profesor si compozitor, Nicolae Gasca — dirijor de cor, muzicolog, compozitor si profesor,
Tudor Chiriac — compozitor si profesor etc., cat si trecerea in revistd ale unor actiuni
intreprinse pana astdzi in cadrul Acordului de parteneriat incheiat in data de 6 martie 2008
intre Universitatea de Arte George Enescu din lasi si Academia de Muzica, Teatru si Arte
Plastice din Chisindu.

Pentru unii 17 ani Tnseamna mult, din punct de vedere al initiativelor, al realizarilor
personale si colective, al evenimentelor desfasurate la nivel institutional, de facultati sau de
departamente, pentru altii 17 ani reprezintd trecerea de la o etapd de colaborare reusita la un
alt nivel de perspective privind calitatea si cantitatea actiunilor comune.

Cei 17 ani ai parteneriatului dintre cele doud institutii au Insemnat o evolutie
spectaculoasa atat la nivel bilateral cat si in colaborare cu tertii (alte universitati din
R. Moldova si Romania). Ma refer la faptul ca AMTAP a fost invitatd sa fie membru in
Consortiul transfrontalier al universitatilor din Moldova, Romania si Ucraina (CUMRU), dar
si Tn Consortiul ARTE (2022), initiat de UNAGE.

" E-mail: aurisim_pian@yahoo.com
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De-a lungul acestor ani profesorii si studentii AMTAP au fost invitati sa sustind
recitaluri pe scenele UNAGE, sd participe la diverse concursuri de interpretare (clarinet,
saxofon, pian) sau compozitie, la festivaluri, proiecte, conferinte si simpozioane. Multi dintre
el au fost premiati. Actiunile au fost reciproce: cadrele didactice, studentii, masteranzii si
doctoranzii ai UNAGE si-au etalat performantele in fata publicului chisinduian.

Un alt aspect benefic al acestui parteneriat este schimbul de materiale bibliografice,
donatii de partituri si volume de specialitate, care contribuie semnificativ la imbogatirea
fondului bibliotecar universitar.

Nu mai putin important este accesul la educatia superioara pe cele trei nivele: licenta,
masterat si doctorat prin programul de mobilitate Erasmus+, accentul fiind pus pe
interdisciplinaritate si transdisciplinaritate. Totusi, in formarea tinerilor specialisti din
invatdmantul vocational scopul raméne sustinerea, protejarea si promovarea creativitatii si a
performantei artistice; un scop comun si in derularea parteneriatelor universitare.

Cuvinte-cheie: parteneriat, performante, colaborare, invdtamdnt artistic

In October of this year, the academic staff and students of the George Enescu National
University of Arts will celebrate 165 years of modern artistic education in lasi. In this context,
a series of artistic and scientific events will be organized that will refer to the educational-
academic course of this institution. The professors whose activity contributed essentially to
the consolidation and affirmation of the Iasi Conservatory will be honored, thematic recitals,
theater and dance performances will be presented to the public, exhibitions will be opened and
many other events dedicated to this anniversary will be planned.

But the future does not exist without the present and the past, therefore, the present
article is intended to be an approach that evokes both historical personalities, who contributed
to the development of modern artistic education in Iasi, such as, loan Pavalache — choir
conductor, teacher and composer, Nicolae Gasca — choir conductor, musicologist, composer
and teacher, Tudor Chiriac — composer and teacher etc., as well as reviewing some actions
undertaken until today within the Partnership Agreement concluded on March 6, 2008
between the George Enescu University of Arts in lasi and the Academy of Music, Theater and
Fine Arts in Chisinau.

For some, 17 years means a lot in terms of initiatives, personal and collective
achievements, events held at the institutional level, by faculties or departments, for others 17
years represents the transition from a stage of successful collaboration to another level of
perspectives regarding the quality and quantity of joint actions.

The 17 years of partnership between the two institutions have meant a spectacular
evolution both bilaterally and in collaboration with third parties (other universities in the
Republic of Moldova and Romania). | am referring to the fact that AMTAP was invited to be
part of the cross-border Consortium of the Universities of Moldova, Romania and Ukraine
(CUMRU), but also of the ARTE Consortium (2022), initiated by UNAGE.

Throughout these years, AMTAP teachers and students have been invited to give
recitals on UNAGE stages, to participate in various interpretation (clarinet, saxophone, piano)
or composition competitions, at festivals, projects, conferences and symposiums. Many of
them have been awarded. The actions were mutual: the teaching staff, students, master’s and
doctoral students of UNAGE showed off their performances in front of the Chisinau public.

Another beneficial aspect of this partnership is the exchange of bibliographic
materials, donations of scores and specialized volumes, which significantly contribute to the
enrichment of the university library fund.

No less important is the access to higher education at the three levels: bachelor’s,
master’s and doctorate through the Erasmus+ mobility program, with the emphasis on
interdisciplinarity and transdisciplinarity. However, in the training of young specialists in
vocational education, the aim remains to support, protect and promote creativity and artistic

45



performance; a common goal and in the development of university partnerships.
Keywords: partnership, performance, collaboration, artistic education
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George Enescu, un veritabil geniu al natiunii romane, reprezintd o figurd emblematica
a muzicii romanesti si universale din secolul al XX-lea. Este primul compozitor roman care a
fost recunoscut pe plan international, integrandu-se in patrimoniul cultural mondial. Opera sa
componistica acoperd o gama variata de forme si genuri muzicale. Enescu a reflectat profund
0 muzica cu un puternic caracter popular, national si realist.

In muzicologia contemporani, se scric mult despre compozitorul, violonistul si
dirijorul George Enescu, insa aspectul sau de pianist ramane relativ neexploratl3.

De-a lungul célatoriei sale muzicale, pianul a fost instrumentul care i-a adus cele mai
profunde satisfactii, acelea pe care fiecare compozitor le cautd cu fervoare. Aceasta unealta
splendida se transforma pentru Enescu intr-un mediu ideal, un refugiu al sintezei — un teren
pe care gandurile, ideile si emotiile sale prindeau viata, lasandu-se purtate de sonoritatile
camerale si orchestrale. Prin intermediul pianului, Enescu explora libertatea absoluta, fugind
fard limite in vastitatea universului sonor, acea lume miraculoasa, onirica, care pentru el
reprezenta esenta vietii. Pianul era mai mult decat un simplu instrument muzical; era o poarta
catre o dimensiune in care imaginatia sa si trairile cele mai profunde puteau sd se desfasoare
in forme pure si neingradite. Fiecare notd devenea o expresie viscerald, o explorare a
sufletului sau, iar muzica sa se impletea cu propriile aspiratii si visuri in moduri inovatoare si
fascinante.

George Enescu a parcurs un drum fascinant in arena pianistica, avandu-i drept
mentori pe doi dintre cei mai ilustri profesionisti: Ernst Ludwig la Viena si Louis Diémer la
Paris. Ernst Ludwig, o figurd emblematica a educatiei muzicale austriece, 1-a indrumat pe
tandrul compozitor cu o meticulozitate si o rigoare ce i-au Iintdrit temeliile in tehnica
pianistica. Pe de altd parte, Louis Diémer, cu genialitatea sa, a deschis usile catre universul
vast al stilurilor clasice pentru pian, fiind nu doar fondatorul Société des anciens instruments
din Paris, dar si un expert desavarsit in arta literaturii de clavecin. Aceasta combinatie de
influente a fost esentiald in formarea artistica a lui Enescu, permitdndu-i sa exploreze noi
orizonturi creatoare.

12 E_mail: ruslana.roman@amtap.md

3 Recent (in anul 2022) a fost publicata cartea George Enescu. Creatia pentru pian de pianista Raluca Stirbat,
fondatoarea Societatii Internationale George Enescu de la Viena si initiatoarea campaniei de salvare si restaurare
a Casei Enescu.
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De-a lungul anilor, George Enescu nu a fost doar un virtuoz al viorii, ci a evoluat si ca
un pianist de exceptie, parca insufletit de o chemare interioara. Prin colaborarile cu mari
pianisti, precum Alfred Cortot, Maurice Ravel si Alfredo Casella, a reusit sd descopere si sa
absoarbd multe dintre secretele si tehnicile acestora, lucrdnd cu o daruire care 1i Imbogatea nu
doar abilitatile tehnice, ci si intreaga sa expresie artisticd. Aceasta fuziune de influente si de
instruire nu l-a transformat doar intr-un muzician diversificat, ci l-a propulsat in randul celor
mai mari muzicieni, facandu-l capabil sa strdluceascd atat ca violonist, cat si ca pianist.
Astfel, George Enescu si-a consolidat si mai mult renumele, si locul de cinste pe scena
muzicald internationald, 1asand Tn urma ecouri profunde ale genialitatii sale.

George Enescu a desfasurat o activitate remarcabild atat ca pianist concertist, cat si ca
pianist acompaniator. In arta acompaniamentului, Enescu demonstra o abilitate creativa si o
profunzime spirituala inalta, pe care o transmitea cu generozitate partenerilor sai muzicali.
Insusi Enescu se simtea extrem de implinit in cadrul acestei atmosfere muzicale, lisandu-se
absorbit de partitura pe care o interpreta. Aceastd conexiune intima si expresiva cu muzica ii
permitea sd creeze o experientd interpretativd deosebitd, imbogatind performantele de
colaborare si aducand o profunda placere in actul interpretativ.

Din pacate, au ramas foarte putine inregistrari ale violonistului si compozitorului
George Enescu, iar inregistrarile in calitate de pianist sunt si mai rare. Navigand pe Internet,
am gasit doar cateva lucrdri in care Enescu evolueaza in calitate de pianist si acompaniator,
printre care se numara:

— Pavane din Suita pentru pian nr. 2, op. 10, D-dur de G. Enescu
(https://www.youtube.com/watch?v=57nnXictzCM).

— Piesa concertistica pentru viola, partitia viorii Alexandru Radulescu
(https://youtu.be/2Wu3BwyMkPQ?si=dcbx0Y1Zj7saocvA).

— Sonata pentru pian si vioara nr. 2, op. 6, f-moll, partitia viorii Yvonne Astruc
(https://www.youtube.com/watch?v=IkPImSp24L.c).

— Du conflict en douleur din Sapte cantece pe versuri de Clement Marot op. 15, voce
Constantin Stroiescu (https://youtu.be/rFHrAJihLOW?si=GtfY3Rf2nAUDwvUT).

— Changeons propos, c'est trop chante d’amours din Sapte cantece pe versuri de
Clement Marot op. 15, voce Constantin Stroiescu
(https://youtu.be/GBNKk0914gqqU?si=dDBIUNn6IvKdOiarl).

— Estrene de la rose din Sapte cantece pe versuri de Clement Marot op. 15, voce
Constantin Stroiescu (https://youtu.be/VGgpg-sqMuA?si=Q423pCLUo0IACe_0u).

— Aux demoyselles paresseuses d escrire a leurs amys din Sapte cantece pe versuri de
Clement Marot op. 15, voce Constantin Stroiescu (https://youtu.be/OAwc8MQGIQY ?si=V-
RPRT-gbkB4fVHN).

— Languir me fais din Sapte cantece pe versuri de Clement Marot op. 15, voce
Constantin Stroiescu (https://youtu.be/A6CrfM3kzLs?si=IQpRyxS7Gx4-eEle).

— Estrene a Anne din Sapte cantece pe versuri de Clement Marot op. 15, voce
Constantin Stroiescu (https://youtu.be/IWgOQVACMEI?si=KGOURfBS1Geh7i_2Z).

— Sonata pentru pian si vioara nr. 3, op. 25, a-moll /n character popular romdnesc,
partitia viorii Serge Blanc (https://www.youtube.com/watch?v=oadbbLz-51Y).

Insa, chiar si in cadrul acestui numir restrans de inregistriri, se evidentiazi
interpretarea unica si remarcabild a lui George Enescu. Audierea si analiza acestor
interpretdri releva nu doar maiestria tehnicd a compozitorului, dar si profunditatea expresiva
si interpretativa caracteristica stilului sau. Enescu transforma fiecare lucrare intr-o experienta
muzicala distinctd, demonstrand o intelegere subtild a nuantelor si o abilitate rar intalnita de a
aduce la viata complexitatea si frumusetea textului muzical. Aceastd interpretare inedita
subliniaza nu doar virtuozitatea sa pianistica, ci si viziunea sa artistica profunda si originala.

Cuvinte-cheie: George Enescu, pian, pianist, muzicd, aptitudini, compozitor, interpretare
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George Enescu, a true genius of the Romanian nation, is an emblematic figure of both
Romanian and universal music from the 20th century. He was the first Romanian composer to
gain international recognition, becoming part of the global cultural heritage. His
compositional work covers a wide range of musical forms and genres. Enescu profoundly
reflected his love for the people from whom he emerged and whose sensitivities he identified
with, creating music with a strong folk, national, and realist character.

In contemporary musicology, much has been written about George Enescu as a
composer, violinist, and conductor; however, his role as a pianist remains relatively
unexplored.

Throughout his musical journey, the piano was the instrument that brought him the
deepest satisfaction—one that every composer fervently seeks. For Enescu, this splendid tool
became an ideal medium, a sanctuary of synthesis — a space where his thoughts, ideas, and
emotions came to life, carried by chamber and orchestral sonorities. Through the piano,
Enescu explored absolute freedom, escaping without limits into the vastness of the sonic
universe—that miraculous, dreamlike world that, for him, represented the essence of life. The
piano was more than just a musical instrument; it was a gateway to a dimension where his
imagination and deepest emotions could unfold in pure, unrestricted forms. Each note became
a visceral expression, an exploration of his soul, and his music intertwined with his
aspirations and dreams in innovative and fascinating ways.

George Enescu embarked on a fascinating journey in the realm of piano performance,
guided by two of the most illustrious mentors: Ernst Ludwig in Vienna and Louis Diémer in
Paris. Ernst Ludwig, an emblematic figure of Austrian musical education, mentored the young
composer with meticulousness and rigor, strengthening his foundations in piano technique.
On the other hand, Louis Diémer, with his genius, opened the doors to the vast universe of
classical piano styles. As the founder of the Société des anciens instruments in Paris and a
consummate expert in harpsichord literature, Diemer enriched Enescu’s artistic development.
This combination of influences was essential in shaping Enescu's artistry, allowing him to
explore new creative horizons.

Over the years, George Enescu was not only a violin virtuoso but also evolved into an
exceptional pianist, seemingly driven by an inner calling. Through collaborations with great
pianists such as Alfred Cortot, Maurice Ravel, and Alfredo Casella, he discovered and
absorbed many of their secrets and techniques, working with a dedication that enriched not
only his technical abilities but also his overall artistic expression. This fusion of influences
and training transformed him into a versatile musician and propelled him among the greatest
musicians of his time, enabling him to shine both as a violinist and a pianist. Thus, George
Enescu further solidified his reputation and distinguished place on the international music
scene, leaving behind profound echoes of his genius.

George Enescu had a remarkable career both as a concert pianist and as an
accompanist. In the art of accompaniment, he demonstrated creative ability and deep spiritual
insight, which he generously shared with his musical partners. Enescu himself felt deeply
fulfilled in this musical atmosphere, immersing himself in the scores he performed. This
intimate and expressive connection with music allowed him to create exceptional
interpretative experiences, enriching collaborative performances and bringing profound joy to
the act of interpretation.

Unfortunately, very few recordings of George Enescu as a violinist and composer
remain, and recordings of him as a pianist are even rarer. While searching the internet, | found
only a few pieces where Enescu performs as a pianist and accompanist, including:

- Pavane from Suite for Piano No.2, Op.10, D major by G. Enescu

(https://www.youtube.com/watch?v=57nnXictzCM);
- Concert Piece for Viola, violin part by Alexandru Radulescu
(https://youtu.be/2Wu3BwyMkPQ?si=dcbx0Y1Zj7saocvA);
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- Sonata for Piano and Violin No.2, Op.6, F minor, violin part by Yvonne Astruc
(https://www.youtube.com/watch?v=IkPImSp24Lc);

- Du conflict en douleur from Seven Songs on Poems by Clément Marot, Op.15,
voice: Constantin Stroiescu
(https://youtu.be/rFHrAJihLOW?si=GtfY3Rf2nAUDwWvUT));

- Changeons propos, c’est trop chante d’amours from Seven Songs on Poems by
Clément Marot, Op.15, voice: Constantin Stroiescu
(https://youtu.be/GBNKO914gqU?si=dDBIUn61vKdOiarl);

- Estrene de la rose from Seven Songs on Poems by Clément Marot, Op.15, voice:
Constantin Stroiescu (https://youtu.be/VGgpg-sqMuA?si=Q423pCLUo0IACe_0u);

- Aux demoyselles paresseuses d’escrire a leurs amys from Seven Songs on Poems
by Clément Marot, Op.15, voice: Constantin Stroiescu
(https://youtu.be/0AWC8MQGIQY?si=V-RPRT-gbkB4fVHN);

- Languir me fais from Seven Songs on Poems by Clément Marot, Op.15, voice:
Constantin Stroiescu (https://youtu.be/A6CrfM3kzLs?si=IQpRyxS7Gx4-eEle);

- Estrene a Anne from Seven Songs on Poems by Clément Marot, Op.15, voice:
Constantin Stroiescu
(https://youtu.be/IWgOQVACMEI?si=KGOURfBS1Geh7i_Z);

- Sonata for Piano and Violin No.3, Op.25, A minor, In Romanian Folk Character,
violin part by Serge Blanc (https://www.youtube.com/watch?v=oadbbLz-51Y).

However, even within this limited number of recordings, George Enescu’s unique and

remarkable interpretation stands out. Listening to and analyzing these performances reveals
not only the composer's technical mastery but also the profound expressiveness and
interpretative depth characteristic of his style. Enescu transforms each piece into a distinct
musical experience, demonstrating a subtle understanding of nuances and a rare ability to
bring the complexity and beauty of the musical text to life. This unique interpretation
highlights not only his pianistic virtuosity but also his profound and original artistic vision.

Keywords: George Enescu, piano, pianist, music, skills, composer, interpretation
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ABTOp TE3UCOB IMpEAJIaraéT pacCMOTPETh HEKOTOPHIE HCTOPUYECKHE AaCIEKThl B
MY3BIKQIBHOHN KyIbType YKpauHbl, IPOU30LIECAIINE MTOCTe paciaa O0IbIIOro rocy1apcTBa B
nentpe EBponmbr — Kueckas Pych, Bpemen CpeaHeBekoBbs H HOBOTro ¢opmara
rocy1apcTBEHHOCTH YKpauHbl — Peun [locniosnnront B nepuon Bospoxaenus. [Ipucyrcreue B
Hayasie XVII Beka Ha ykpawHCcKo# 3emiie [lerpa MoBwWIIbI, B CHITY ApaMaTHYECKUX COOBITHIA
IPOU30UIEIUINX HA €ro pOAMHE, OTPa3uiIOCh IO3UTUBHBIMU H3MEHEHUSIMHU B CHUCTEME
o0pa3oBaHUsl U POCT€ MHOTHX BHJIOB KYJIbTYphl, B TOM 4YHCIIeé My3bIKalbHOU. [lamsaTh o
NOOphIX M BaXXHBIX JeNaX, ocyllecTBieHHBIX [letpom MoBuioit B YkpauHe, 0COOCHHO B
Kuese, xuBeT u Tenepb B HaMaBTOpPUTETHelIeM yuyeOHOM 3aBeneHun Kuea m YKpauHbl —
KueBo-MoruisiHCKO# akaieMuu U B CaMOM UCTOPUU Y KPaUHBI.

Haunnas c¢ XIV Beka mpoucxonmsat u3MeHeHHsT Ha Kapre EBpombl, B pe3yJibrare
koTopbix IIpaBoGepexnass Ykpawna, ['amprqumna ¢ Kamenmem cramm uacteio Iloibckoit
KOpoHbI, a Ha JIroO6nuHckoi yHuu 1569 rona B He€ BouUIM Ipyrue 0ObEeIWHEHHBIC 3eMIIU —
Tpu BoeBoAacTBa: BonbiHckoe, bpamaBckoe m KueBckoe. YkpamHCKas HUIIXTa HMMeIa
MOJIMTUYECKHE MTpaBa HapaBHE C MOJIBCKOM U JIMTOBCKOM, TaKOE MOIUTUYECKOE 00bEeINHEHUE
HaszpiBasiocb — Peub Ilocnonuras. [IpaBoBast cucrema I'erbmanmuubel g0 1764 roga
OPUEHTHPOBAJIACh UMEHHO Ha TAKYK) CUCTEMY IOCY1apCTBEHHOCTH.

PasroBopHas u nureparypHas peub OblLla MHOTOSI3bIYHOM, NPU CYLIECTBOBAHUU JIBYX
OCHOBHBIX HAIpaBlIEHUN — JATUHCKOH M CJIaBSHCKOI-CTapOyKpamHCKOM; oOpazoBaHue
(opMHUPOBATIOCH BOKPYT LIEPKOBHOM JKHU3HH.

llepkoBHast XKuU3Hb UMENa MOTYYYH) CHJIy, NOTOMY 4YTO MMEHHO LEPKOBb
chopMupoBajia CBOIO cUCTeMy 00pa3oBaHUs, KOTOpasl cocTosjga U3 bparcT, mpu KOTOPBIX
ObLIH claBsHO-TpeKo-naTuHckue mkoinbl. K Havamy XVII Beka cymectBoBano 30 O6paTckux
IIKOJI.

Korna B 1631 rony B Kueso-Ileuepckoii naBpe apxumanaput Ilerp Mosuia ocHoBal
KOy («TUMHA3MO0H»), UMEIOIIYIO BCE MPU3HAKU TPATUIIMOHHO-EBPOIIECHCKOTO 00pa3oBaHus,
T.K. OHa wu30pajia HampaBiIeHHE HWE3YUTCKOTO KOJUJIETUYMa, KOTOPBI B E€BPOIMEHCKON
oOpa3oBaTenbHOll cucteme cuurtaics aydmum. Ilo oOpasmy komnernyma II. MoBunibsl B
niepsoii nnosioBuHe XVII Beka yBeInYniaoch KOJIMUYECTBO UE3YUTCKUX LIKOJ B ropojax JIbBoB,
Jlyuk, I'ymennoe (3akapmarbe).

OOpa3oBaHue B €BPONEHCKUX HME3YUTCKHX LIKOJAaX IMOJYYHJIM HCKIIOUHUTENBHO BCE
KOMITO3UTOPBI 3TOTO BPEMEHH, BOIIEIIINE B HCTOPHUIO MHUPOBOM MY3BIKAILHOW KYJIBTYPHI
Onarogaps TOMy, 4TO TaM U3y4alld OCHOBBI MY3bIKaIbHOU KYJIbTYPHI.

HestenpHOCTh 1. MOBUITBI BBI3BaIa 00€CTIOKOEHHOCTh B KneBckoMm OpaTcTBe; 4TOOBI
CHATH 3TY HaIpsDKEHHOCTh, B 1632 roay cocrosioch oobeaunenue bparckoit u JlaBpckoit
mkon. HoBoe yueOHoe 3aBefeHue moja mokpoBurenbcTBoM [lerpa MoBumnbsl HazBanu Kueo-
bparckoe, wiu KueBo-MorwnsHckuii koteruym. Co BpeMeHEM, 3a BBICOKHMH YPOBEHb
MPENOJABAHUS €r0 CTaJIN Ha3bIBaTh AKaJIEMHUECH.

OcobenHocth cucteMbl oOpa3oBanus II. MoBuiIbI cocTosia B TOM, YTO OHa UMena
YETKYI0 CTPYKTYpPY, paccuuTaHHyr0 Ha 12 yier oOy4yeHus U ObLla MOCTpOEHA Ha CHUCTEME
AHTUYHBIX TPEKOB: MEpPBOHAYAIBHO — 7 JeT, 3aTeM 3 roja W 2 roja C MpenojaBaHUuEM
rpaMMaTUKHU ¥ CUHTaKCUCA, «CEMHU CBOOOJIHBIX UCKYCCTBY», B TOM YHCII€ MY3bIKH, H3yYEHUEM
LIEPKOBHOCJIABSHCKOT0, I'PEYECKOr0 M JIATUHCKOTO SA3BIKOB M B 3aBEPUICHHE — IO3THKU U
PUTOPHUKHU. B MO3THKE M3y4anuch pa3iMyHbIe >KaHPBI MMOA3UU U OCHOBBI CTUXOCIOXKEHHS. B
pUTOpHKE — (HOPMHUPOBAHHE TIPEATIOKEHUHN U MHUCEM.

KueBo-MorunsHckas akagemust uMmena cBou ¢unuansl B Bunnune, Kpemenie. Kueso-
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MOrmwisiHCKy10 akaJIeMHUI0 3aKOHYMJIM MHOTHME BBIJAIOIIMECS JIEATENN Pa3jIudHbIX HayK M
UCKycCTB, cpenu KorTopbix mpocBetutenu: CunbBectp KocoB, Wocud KonoHoBHu-
[Nop6unkuii, Unnokentuii ['uzens.

B 1658 rony Ob11 uznan « adsueckuii mpaxkmamy, KOTOPBIA ypaBHsII mpaBa Kueso-
MorwisiHCKOM akaJeMHH C SIreJIOHCKMM YHHMBEPCUTETOM IIpu cozaelicTBuu I'erbmaHa
VYkpaunsl Bana Ma3zensl.

KueBo-MorunsHckass akagemMusi — XyAOKECTBEHHO-HAay4HbId LEHTp YKpauHbl. Ero
BBINTYCKHUKAMU ObUTH BBIAAIOITUECS MPEICTABUTENN MY3bIKaTbHOW KyiabTyphl X VIII-XIX BB.
— ®eodan [Ipoxonosuy, Makcum bepe3oBckuii, Apremuii Benenp.

Korma B XX Beke B YkpaumHe Obuia BIEpBbIE OCYIIECTBICHA IMOCTAHOBKA OIEPHI
. boprasiackoro Cokon (Falcon) napomusiM aptuctom Ykpauusl H. CBUpHICHKO, OHa
[IPO3ByYaJla B KOHLEPTHOM HCIOJHEHUMU B KOHKperammoHHOM 3aie, BO3BEAECHHOM €Il BO
BpeMeHa lletpa MoBuibl, B KOHIIEPTHOM HCIOJHEHHM, a IO03KE€ M B CIEHUYECKOM, Ha
ClieliMajibHOM TeaTpajibHOu clieHe Akagemun. B Ykpaune utsat namsats o [lerpe Mosuiie.

Kntouesvie cnoea: Kueso-Moeunauckas axademusi, o0Opazoeanue, Hayka, cucmema, eepd,
MY3blKa

Autorul tezelor propune sa examineze unele aspecte istorice din cultura muzicala a
Ucrainei, care au avut loc dupa destramarea marelui stat din centrul Europei — Rusia
Kieveana, in timpul Evului Mediu si al noului format de stat al Ucrainei — Republica Poloneza
in perioada Renasterii. Prezenta lui Petru Movila pe pamantul ucrainean la inceputul secolului
XVII, ca urmare a evenimentelor dramatice care au avut loc in patria sa, s-a reflectat in
schimbari pozitive 1n sistemul de invatamant si in multe domenii ale culturii, inclusiv
muzicald. Amintirea faptelor bune si importante realizate de Petru Movild in Ucraina, in
special in Kiev, traieste si astazi in cea mai autoritard institutie de invatamant din Kiev si
Ucraina — Academia Movileana din Kiev si in istoria Ucrainei.

Incepand cu secolul XIV, harta Europei a suferit modificari, iar Ucraina de Est, Galitia
cu Kamenet au devenit parte a coroanei poloneze, iar in Uniunea de la Lublin din 1569 au
intrat alte tinuturi unite — trei voievodate: Volinia, Bratlav si Kiev. Nobilimea ucraineand a
avut drepturi politice la fel ca cea poloneza si lituaniand, iar aceastd unire politica a fost
numita Republica Poloneza. Sistemul de drept al Hatmaniei pana in 1764 s-a orientat spre un
asemenea sistem de stat.

Discursul conversational si literar era multilingvistic, avand la baza doud directii
principale — latina si slava — vechea ucraineand, iar educatia se forma in jurul vietii bisericesti.
Viata bisericeasca avea o putere enorma si de aceea, tocmai biserica si-a format propriul
sistem de educatie, care se compunea din Fratii, sub auspiciile carora existau scoli slavono-
greco-latine. La inceputul secolului XVII existau 30 de scoli fratesti.

Cand in 1631, la Lavra Pecerska din Kiev, arhimandritul Petru Movila a fondat o
scoala (,,gimnaziu”), aceasta avea toate trasaturile educatiei traditional-europene, deoarece
avea modelul colegiului iezuitilor, care in sistemul european de educatie era considerat cel
mai bun. Dupa modelul colegiului lui P. Movila, in prima jumatate a secolului XVII numarul
scolilor iezuite a crescut — Lviv, Lutsk, Humenne (Transcarpatia).

Educatia in scolile iezuite europene a fost obtinutd exclusiv de toti compozitorii din
acea vreme, care au intrat in istoria culturii muzicale mondiale, deoarece acolo se studiau
bazele culturii muzicale. Activitatea lui P. Movila a stirnit ingrijorare in fratia din Kiev, iar
pentru a elimina aceastd tensiune, in 1632 a avut loc unirea scolii fratesti si a celei de la
Lavra. Noua institutie de invatamant sub patronajul lui Petru Movila a fost numita Colegiul
Fratesc din Kiev sau Colegiul Movilean din Kiev. Cu timpul, datoritd nivelului Tnalt de
predare, a inceput sd fie numitd Academie.

Particularitatea sistemului de educatie al lui P. Movila consta in faptul cd avea o
structura clara, prevazutd pentru 12 ani de studiu, si era construit pe sistemul grecilor antici:
initial — 7 ani, 3 ani si 2 ani cu studierea gramaticii si sintaxei, ,,celor sapte arte libere”,
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inclusiv muzica, studierea limbilor slavona bisericeasca, greaca si latind, si, in final — a
poeticii si retoricii, latina. La poetica se studiau diferite genuri de poezie si bazele compunerii.
La retoricd — formarea propozitiilor si scrisorilor.

Academia Movileand a avut filiale in Vinnyta, Kremenets. Academia Movileana din
Kiev a fost absolvitd de multi personalitati remarcabile din diferite domenii ale stiintei si artei,
printre care: iluminatorii Sylvestru Kosov, losif Kononovici-Gorbitki, Inocentiu Gizeal.

In 1658, Tractatul de la Hadia a oferit Academiei Movilene din Kiev drepturi egale cu
Universitatea Jagellona, cu sprijinul Hetmanului Ucrainei Ivan Mazepa. Academia Movileana
din Kiev este un centru artistic si stiintific al Ucrainei. Absolventii sdi au fost personalitati
remarcabile ale culturii muzicale din secolele XVIII-XIX — Teofan Procopovici, Maxim
Berezovski, Artemii Vedel.

Cand in secolul XX a avut loc prima data in Ucraina punerea in scena a operei lui
D. Bortniansky, Sokol (Falcon), de artistul national al Ucrainei, N. Sviridenko, aceasta a fost
prezentata in Sala Congregatiei, construitd incd pe vremea lui Petru Movild in interpretare
concertanti, iar in scenicd, pe o scend teatrald speciald a Academiei. in Ucraina se cinsteste
memoria lui Petru Movila.

Cuvinte-cheie: Academia Movileana din Kiev, educatie, stiintd, sistem, credintd, muzica

The author of the thesis suggests examining certain historical aspects of musical
culture in Ukraine that occurred after the dissolution of the large state in the center of Europe
— Kievan Rus — during the Middle Ages and the new format of statehood in Ukraine — the
Polish-Lithuanian Commonwealth during the Renaissance. The presence of Petro Mohyla in
Ukraine at the beginning of the 17th century, due to the dramatic events that took place in his
homeland, reflected positively on the education system and many areas of culture, including
music. The memory of the good and important deeds carried out by Petro Mohyla in Ukraine,
especially in Kyiv, lives on today in the most authoritative educational institution in Kyiv and
Ukraine — the National University of Kyiv-Mohyla Academy — and in the history of
Ukraine.

Starting from the 14th century, changes occurred on the map of Europe, and Right-
Bank Ukraine, along with Galicia and Kamieniec, became part of the Polish crown. The
Union of Lublin in 1569 brought other united lands—three voivodeships: Volhynia, Bratslav,
and Kyiv — into this union. The Ukrainian nobility had political rights equal to those of the
Polish and Lithuanian nobility, and this political union was called the Polish-Lithuanian
Commonwealth. The legal system of the Hetmanate until 1764 was oriented toward this type
of statehood.

Conversational and literary speech was multilingual, existing in two main directions
—Latin and Slavic — Old Ukrainian, with education being formed around church life. The
church had a powerful influence, and thus, it established its education system, which
consisted of Brotherhoods that had Slavic-Greek-Latin schools. By the beginning of the 17th
century, there were 30 brotherly schools.

When in 1631, at the Kyiv-Pechersk Lavra, Archimandrite Petro Mohyla founded a
school ("gymnasium™), it had all the characteristics of traditional European education, as it
followed the direction of the Jesuit college, which was considered the best in the European
education system. Following the model of Mohyla's college, the number of Jesuit schools
increased in the first half of the 17th century — Lviv, Lutsk, Humenne (Transcarpathia).

The composers of this time, who entered the history of world musical culture,
exclusively received their education in European Jesuit schools, as they studied the
foundations of musical culture there. The activities of Petro Mohyla raised concerns among
the Kyiv Brotherhood, and to ease this tension, in 1632, the Brotherhood and Lavra schools
merged. The new educational institution, under the patronage of Petro Mohyla, was named
the Kyiv-Brotherhood or Kyiv-Mohyla Collegium. Over time, due to the high level of
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teaching, it became known as the Academy.

The uniqueness of Petro Mohyla's education system lay in its clear structure, designed
for 12 years of study, built on the system of ancient Greeks: initially — 7 years, followed by 3
years and then 2 years studying grammar and syntax, the "seven liberal arts," including music,
the study of Church Slavonic, Greek, and Latin languages, and finally — poetics and rhetoric,
Latin. In poetics, various genres of poetry and the basics of versification were studied. In
rhetoric — sentence formation and letter writing.

The Kyiv-Mohyla Academy had branches in Vinnytsia and Kremenets. Many
outstanding figures in various sciences and arts graduated from the Kyiv-Mohyla Academy,
including enlighteners such as Sylvester Kosov, Joseph Kononovych-Horbytskyi, and
Innocent Gizel.

In 1658, the Hadiach Treaty granted the Kyiv-Mohyla Academy equal rights with the
Jagiellonian University with the support of the Hetman of Ukraine Ivan Mazepa. The Kyiv-
Mohyla Academy became an artistic and scientific center of Ukraine. Its graduates included
prominent figures in musical culture of the 18th and 19th centuries — Theophan
Prokopovych, Maksym Berezovsky, and Artemiy Vedel.

When in the 20th century the opera Falcon by Dmytro Bortniansky, a national artist of
Ukraine, N. Syvrydenko, was staged for the first time in Ukraine, it was performed in the
Congregational Hall, built during the time of Petro Mohyla, in a concert version, and on a
special theatrical stage of the Academy in a staged version. Ukraine honors the memory of
Petro Mohyla.

Keywords: The Kyiv-Mohyla Academy, education, science, system, faith, music
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Concursurile de interpretare muzicald din Republica Moldova au o traditie bogata ce
dateaza din 1963, cand a fost organizat Primul Concurs Republican al Tinerilor Interpreti,
urmat de Concursul Zonal din 1966. Aceste concursuri erau initial dedicate studentilor, iar
concursurile destinate copiilor au aparut abia la inceputul anilor '90, dupd destrdmarea URSS,
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marcand o noua etapa in dezvoltarea culturii muzicale moldovenesti.

Concursul National Eugen Coca, fondat in 1994, reprezinta unul dintre cele mai
prestigioase si longevive concursuri muzicale din tard, ajungand in 2024 la a XXX-a editie.
De-a lungul timpului, acesta s-a transformat intr-un eveniment international (Eugen Coca
International Competition for Young Performers), devenind un reper important pentru tinerii
muzicieni. Concursul prezintd o provocare autentica datorita celor doua etape cu cerinte de
program bine definite, incluzand o piesa obligatorie specifica fiecarei categorii de varsta.

Concursul National al Tinerilor Instrumentisti Antonina Lucinschi, ajuns la editia a
XVI-a 1in 2023, se adreseaza copiilor pand la 12 ani si este structurat in patru sectiuni:
Acordeon, Instrumente aerofone si percutie, Instrumente cu coarde si chitara, si Pian.
Desfasurandu-se in doua etape — eliminatorie si finald — concursul urmareste descoperirea si
sustinerea tinerelor talente din intreaga tara, punind accent pe identificarea si incurajarea
aptitudinilor muzicale deosebite.

Concursul International al Tinerilor Pianisti Ignacy Paderewski, organizat sub
patronajul Ambasadei Poloniei la Chisindu, a ajuns la editia a XIII-a Tn 2023. Structurat in
patru categorii de varsta, de la elevi din clasele I-IV pana la studenti si masteranzi, acest
concurs promoveaza creatiile compozitorilor polonezi si stimuleaza perfectionarea tehnicii
pianistice.

Concursul National de Interpretare Zlata Tcaci, desfasurat intre 2010-2019, a fost
organizat de Centrul Cultural Evreiesc KEDEM, Filarmonica Nationala Serghei Lunchevici si
Joint Moldova. La ultima editie au participat 210 copii din Republica Moldova, Romania si
Ucraina, concurand in cinci sectiuni. Repertoriul includea obligatoriu o lucrare a unui
compozitor national, promovand astfel patrimoniul muzical moldovenesc.

In 2023 a fost inaugurat Concursul National al Tinerilor Pianisti Lia Oxinoit,
remarcabil prin abordarea sa inovatoare — sase categorii bazate pe anii de studiu la instrument,
nu pe varstd, asigurdnd o evaluare echitabild. Participantii interpreteazd doud creatii, inclusiv
una a unui compozitor national. Prima editie a adunat 46 de tineri pianisti din 13 institutii si 6
localitati, iar a doua a depasit 100 de participanti, demonstrand interesul crescand pentru acest
concurs.

Laureatii acestor concursuri si-au descoperit si dezvoltat potentialul artistic, multi
alegand cariere in domeniul pianistic ca studenti ai institutiillor de invatamant superior,
profesori in diverse scoli de muzica sau acompaniatori profesionisti. Aceste competitii nu
doar cultiva valorile artistice universale, ci ofera tinerilor interpreti sansa de a-si evalua
abilitatile intr-un cadru competitiv constructiv, contribuind esential la dezvoltarea si
perpetuarea traditiilor pianistice din Republica Moldova.

Cuvinte-cheie: concurs, traditie de interpretare pianistica, Concursul National al Tinerilor
Pianisti ,, Lia Oxinoit”, compozitor national

Musical performance competitions in the Republic of Moldova have a rich tradition
dating back to 1963, when the First Republican Competition for Young Performers was
organized, followed by the Zonal Competition in 1966. These competitions were initially
intended for students of higher educational institutions, while contests for children only began
to appear in the early 1990s, after the dissolution of the USSR, marking a new stage in the
development of Moldovan musical culture.

The Eugen Coca National Competition, founded in 1994, is one of the most
prestigious and long-standing musical competitions in the country, reaching its 30th edition in
2024. Over time, it has evolved into an international event (the Eugen Coca International
Competition for Young Performers), becoming an important benchmark for young musicians.
The competition presents a genuine challenge through its two stages with well-defined
program requirements, including a mandatory piece specific to each age category.

The Antonina Lucinschi National Competition for Young Instrumentalists, which
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reached its 16th edition in 2023, is aimed at children up to 12 years old and is structured into
four sections: Accordion, Wind and Percussion Instruments, String Instruments and Guitar,
and Piano. Held in two stages — preliminary and final — the competition aims to discover
and support young talents from across the country, focusing on identifying and encouraging
exceptional musical aptitudes.

The Ignacy Paderewski International Competition for Young Pianists, organized under
the patronage of the Embassy of Poland in Chisindu, reached its 13th edition in 2023.
Structured into four age categories, from grades I-IV up to bachelor’s and master's level
students, this competition promotes the works of Polish composers and stimulates the
refinement of pianistic technique.

The Zlata Tcaci National Performance Competition, held in 2010-2019, was
organized by KEDEM Jewish Cultural Center, the Serghei Lunchevici National Philharmonic,
and Joint Moldova. The final edition featured 210 children from the Republic of Moldova,
Romania, and Ukraine, competing in five sections. The repertoire included a mandatory work
by a national composer, thus promoting Moldovan musical heritage.

In 2023, the Lia Oxinoit National Competition for Young Pianists was launched,
notable for its innovative approach — six categories based on years of study at the instrument,
rather than age, ensuring fair assessment. Participants perform two pieces, including one by a
national composer. The first edition brought together 46 young pianists from 13 institutions
and 6 localities, while the second edition exceeded 100 participants, demonstrating growing
interest in this competition.

The laureates of these competitions have discovered and developed their artistic
potential, with many pursuing careers in piano performance — as students of higher education
institutions, teachers at various music schools, or professional accompanists. These
competitions not only cultivate universal artistic values but also provide young performers
with the opportunity to evaluate their skills in a constructive competitive environment,
making a significant contribution to the development and perpetuation of the pianistic
tradition in the Republic of Moldova.

Keywords: competition, tradition of piano performance, ,,Lia Oxinoit” National Competition
of Young Pianists, national composer
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importantd din Romania. Aici se gasesc 16 muzee si 6 universitdti publice, printre care si
Universitatea Babes-Bolyali, care este cea mai mare din Romania.

In ceea ce priveste educatia muzicald, in Cluj avem o scoald, un liceu si o Academie
de Muzicd, toate acestea cuprinzind studii incepand cu scoala primara si pand la studii
doctorale. Ulterior, absolventii se pot angaja, de exemplu, In una din cele trei institutii de
spectacole, doud opere si o filarmonica, ce cuprind orchestre, cor, solisti si personal
administrativ de specialitate. Pe 1anga acestea, in Cluj mai functioneaza si formatii de muzica
traditionald de prestigiu, ce cuprind ansambluri vocale, instrumentale sau ansamblu de dans.

In cadrul Academiei Nationale de Muzici Gheorghe Dima avem doua facultati:
Facultatea Teoreticd (muzicd, muzicologie, compozitie, dirijat) si Facultatea de Interpretare,
ce contine sectiile de Canto clasic, precum si toate instrumentele din orchestra simfonica. Pe
langa acestea, studentii au posibilitatea sa urmeze Modulul de Jazz sau Modulul de Muzica
Traditionald, fiecare avand 3 ani de studiu.

In cadrul Modulului de Muzica Traditionald se efectueaza cercetari in teren, studierea
unor arhive si cursuri de transcriere muzicald, cant popular sau instrument popular, dar si
Ansamblul Traditional. In fiecare an universitar, in cadrul Modulului se studiaza cate o zona
folclorica din Transilvania: Bihor, Maramures, Banat, Sibiu si altele.

Disciplina Cant popular contine cate o ora individuald pe saptdmana, in timpul careia
se descifreaza melodii din culegeri, se Invatd elemente legate de respiratie, formarea corecta a
sunetelor, frazare a randului melodic, dar si elemente interpretative specifice zonei studiate.
Pe parcursul unui semestru fiecare student invata cate 5 melodii pe care le va canta la examen.
In plus, fiecare student participa cu cate o melodie, cu sau fara acompaniament, la Productia
anuala a claselor de Cant si Instrument popular, urmand ca dintre acestia sa fie selectionati de
catre cadrele didactice cei care vor canta solisti la concertul traditional de primavara al
Ansamblului lcoane, care are loc in fiecare an in luna mai, la Muzeul Etnografic al
Transilvaniei, sectia in aer liber.

Disciplina Transcriere 11 ajuta pe studenti sa puna pe portativ melodiile culese din
teren. Muzica traditionalda, mai ales cea din repertoriul neocazional, este foarte bogat
ornamentata, astfel incat acest proces nu este unul usor.

Ansamblul Icoane are circa 30 de ani de activitate, fiind un ansamblu reprezentativ la
nivel national in ceea ce priveste restaurarea muzicii traditionale roménesti, sustinand
concerte regulate in tara si straindtate. Acesta este format din studenti sau fosti studenti ai
Modulului, avand doua repetitii de cate 2 ore pe saptamana, in timpul anului universitar.

In cazul unor concerte extraordinare sau a unor inregistriri, repetitiile se fac mai des,
uneori chiar zilnic. Pe langa concertul de primadvara pe care 1-am amintit deja, Ansamblul
sustine in fiecare iarna concerte de colinde, atat in Cluj cat si in alte orase ale tarii. De
exemplu, In decembrie 2024 am fost la Alba Iulia si la Blaj.

Pentru a observa autenticitatea interpretarit Ansamblului, va ofer un exemplu muzical,
mai Intai varianta de arhiva a melodiei, culeasa in teren in anul 1971, apoi varianta restaurata,
in interpretarea Ansamblului.

Un ultim exemplu este dintr-un concert din Muzeul Satului, unde a fost restaurata o
melodie culeasd in anul 1914 de catre folcloristul maghiar Bela Bartok.

In concluzie, educatia culturala traditionala este foarte activa la Cluj-Napoca, in cadrul
Academiei Nationale de Muzica Gheorghe Dima. Va asteptam cu drag la Cluj pentru a vedea
si asculta aceste minunatii culturale autentice.

Cuvinte-cheie: educatie culturald, muzicad traditionala, Transilvania, folclor

Cluj-Napoca has always been a multicultural city and is the second most important
city in Romania. It is home to 16 museums and six public universities, including Babes-
Bolyai University, the largest in the country.

Regarding music education, Cluj has a school, a high school, and a music academy, all
offering study programs from primary school to doctoral level. Graduates can find
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employment, for example, in one of the three performance institutions — two opera houses
and a philharmonic orchestra — which include orchestras, choirs, soloists, and specialized
administrative staff. Additionally, Cluj is home to prestigious traditional music ensembles
featuring vocal, instrumental, and dance groups.

The Gheorghe Dima National Academy of Music has two faculties: the Theoretical
Faculty (music, musicology, composition, conducting) and the Performance Faculty, which
includes the classical singing section and all instruments from the symphony orchestra.
Students also have the opportunity to pursue a Jazz Module or a Traditional Music Module,
each lasting three years.

In the Traditional Music Module, students engage in field research, archival studies,
courses in musical transcription, folk singing and traditional instruments, as well as
participation in the Traditional Ensemble. Each academic year, the module focuses on a
specific folkloric region of Transylvania, such as Bihor, Maramures, Banat, Sibiu, and others.

The Folk Singing course includes a one-hour individual lesson per week, during which
students decipher melodies from collections, learn breathing techniques, correct sound
production, phrasing of melodic lines, and interpretation elements specific to the studied
region. Over the course of a semester, each student learns five songs, which they perform at
the final exam. Additionally, each student presents one song, with or without accompaniment,
at the annual Folk Singing and Traditional Instrument Production. From these performances,
faculty members select the soloists for the ICOANE Ensemble's traditional spring concert,
which takes place in May at the Ethnographic Museum of Transylvania, in the open-air
section.

The Transcription course helps students notate melodies collected from the field.
Traditional music, especially non-occasional repertoire, is highly ornamented, making the
transcription process complex.

The ICOANE Ensemble has a tradition of approximately 30 years and is a nationally
recognized ensemble for the restoration of Romanian traditional music. It regularly performs
concerts in Romania and abroad, consisting of current and former students of the module.
Rehearsals take place twice a week, lasting two hours each, during the academic year. For
extraordinary concerts or recordings, rehearsals become more frequent, sometimes daily.

In addition to the spring concert, the ICOANE Ensemble performs annual Christmas
carol concerts in Cluj and other cities in Romania. For example, in December 2024, the
ensemble performed in Alba lulia and Blaj.

To experience the authenticity of the ensemble’s interpretation, we offer a musical
example: first, the archival version of a melody collected in 1971, followed by the restored
version performed by the ensemble. Another example is from a concert at the Village
Museum, where a melody collected in 1914 by Hungarian folklorist Béla Bartok was restored.

In conclusion, traditional cultural education is thriving in Cluj-Napoca, within the
Gheorghe Dima National Academy of Music. We warmly invite you to Cluj to discover and
listen to these authentic cultural treasures.

Keywords: Cultural education, traditional music, Transylvania, folklore
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Evolutia operei Mefistofele de Arrigo Boito este emblematica pentru transformarea
operei italiene la sfarsitul secolului XIX, reflectind efervescenta culturald a Milanoului.
Ambitia lui Boito nu a fost doar de a compune o opera, ci de a provoca si redefini limitele
genului, depasind formulele traditionale in favoarea unei experiente muzicale si dramatice
integrate.

Versiunea initiald a operei Mefistofele, prezentata in premiera in 1868, se prezenta sub
forma unei lucrari ambitioase, structurata Intr-un prolog si cinci acte. Durata sa considerabila,
de peste cinci ore, precum si reformele indraznete, au impus o revizuire semnificativa. A doua
versiune, finalizata in 1875, a redus structura la un prolog, patru acte si un epilog, sporindu-i
eficienta teatrald, dar pastrand inovatiile tematice si muzicale esentiale.

Abordarea teoreticd a lui Boito in compozitia operei a fost oarecum similard
conceptului de Gesamtkunstwerk al lui Richard Wagner. Boito a evitat influentele nationaliste
evidente, cautand in schimb o expresie universald pentru Faust a lui Goethe. Esentiala pentru
viziunea sa a fost distinctia dintre ceea ce compozitorul numea forma si formula, unde forma
reprezenta dezvoltarea organicd a unei opere, In timp ce formula desemna modele
compozitionale conventionale si restrictive. In scrierile sale critice, Boito a pledat pentru
eliminarea structurilor formulei, promovand in schimb o dezvoltare tonald si ritmica
expansiva, aliniata continutului dramatic.

Un aspect esential al inovatiei din Mefistofele a fost renuntarea la formele inchise
traditionale, precum aria, cabaletta sau stretta, care dominau opera italiana. Boito a urmarit in
schimb un flux muzical continuu, integrand orchestratia, progresia armonica si ritmul
dramatic pentru a crea o operd unitard. Prologul in Cer, de exemplu, ilustreazd aceasta
abordare, utilizdnd o texturd orchestrald evolutivd si un cor amplu pentru a stabili lupta
cosmicd centrald a operei. Totusi, pentru versiunea a doua compozitorul a cedat doleantelor
publicului si criticilor, acordand spatiu si unor forme inchise.

Abordarea sa avangardista constituie factorul principal care a provocat premierei
primei versiuni a operei Mefistofele rezistentd din partea publicului. Absenta structurilor
operistice traditionale a dezorientat audienta, obisnuitd cu momente melodice si cu
demonstratii de virtuozitate. Cu toate acestea, versiunea revizuitd din 1875, desi inca
reformatoare, a fost primitd mai favorabil, demonstrand cd Boito reusise sd echilibreze
idealurile sale reformiste cu asteptarile publicului contemporan. Modificarile au inclus
eliminarea unor scene intregi, condensarea structurald si integrarea unor momente muzicale
mai accesibile, cum ar fi duetul Lontano, lontano, lontano dintre Faust si Margherita.

Avand in vedere faptul ca prima varianta a operei a fost distrusa de catre compozitor, o
analizd comparativa a celor doua versiuni ale operei Mefistofele, facilitata de libretul pastrat si
de studiile asupra hartiei manuscrisului, relevd amploarea acestor modificari. Printr-0
examinare a manuscriselor s-au putut observa evolutia lucrarii, transpunerile liniilor vocale si
remodelarea strategica a scenelor pentru a spori coerenta dramatica.

In cele din urma, Mefistofele rimane o opera de referinti in peisajul italian, situata la
granita dintre traditie si modernitate. Rolul lui Boito ca unic creator al operei, libretist,
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compozitor, dramaturg si dirijor i-a permis sd implementeze o viziune artisticd unitara,

rezultind intr-o operd care, in ciuda obstacolelor initiale, a ramas un punct de reper al

inovatiei operistice. Cautarea sa neobosita a unor expresii artistice noi, care sa transcenda

constrangerile traditionale, transforma Mefistofele intr-o reimaginare indrazneata a genului,

confirmand locul lui Boito 1n avangarda dramaturgiei muzicale a secolului al XIX-lea.
Cuvinte-cheie: Arrigo Boito, Mefistofele, Faust, forma, formula, reinnoire

The evolution of Arrigo Boito’s opera Mefistofele is emblematic of the transformation
of Italian opera at the end of the 19th century, reflecting the cultural dynamism of Milan.
Boito’s ambition was not merely to compose an opera but to challenge and redefine the
boundaries of the genre, moving beyond traditional formulas in favor of an integrated musical
and dramatic experience.

The original version of Mefistofele, premiered in 1868, was a highly ambitious work
structured into a prologue and five acts. Its considerable duration - over five hours - along
with its bold innovations, called for significant revisions. The second version, completed in
1875, condensed the structure into a prologue, four acts, and an epilogue, improving its
theatrical efficiency while preserving its essential thematic and musical innovations.

Boito’s theoretical approach to composition bore similarities to Richard Wagner’s
Gesamtkunstwerk concept. The italian composer deliberately avoided overt nationalist
influences, instead seeking a universal expression for Goethe’s Faust. Central to his vision
was the distinction between what he called forma and formula: forma represented the organic
development of an opera, whereas formula referred to conventional and restrictive
compositional patterns. In his critical writings, Boito advocated for the elimination of
formulaic structures, promoting instead a more expansive tonal and rhythmic development
aligned with the dramatic content of the opera.

A key aspect of Mefistofele’s innovation was its departure from traditional closed
forms such as the aria, cabaletta, and stretta, which had dominated Italian opera. Boito sought
instead a continuous musical flow, integrating orchestration, harmonic progression, and
dramatic rhythm to create a cohesive operatic experience. The Prologue in Heaven, for
instance, exemplifies this approach, utilizing an evolving orchestral texture and an expansive
choral arrangement to establish the opera’s central cosmic struggle. However, in the revised
version, Boito yielded to audience and critical expectations, reintroducing some closed forms.

Boito’s avant-garde approach was the primary reason for the resistance faced by
Mefistofele’s initial premiere. The absence of traditional operatic structures disoriented
audiences accustomed to melodic moments and displays of virtuosity. However, the revised
1875 version, though still innovative, was received more favorably, demonstrating Boito’s
ability to balance his reformist ideals with contemporary audience expectations. The
modifications included the removal of entire scenes, structural condensation, and the
integration of more accessible musical moments, such as the duet Lontano, lontano, lontano
between Faust and Margherita.

Given that Boito destroyed the first version of the opera, a comparative analysis of the
two versions, made possible through the preserved libretto and studies of the manuscript’s
paper, reveals the extent of these modifications. An examination of the manuscripts highlights
the opera’s evolution, vocal line transpositions, and the strategic restructuring of scenes to
enhance dramatic coherence.

Ultimately, Mefistofele remains a milestone in the Italian operatic landscape,
positioned at the intersection of tradition and modernity. Boito’s role as the opera’s sole
creator — librettist, composer, dramatist, and conductor — allowed him to implement a
unified artistic vision, resulting in a work that, despite its initial challenges, has endured as a
benchmark of operatic innovation. His relentless pursuit of new artistic expressions that
transcended traditional constraints makes Mefistofele a bold reimagining of the genre,
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solidifying Boito’s place at the forefront of 19th-century musical dramaturgy.Tatiana
Comendant
Keywords: Arrigo Boito, Mefistofele, Faust, forma, formula, renewal
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Vasile ljac (1899-1975), compozitor, dirijor, profesor si critic muzical roman este
considerat unul dintre cei mai importanti muzicieni din vestul tarii, o personalitate marcanta a
inceputului de secol XX. Instruit la Schola Cantorum din Paris, compozitorul a fost influentat
de curentele muzicale occidentale. Seria sa de miniaturi pianistice intitulatd Hedonisme este
reprezentativa pentru modernismul romanesc din prima jumatate a secolului XX. Desi Vasile
[jac nu este la fel de cunoscut precum alti compozitori romani ai epocii, creatia sa pianistica
demonstreaza o gandire avangardista si o deschidere catre noile estetici europene.

Miniatura pianisticd ocupa un loc aparte In creatia compozitorului Vasile Ijac.
Compuse intre anii 1930-1940, cele opt caiete de Hedonisme i-au oferit compozitorului ocazia
de a explora procedee componistice care anticipeazd unele aspecte ale muzicii roménesti de
mai tarziu.

Ironii op. 27, cel de al saptelea caiet al Hedonismelor lui Vasile Ijac cuprinde sase
miniaturi pianistice — Tachinarie, Parodie, Farsa, Bufonerie, Grotesc si Burlesc — ce
exploreazd cate o fatetd distincta a ironiei muzicale si a modernismului. Nedatate,
manuscrisele partiturilor se afld in arhivele Muzeului Banatului Timisoara, intr-un singur
exemplar.

Ciclul de miniaturi Ironii op. 27 valorifica ingeniozitatea si personalitatea creatoare a
lui Vasile [jac. Tehnicile compozitionale utilizate demonstreaza evolutia gandirii estetice si a
propriei viziuni componistice. Cele sase miniaturi se Incadreaza in curentul expresionist, cCuU
influente ale limbajului atonal. Abordand un limbaj armonic disonant, ritmuri surprinzatoare
si discurs muzical fragmentat ca mijloace expresive, miniaturile oscileazd intre ludic si
sarcastic.

Discursul muzical se bazeazd in totalitate pe structuri intonationale dodecafonice,
element specific tehnicii atonale, si subliniaza explorarea disonantelor si a contrastelor
dramatice. Accentul pus pe subiectivitatea extremd, pe explorarea senzatiilor intense, pe
obsesii si manifestari emotionale directe, elemente definitorii ale curentului expresionist, se
manifesta in lronii op. 27 prin estetica contrastelor extreme.

Fara a detalia foarte mult, parcurgand partiturile miniaturilor, vom observa cateva
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elemente compozitionale specifice. Astfel, compozitorul se joacd adesea cu structurile ritmice.
Utilizarea masurilor alternative frizeaza asteptarile conventionale ale auditorului, fiind o
modalitate de a crea tensiune continud in discursul muzical. Un alt element specific lucrarilor
din ciclul Ironii este alternarea brusca a tempo-urilor, ceea ce creeazd o senzatie de
volatilitate. Dinamica integrata intre nuante de ppp si ff cu interventii subite, sporeste
tensiunea si impactul auditiv, iar materialul sonor dens, amplificat intens prin utilizarea
valorilor de durate foarte mici are efect de presiune sonora si reflectd complexitatea ideilor
muzicale enuntate.

Grotesc, cea de a cincea miniatura a ciclului Ironii, se Inscrie in estetica expresionista.
De dimensiune foarte redusd, cele 46 de masuri ale miniaturii se evidentiazd prin
complexitatea tehnica si expresiva. Dialogul dintre cele doud maini in structuri intervalice si
acordice disonante, alternanta formulelor ostinate in valori de optimi, variatiile melodice si
dinamica intensa reflectd un discurs muzical marcat de virtuozitate si forta expresiva.

Antrenand o tehnicd compozitionald si interpretativd complexa, seria de miniaturi
pianistice Ironii op. 27 a compozitorului Vasile Ijac se inscrie intr-o paleta expresiva ampla,
in care contrastul si tensiunea devin mijloace esentiale de comunicare a trairilor interioare.

Cuvinte-cheie: Vasile ljac, miniaturi pianistice, Ironii, Grotesc, expresionist

Vasile ljac (1899-1975), a Romanian composer, conductor, teacher, and music critic,
is considered one of the most important musicians from the western part of the country, a
prominent figure of the early 20th century. Trained at the Schola Cantorum in Paris, the
composer was influenced by Western musical currents. His series of piano miniatures entitled
Hedonisme is representative of Romanian modernism in the first half of the 20th century.
Although Vasile ljac is not as well-known as other Romanian composers of the era, his piano
compositions demonstrate an avant-garde thinking and openness to new European aesthetics.

Piano miniatures hold a special place in Vasile ljac's creative output. Composed
between 1930-1940, the eight volumes of Hedonisme offered the composer the opportunity to
explore compositional techniques that anticipate certain aspects of later Romanian music.

Ironii op. 27, the seventh volume of ljac's Hedonisme, comprises six piano miniatures
— Tachinarie, Parodie, Farsa, Bufonerie, Grotesc, and Burlesc — each exploring a distinct
facet of musical irony and modernism. Undated, the manuscript scores are housed in the
archives of the Banat Museum in Timisoara, in a single copy.

The cycle of miniatures Ironii op. 27 showcases the ingenuity and creative personality
of Vasile ljac. The compositional techniques used demonstrate the evolution of aesthetic
thinking and his own compositional vision. The six miniatures fall within the expressionist
trend, with influences of atonal language. By embracing dissonant harmonic language,
surprising rhythms, and fragmented musical discourse as expressive means, the miniatures
oscillate between playful and sardonic.

The musical discourse is entirely based on dodecaphonic pitch structures, a specific
element of atonal technique, emphasizing the exploration of dissonances and dramatic
contrasts. Emphasizing extreme subjectivity, exploring intense sensations, obsessions, and
direct emotional expressions, defining elements of expressionism, manifest in Ironii op. 27
through an aesthetic of extreme contrasts.

Without going into much detail, upon examining the scores of the miniatures, one can
observe several specific compositional elements. The composer often plays with rhythmic
structures, using alternate measures to subvert conventional expectations, creating continuous
tension in the musical discourse. Another specific element in the works of the Ironii cycle is
the abrupt alternation of tempos, creating a sense of volatility. Integrated dynamics between
soft and loud nuances with sudden interventions enhance tension and auditive impact, while
dense sound material, intensified through the use of very short durations, creates a sense of
sonic pressure and reflects the complexity of the musical ideas expressed.
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Grotesc, the fifth miniature in the Ironii cycle, aligns with expressionistic aesthetics.
Despite its very brief length of 46 measures, the miniature stands out for its technical and
expressive complexity. The dialogue between the two hands in dissonant intervallic and
chordal structures, the alternation of obstinate patterns in eighth note values, melodic
variations, and intense dynamics reflect a musical discourse marked by virtuosity and
expressive power.

Engaging a complex compositional and interpretative technique, the series of piano
miniatures Ironii op. 27 by composer Vasile ljac falls within a broad expressive palette, where
contrast and tension become essential means of conveying inner emaotions.

Keywords: Vasile ljac, piano miniatures, Ironii, Grotesc, expressionist
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Creatiile corale scrise de Zlata Tcaci reprezintd adevdrate perle muzicale pentru
cultura nationald cat si pentru scoala componistica din R.M. Palmaresul lucrarilor corale ale
compozitoarei este unul vast si divers ca gen si componenta cat si ca destinatar. Din cuvintele
profesorilor programului Dirijat Coral al Academiei de Muzica, Teatru si Arte Plastice aflam
ca majoritatea miniaturilor corale a cappella semnate de Z. Tcaci au fost destinate
interpretdrii lor de catre Corul de studenti al Academiei. Tendinta de a aborda tematici
autentice timpului si intereselor studentilor vine, probabil, ca rezultat al activitdtii pedagogice
a compozitoarei pe care a desfasurat-o incepand cu anul 1961 si pana in ultima clipa a vietii in
cadrul Conservatorului de Stat, ulterior Institutul de Arte, Academia de Muzica G. Musicescu,
astazi — AMTAP. Totusi, o parte considerabild a creatiei sale corale, cuprinde tematica de
gluma sau educativa, si a fost destinata interpretarii de cétre copii, insa cu parere de rau multe
dintre aceste lucrari asa si nu au vazut lumina tiparului, acestea ramanand doar in manuscris.

Aceste lucrari corale se deosebesc prin sonoritatea coloratd, expresivitatea textului,
eleganta formelor si supletea facturii, care de altfel este comuna mai multor miniaturi corale

1% E-mail: simbariovana@mail.ru
20 E-mail: mihalasmm@gmail.com

62



ale celebrei compozitoare. In practica interpretativa atit pe parcursul pregitirii materialului
muzical la repetitii cat §i in interpretarea scenicd, aceste miniaturi pun in fata dirijorului o
serie de dificultati de ordin tehnic, fapt care ne sugereaza ca analizarea unor dintre aceste
lucrari corale ar fi de folos pentru dirijorii formatiilor corale de copii cat si pentru studenti.

Perioada de creatie care ne atrage atentia este sfarsitul anilor 80 ai secolului trecut.
Aceasta perioada a fost destul de fructuoasa in viata componistica a Z. Tcaci. Ea continud sa
lucreze activ la selectarea unor genuri originale, teme noi si metode de lucru in vederea
prelucrarii materialul folcloric. Astfel apar: poemul coregrafic Martisor (1982); poemul
vocal-coregrafic ITuonepckas Opyascoa (Prietenia pioniereasca) (1982); ciclul coral Soare,
soare (1982) si cantata-rapsodie Plai de cdnt, plai de dor (1983) pe versuri de S. Ghimpu;
basmele muzicale: I{eéemux-cemuysemux (Floare-floricica) (1985), Marenvxuu npuny (Micul
Pring) (1985), Iosap u 6ospun (Bucatarul si boierul) (1987) si opera Moii napucckuii 05051
(Unchiul meu parizian) (1987). Trecand in revista cateva dintre creatiile scrise in aceasta
perioadd, observam o tendinta tematica care Inclind catre exaltare, spirit colectiv si dispozitie
copilareasca.

Creatiile pe care le propunem spre analiza 1n aceasta comunicare sunt scrise anume in
aceasta perioada, mai exact la sfarsitul anilor ”80. Ciclul coral Noud cdantece-ghicitori pe
versuri de V. Coditd (1989), scris pentru cor scoldresc al claselor mici, cuprinde noud
miniaturi corale care contrasteaza intre ele ca tematica, forma muzicala, plan sonor si metru.
Fiecare numar coral abordeaza o tematicd concretd si poartd un caracter unic: educativ,
peisagistic, liric sau dansant. In acest ciclu se poate simti méana adeviratului maestru ce a
acumulat o vastd experientd in domeniul muzicii pentru copii. Tindnd cont de necesitatea
copiilor de a se juca, compozitoarea apeleaza la diverse momente imagistice de joaca, spre ex:
piuitul puiului de gdind, imitarea fluierului s.a.

Urmatorul ciclu coral este intitulat Povestea Codrului si contine sase piese corale
pentru cor de copii a cappella la doua voci. Scopul educativ al acestui ciclu este sa le dezvolte
copiilor sentimentul de dragoste pentru tara natala. Folosind texte poetice pe larg cunoscute si
semnate de mari scriitori ca M. Eminescu, V. Alecsandri si G. Vieru, Zlata Tcaci
intruchipeaza in creatia sa succint si precis imagini muzicale ce sunt pe intelesul tuturor, in
special al copiilor.

Consideram ca analizarea acestor doua cicluri corale vor elucida in mod clar si conchis
tematica, forma si caracterul fiecarei miniaturi in parte dar si a intregii creatii la general.

Cuvinte-cheie: cicluri corale, cor de copii, dirijor de cor, formd muzicald, miniaturi corale,
Zlata Tcaci

The choral pieces written by Zlata Tcaci represent true musical pearls for the national
culture and for the compositional school of the Republic of Moldova. The list of the
composer's choral works is vast and diverse in genre and composition as well as in recipient.
From the words of the teachers of the Choral Conducting program of the Academy of Music,
Theater and Fine Arts we learn that most of the acappella choral miniatures signed by Z.
Tcaci were intended for their interpretation by the Academy's student choir. The tendency to
approach authentic themes of the time and students' interests comes, probably, as a result of
the composer's pedagogical activity that she carried out starting with 1961 and until the last
moment of her life within the State Conservatory, later the Institute of Arts, the G. Musicescu
Academy of Music, today — AMTAP. However, a considerable part of her choral creation
includes humorous or educational themes, and was intended for interpretation by children, but
unfortunately many of these works were never printed, remaining only in manuscript.

These choral works are distinguished by their colorful sonority, expressive text,
elegance of form and suppleness of texture, which is also common to several choral
miniatures written by the famous composer. In interpretative practice, both during the
preparation of the musical material at rehearsals and in stage performance, these miniatures
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pose a series of technical difficulties for the conductor, which suggests that analyzing some of
these choral works would be useful for conductors of children's choral ensembles as well as
for students.

The creative period that attracts our attention is the end of the 1980s. This period was
quite fruitful in Z. Tcaci's compositional life. She continues to work actively on selecting
original genres, new themes and working methods in order to process folklore material. Thus,
the following appeared: the choreographic poem Martisor (1982); vocal-choreographic poem
Tuonepckas opyscoa (Pioner Friendship) (1982); the choral cycle Soare, soare (Sun, sun)
(1982) and the cantata-rhapsody Plai de cant, plai de dor (Land of praise, land of longing)
(1983) on verses by S. Ghimpu; the musical fairy tales IJsemux-cemuysemux (Flower-little
flower) (1985), Manenvruii npuny (The Little Prince) (1985), ITosap u 60spun (The Cook and
the Boyar) (1987) and the opera Moi napuowcckuit 0s0s (My Parisian Uncle) (1987).
Reviewing some of the musical pieces written during this period, we notice a thematic trend
that leans towards exaltation, collective spirit and childish mood.

The pieces that we propose for analysis in this communication were written during this
period, more precisely at the end of the 1980s. The choral cycle Nouda cdntece-ghicitori (Nine
Riddle Songs) on Verses by V. Codita (1989), written for small classes’ school choir, includes
nine choral miniatures that contrast with each other in terms of theme, musical form, sound
plan and meter. Each choral number addresses a concrete theme and has a unique character:
educational, landscape, lyrical or dance. In this cycle, one can feel the hand of a true master
who has accumulated vast experience in the field of children's music. Taking into account the
need of children to play, the composer appeals to various imaginative moments of play, for
example: the chirping of a chick, imitation of a whistle flute, etc.

The next choral cycle is entitled Povestea Codrului (4 Forest’s Story) and contains six
choral pieces for a cappella children's choir for two voices. The educational goal of this cycle
is to develop in children a feeling of love for their native country. Using widely known poetic
texts signed by great writers such as M. Eminescu, V. Alecsandri and G. Vieru, Zlata Tcaci
succinctly and precisely embodies in her creation musical images that are understandable to
everyone, especially to children.

We believe that analyzing these two choral cycles will clearly and conclusively
elucidate the theme, form, and character of each miniature in particular, but also of the entire
creation in general.

Keywords: children's choir, choir conductor, choral cycles, choral miniatures, musical form,
Zlata Tcaci
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New Media Art este o sintagma utilizata de catre criticii si artistii contemporani pentru
a defini un tip de artd ce utilizeaza tehnologia digitala ca mijloc de realizare a unui gen
spectacular in care interactiunea Om — masind/om — computer este prezentd. Printre
caracteristicile principale se numard integrarea multiplelor forme de artd: sonora, vizuala,
coregrafica, teatrala, cinetica, in reprezentari noi, inovative, de avangardd ce depdsesc
barierele mediilor artistice separate genuistic. Caracteristicile Noilor Media inca de la
mijlocul secolului XX au definit legaturile dintre progresul ideologic si filosofic al vremii si
progresul stiintei, a stiintei integrate in opera de arta. In contextul culturii postmoderne si/sau
postumaniste actuale ultima frontiera atinsd este creatia artisticd mijlocita de Inteligenta
Artificiala.

Here and Now, conceputd in 1915 de compozitorul si programatorul Adrian Borza
unul dintre cei mai importanti reprezentanti ai muzicii electronice contemporane romanesti,
are ca sursa de inspiratie o capodopera a artei vizuale medievale: tabloul Gradina placerilor
lumesti al lui Hyeronimus Bosch. Ca rezultat al unor complexe si fascinante corespondente
realizate intre lumea stranie, utopica, ,,euforicd si oripilantd” suprarealistd avant la lettre a
universului imagistic boschian si lumea sonord imaginatd de compozitor, intermediata de
computer, Here and Now a fost premiatd national (in anul 2018 de catre Uniunea
Compozitorilor si Muzicologilor din Romaénia) si International (in 2019 la Competitia
Destellos Argentina, editia a XII-a, la sectiunea Muzicd acusmaticd). in 21 noiembrie 2021
Here and now a imbréacat o forma spectaculara fiind reprezentata in sala Academiei de Muzica
Gh. Dima din Cluj Napoca, in plina Pandemie pentru un public restrans. Spectacol de dans
tehnologic a subintitulat compozitorul aceastd forma de artd performativa, definind o noua
directie in cdutarile sale creatoare printre memorabilele lucrari de muzica concretd,
acusmaticd, muzica interactiva, cinéma pour 1’oreille, spectacol multimedia, morfogeneza
sunetului imaginii, muzica pentru terapie, toate realizate cu ajutorul computerului si a
programelor concepute de el Tnsusi)

Lucrarea isi propune sa evidentieze cateva dintre mijloacele de expresie ale acestui
spectacol definit in perimetrul de reprezentare al New Media Art ca o fuziune conceptuald si
performativa ce reuneste pe mai multe posibile niveluri de interpretare semantica a naratiunii:
dansul tehnologic cu muzica electronica, o complexa reinterpretare a artei vizuale originare
realizata prin proiectia video si tehnici de animatie, scenografia si light design-ul interactive.
O intrepatrundere fascinanta si spectaculoasa intre arta si stiinta, o calatorie fara granite intre
virtual si real catre imaginarul neingradit.

Cuvinte-cheie: New Media Art, Here and now — Adrian Borza, Dans tehnologic, fuziune
conceptuala artisticd, sincretism contemporan

New Media Art is a term used by contemporary critics and artists to define a type of art
that utilizes digital technology as a means of creating a spectacular genre in which human-
machine /human-computer interaction is present. Among its main characteristics is the
integration of multiple art forms: sound, visual, choreographic, theatrical, kinetic, into new,
innovative, avant-garde representations that transcend the boundaries of separate artistic
mediums. The characteristics of New Media, since the mid-20th century, have defined the
links between the ideological and philosophical progress of the time and the progress of
science, science integrated into the work of art. In the context of current postmodern and/or
posthumanist culture, the latest frontier reached is artistic creation mediated by Artificial
Intelligence.

Here and Now, conceived in 1915 by composer and programmer Adrian Borza, one of
the most important representatives of contemporary Romanian electronic music, takes its
inspiration from a masterpiece of medieval visual art: Hieronymus Bosch's painting The
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Garden of Earthly Delights. As a result of complex and fascinating correspondences made
between the strange, utopian, "euphoric and horrifying™ surrealist avant la lettre world of
Bosch's imagery and the sound world imagined by the composer, mediated by the computer,
Here and Now has been awarded nationally (in 2018 by the Romanian Composers' and
Musicologists' Union) and internationally (in 2019 at the Destellos Argentina Competition,
12th edition, in the Acousmatic Music section). On November 21, 2021, Here and Now took
on a spectacular form, being performed in the hall of the Gheorghe Dima Music Academy in
Cluj-Napoca, in the midst of the pandemic, for a limited audience. Technological dance
performance is how the composer subtitled this form of performative art, defining a new
direction in his creative explorations among the memorable works of musique concréte,
acousmatic music, interactive music, cinéma pour l'oreille, multimedia performance, sound-
image morphogenesis, music for therapy, all created with the help of the computer and
programs conceived by himself.

The work aims to highlight some of the means of expression of this performance
defined within the representational perimeter of New Media Art as a conceptual and
performative fusion that brings together on several possible levels of semantic interpretation
of the narrative: technological dance with electronic music, a complex reinterpretation of the
original visual art realized through video projection and animation techniques, interactive
scenography and light design. A fascinating and spectacular intertwining between art and
science, a journey without borders between the virtual and the real towards the uninhibited
imaginary.

Keywords: New Media Art, Here and now — Adrian Borza, Technological dance, artistic
conceptual fusion, contemporary syncretism
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Komnozunmonno-apamaryprudeckasi cyuHocts mnpousBenenuss C. Ileiciaps Many
Faces of Solitude mns ckpunku u (GOpTENHAHO TPOSCHSICTCS IPHU BBISBICHHH JIOTHKH,
CKPBITOIl B HAa3BaHMM COYMHEHUS, I/I€ MapaJOoKCAbHBIM 00pa3oM CTaJIKMBAETCS HECKOJbKO
TEPMHHOB YHCIUTEIHLHOTO psifia: oguH (omuHOuYecTBO, Solitude), nmBa (MHCTpYMEHTAIBHBIN
IyST — CKpUIKa M (oprenuano), MHOXKECTBO (MHOromukocts, Many Faces). Ux cBs3b
CTaHOBUTCS MOHSATHOW M3 aBTOPCKOTO KOMMEHTapus K COUYMHEHHUIO: «KaXIbIi 4YeJIOBEK,
MOTPYXkasiCh B COOCTBEHHBIEC Pa3MBIIUICHHS], @ UHOTAA U TEPSSICh B HUX, IPOXOIUT Pa3InYHbIE
cocTosHUS». JIydT CKPUNKHM W pPOSUIs, KOHTPACTHBIX IO 3BYKOBBIM BO3MOXHOCTSIM,
BOCTIPUHUMAETCS KaK CIIOKHBIH TeMOp BHYTPEHHETO rojoca 4elloBeKa, KOTOPBIM CTPEMUTCS
NOCTUYh W COCOUHHUTh B ce0E TPOTUBOPEUMBHIC YCTPEMIICHUS, TIOMBICIbI, YYyBCTBA,
IPUMHUPUTH HEpa3pelIMMble AHTUHOMHUHN U KOH(MIUKTHI. DTO UCHOBEIb TOHKO YYBCTBYIOIICH
U YyTKO pearupyromieid AyIId, pacKphIBAIOIIEH TTyOOKO COKPOBEHHOE, CYOBEKTHBHOE «Si».
Otcroga — MoHosIornyeckas opma BbICKa3bIBaHUSI CO CBOOOJHON CMEHON 3MOIMOHATIBHBIX
«MOJIYCOBY», OTIPABABIBAIONIA KaK JApaMaTypruyecKylo JIOTHKY, TaK ¥ HWHIUBUAYaJIbHOE
KOMIIO3UIIMOHHOE DEIIEHUE, COYETAoIIee MPUHIUIBI CKBO3HOW (OPMBI M POMaHTHYECKHX
BapHaLAN.

WuTeprekcryanbHble Koppensiuuu ¢ My3bikoi P. Barnepa u O. Meccuana, ¢ o0mumMu
dbopMaMu My3bIKaJIbHOW JIEKCMKM XX BeEKa MPOSCHIIOT HIAEHHO-00pa3HyK CYIIHOCTh
npousseneuuss C. Ileicmaps. JKanpoBas mnpunamnexkHocts Many Faces of Solitude
JIBOMICTBEHHA: B KAMEPHOM 10 CBOEH MPUPOJIE€ MUHUATIOPE MTPUCYTCTBYIOT YEPTHI KOHIIEPTHOM
nbecbl. KaMepHOCTh BbIpakaeTcsl B TIIATENBbHOM MpopaboTke aeraneil GpakTypbl, B O0IbIION
pPOIM WHCTPYMEHTAIBHBIX HAJIOTOB M B MAaCTEPCKOM HCIIOJIb30BAaHUH TOTM(POHUIECKUX
npruemMoB. KOHIEpTHOCTh MNpOSIBIAETCS B JMIUPYIOIIEH POJNM CKPUIKH, MAPTUS KOTOPOH
HACHIIIIEHAa Pa3HBIMU BU/IaMHU TEXHHKH.

Many Faces of Solitude C.Ilbicmaps mno riayOuHe cojepXkaHHs U MacTepCTBY
XYH0KECTBEHHOTO PEUICHHS OTHOCHTCS K YHCIY 3HAYUTENBHBIX SIBJICHUH COBPEMEHHOU
KaMEepHO-UHCTPYMEHTalIbHOM My3bIku Pecrybmnku Mososa.

Knwouesvie cnosa: Cuesicana Ilvicnapy, xamepnviii ancambOib, KOMRO3UYUA, OpamMamypeus,
memamusm, URmMepmeEKCmyalbHOCnb

Entitatea compozitional-dramaturgica a operei Many Faces of Solitude de S. Pislari
pentru vioard si pian se clarificd prin identificarea logicii ascunse in titlul lucrdrii, unde se
ciocnesc in mod paradoxal mai multi termeni ai sirului numerelor: unu (singuratate, Solitude),
doi (duet instrumental — vioara si pian), multime (multe fete, Many Faces). Legatura dintre
acestea devine clara din comentariul autorului la lucrare: ,,fiecare om, adancindu-se in
propriile gdnduri, si uneori pierzandu-se in ele, trece prin diferite stari”. Duetul dintre vioara
si pian, contrastante in posibilitatile sonore, este perceput ca un timbru complex al vocii
interioare a omului, care tinde sa inteleagad si sd reuneasca In sine aspiratii, ganduri si
sentimente contradictorii, sd impace antinomii si conflicte insolubile. Aceasta este o
marturisire a unei suflete sensibile si receptiva, care dezvaluie profundul si intimul ,,eu”. De
aici rezultd forma monologicd a exprimarii cu o schimbare libera a ,,modurilor” emotionale,
justificand atat logica dramaturgica, cat si solutia compozitionald individuald, care combina
principiile formei continue si variatiunilor romantice.

Corelatiile intertextuale cu muzica lui R. Wagner si O. Messiaen, aldturi de formele
comune ale lexicului muzical din secolul XX, clarifica esenta ideatica si imagistica a operei
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lui S. Pislari. Apartenenta genului Many Faces of Solitude este duala: in miniatura sa, care
este de natura camerala, se regdsesc trasaturi ale unei lucrari concertante. Natura camerala se
exprima printr-o elaborare atentd a detaliilor texturii, prin rolul important al dialogurilor
instrumentale si prin utilizarea cu maiestrie a tehnicilor polifonice. Concertantul se manifesta
prin rolul de lider al viorii, a carei partitura este bogata in diverse tipuri de tehnica.

Many Faces of Solitude de S. Pislari se incadreazd in randul fenomenelor
semnificative ale muzicii camerale instrumentale contemporane din Republica Moldova,
datorita profunzimii continutului si maiestriei solutiei artistice.

Cuvinte-cheie: Snejana Pislari, ansamblu cameral, compozitie, dramaturgie, tematicd,
intertextualitate

The compositional and dramaturgical essence of S. Pyslar's work Many Faces of
Solitude for violin and piano becomes clearer when we uncover the logic hidden in the title of
the piece, where several terms from the numerical series paradoxically collide: one (solitude),
two (the instrumental duet of violin and piano), and many (multiplicity, Many Faces). Their
connection is elucidated by the author's commentary on the composition: “each person,
immersing themselves in their own thoughts, and sometimes getting lost in them, undergoes
various states.” The duet of the violin and piano, contrasting in their sound possibilities, is
perceived as a complex timbre of the inner voice of a person striving to comprehend and
reconcile contradictory aspirations, thoughts, and feelings, to resolve insurmountable
antinomies and conflicts. It is a confession of a finely sensitive and responsive soul, revealing
deeply intimate, subjective "I." Hence, the monological form of expression with a free change
of emotional "modes™ justifies both the dramaturgical logic and the individual compositional
decision, combining the principles of continuous form and romantic variations.

Intertextual correlations with the music of R. Wagner and O. Messiaen, along with the
common forms of the musical lexicon of the 20th century, clarify the ideological and
imaginative essence of S. Pyslar's work. The genre affiliation of "Many Faces of Solitude™ is
dual: within its chamber nature, it exhibits features of a concert piece. The chamber quality is
expressed in the meticulous development of texture details, the significant role of instrumental
dialogues, and the masterful use of polyphonic techniques. The concert aspect is manifested in
the leading role of the violin, whose part is rich with various techniques.

Many Faces of Solitude by S. Pyslar, in terms of depth of content and artistic mastery,
ranks among the significant phenomena of contemporary chamber-instrumental music in the
Republic of Moldova.

Keywords: Snezhana Pyslar, chamber ensemble, composition, dramaturgy, thematics,
intertextuality

68
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CoBpeMeHHbBIE KOMITO3UTOPHI PEIKO 00pamarTcs K CMM(GOOHUH H3-3a OINpeesIeHHON
IPECBHILIEHHOCTH U OOJIBIION CEMaHTHUECKOW HarpyKEHHOCTH >KaHpa, CJIOBHO TPEOYIOIIEro
OTBETA Ha BCE HEpEIICHHbIE paHee BOMpOochbl. OJHAKO 3TO HE O3HAYaeT MOJHOr0 OTKa3a OT
CUM(OHUM, HO BBIABUIaeT HOBOE NOAXOAbl. IHOrma aBTOpPBI CKpPBIBAIOT MOJIYC
cUM(GOHUYHOCTH IO/ TPOrPaMMHBIM Ha3BaHUEM WM KAKUM-JIHOO IPYTUM >KaHPOM, HO TaKKe
cuM(OHUEH MOXeT ObITh Ha3BaHO COYMHEHHE, KOTOPOE B IPHHLUIE HE OTHOCUTCS K
CUM(OHUYECKUM I10 UCHOJIHUTENbCKOMY cocTaBy. OIHO W3 MPOU3BEIACHHUM TaKoro Tuma —
Cumchonus oOna opeana u aumaep W3BECTHOro Kommoszuropa PecrnyOnmuku Momngosa
B. Yomaka. Bcrymas B auanmor ¢ KoHUenuued CUMGOHMM SIOXHM KJIACCUIU3MA —
«KJTaccuueckoi yronuei» (mo M. ApaHOBCKOMY), aBTOP MCIIOJIb3YET HETPAJUIIMOHHbIN UK
U3 JIBYX YacTel (pamMaTHyecKoil U Tparuyeckoi), MpeaCTaBiIsisl COIMCTOB KaK IMOJTHONPABHBIN
OpPKECTp €  HAacbIICHHBIM  3BydyaHueM. DopMbl  SBIAIOTCA  HEKIACCHUYECKUMH,
HAallOMMHAIOIMMHU «yCJIOBHYIO» COHaTHYI0O M MOAU(PUIMPOBAHHOE POHAO, U MOJUMHEHBI
PACKPBITUIO XYA0KECTBEHHOTO cojiepxkanus. Yactn CUMPOHUM ciyXkaT MPOJOKEHUEM JIPYT
JIpyra U JEMOHCTPUPYIOT IPaHU €IWHON KOHIENTYaJIbHOM HJIEH, PEaTU3yIOUIEH IHajor C
MPOLUIBIM Yepe3 PAaCKPhITHE SK3UCTEHIUAIbHBIX MPOOJIEM U pacIpOCTPaHSIONMIEH €ro TaKxke
Ha CTPYKTYpPY U CPEICTBA MY3bIKAJIbHOUN BBIPA3UTEIBHOCTH.

Knwouesvie cnosa: meopuecmeo B. Honaxa, cum@onus, Mooyc cum@oHuyHOCmY, COYUHeHue
0J1s Op2aua u IUmasp

Compozitorii contemporani se indreaptd rar cdtre simfonie din cauza unei anumite
saturatii si a unei mari Incarcaturi semantice a genului, ca si cum acesta ar necesita un raspuns
la toate intrebarile nerezolvate anterior. Cu toate acestea, acest lucru nu inseamna o renuntare
totald la simfonie, ci propune noi abordari. Uneori, autorii ascund modul de simfonicitate sub
un titlu programatic sau un alt gen, dar, de asemenea, o compozitie care in principiu nu se
incadreaza in genul simfonic din punct de vedere al ansamblului interpretativ poate fi numita

** E-mail: elenasambris@gmail.com
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simfonie. Una dintre lucrarile de acest tip este Simfonia pentru orga si timpan a cunoscutului
compozitor din Republica Moldova, V. Ciolac. Intrand in dialog cu conceptul de simfonie al
epocii clasice — ,,utopia clasica” (dupa M. Aranovski), autorul foloseste un ciclu netraditional
de doua parti (dramatica si tragicd), prezentand solistii ca o orchestra cu drepturi depline, cu
un sunet bogat. Formele sunt neclasice, amintind de sonata ,,conditionata” si de un rondo
modificat, si sunt subordonate desfasurarii continutului artistic. Partile Simfoniei servesc ca o
continuare una a celeilalte si demonstreaza limitele unei idei conceptuale unitare, realizand un
dialog cu trecutul prin dezvaluirea problemelor existentiale si extinzandu-Se, de asemenea,
asupra structurii si mijloacelor de expresivitate muzicala.

Cuvinte-cheie: creatia lui V. Ciolac, simfonie, mod de simfonicitate, compozitie pentru orga si
timpan

Modern composers rarely turn to the symphony because of a certain saturation and a
large semantic burden of the genre, as if it requires an answer to all previously unresolved
questions. However, this does not mean a complete abandonment of the symphony, but it puts
forward new approaches. Sometimes the authors hide the mode of symphonicity under the
program name or some other genre, but also a symphony can be called a composition that, in
principle, does not belong to the symphonic composition. One of the works of this type is the
Symphony for Organ and Timpani by the famous composer of the Republic of Moldova V.
Ciolac. Entering into a dialogue with the concept of a classical symphony — a "classical
utopia” (according to M. Aranovsky), the author uses an unconventional cycle of two parts
(dramatic and tragic), presenting the soloists as a full-fledged orchestra with rich sound. The
forms are non-classical, resembling "conventional” sonata and modified rondo, and are
subordinated to the disclosure of artistic content. The parts of the Symphony serve as a
continuation of each other and demonstrate the facets of a single conceptual idea that
implements dialogue with the past through the disclosure of existential problems and extends
it also to the structure and means of musical expression.

Keywords: creativity of V. Ciolac, symphony, mode of symphonicity, composition for organ
and timpani
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Perioada de iarnd din viata colectivitdtii traditionale este marcatd de fenomenul
colindatului, care, pe langa alte traditii si obiceiuri ale segmentului respectiv din ciclul
calendaristic, este considerat genul cel mai reprezentativ al manifestarilor traditionale din
aceastd perioadd. Literatura etnografica, folclorica, etnologicd, etnomuzicologica s.a. ne
relateazd amanuntit, aducdndu-ne explicatii argumentate stiintific, despre originea
colindatului, evolutia acestuia in timp, tipurile de colindat, modalititile de organizare si
prezentare, continutul si functiile rituale, magice, dar insuficient sau deloc despre interpretare,
inclusiv a productiilor vocale, Incadrate in sincretismul manifestarilor specifice colindatului,
despre vocalitate. Acest aspect este astdzi unul dintre cele mai actuale si importante, avand in
vedere activitatea multor ansambluri folclorice, organizarea festivalurilor si concursurilor de
folclor, promovarea traditiilor si obiceiurilor de iarna in cadrul institutiilor de invatamant de
diferite niveluri, popularizarea acestora la radio si TV, in concerte si spectacole, dar si
conventiile internationale referitoare la salvgardarea patrimoniul imaterial. Mai mult decat
atat, cunoastem ca obiceiul colindatului de ceatd barbateasca a fost inclus in Patrimoniul
International UNESCO. Asadar, pe langa faptul ca trebuie sa cunoastem cand, unde, cine, ce
prezinta cu privire la colindat, este absolut necesar sa se stie si sd se inteleagd cum se executa
creatiile vocale, nemijlocit legate de intregul mecanism ritual — colindatul. Evident, in
prezent, functiile rituald, magica, nu mai au valoarea de candva, colindatul devenind, in fond,
o actiune traditionald cu caracter festiv, dar, in cazul dat, cu atdt mai stringent apare
necesitatea cunoasterii si respectdrii unor rigorii ale interpretdrii, ce nu pot fi ignorate,
neglijate sau substituite.

Cuvinte-cheie: colindat, traditie, contemporaneitate, interpretare, folclor muzical

The winter period in the life of the traditional community is marked by the
phenomenon of caroling, which, in addition to other traditions and customs of the respective
segment of the calendar cycle, is considered the most representative genre of traditional
manifestations of this period. Ethnographic, folklore, ethnological, ethnomusicological
literature, etc. tells us, bringing scientifically argued explanations, about the origin of
caroling, its evolution over time, the types of caroling, the methods of organization and
presentation, the content and ritual, magical functions, but insufficiently, or not at all about
interpretation, including vocal productions framed in the syncretism of manifestations specific
to caroling, about vocality. This aspect is today one of the most current and important, given
the activity of many folklore ensembles, the organization of folklore festivals and
competitions, the promotion of winter traditions and customs within educational institutions
of various levels, their popularization on radio and TV, in concerts and shows, but also the
international conventions regarding the safeguarding of intangible heritage. Moreover, we
know that the custom of caroling by men's choir has been included in the UNESCO World
Heritage List. Therefore, in addition to knowing when, where, who, what is presented
regarding caroling, it is absolutely necessary to know and understand how vocal creations are
performed, directly related to the entire ritual mechanism — caroling. Obviously, nowadays,
ritual, magical functions no longer have the value they once had, caroling becoming, in
essence, a traditional action with a festive character, but, in this case, the need to know and
respect certain rigors of interpretation, which cannot be ignored, neglected or substituted,
becomes all the more urgent.

Keywords: caroling, tradition, contemporaneity, interpretation, musical folklore
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ITpoussenenne Memento vivere st KouTpabaca U GopTENUaHO 33 JyMaHO U HAITHCAHO
C. IIeicnaps B urone 2024 r. Ha3BaHnue 3aMMCTBOBAaHO M3 JIATUHCKOTO u3peueHus «Memento
mori sed memento vivere» (Ilomnu o cmepmu, Ho He 3a0bi8ail u 0 JHcusHu). Pa3MBIIUICHUS O
LIEHHOCTH YE€JIOBEYECKOM MKHU3HM PEIICHbl aBTOPOM IYTEM CTHJIMCTUYECKOrO JAHaliora:
JTUAJIEKTUYECKUM B3aUMOJICUCTBUEM BBIPA3UTEIbHBIX CpeNCTB COBPEMEHHBIX
Pa3HOBUJAHOCTEH MY3BIKH «TPEThEro HampaBleHus» (xka3, pok) u bapokko. Kommosutop
oOpamaeTcsi Takke K MOHOJUWHBIM CPEACTBAM JIPEBHUX BHU3AHTUMCKOTO pacleBOB WU
eBpeiickoro kammuiia. Oco0oe BBIpa3UTENbHOE 3HAYCHHE MPHUHAIJICKUT IIHUPOKOMY
UCIIONB30BaHn0 muTaT w3 Cmpacmeii no Mamgero W.C. baxa, KOTOpble HaAETSIOTCS
CEMAHTHKOW BBICOKOH JTHYECKOW MEHHOCTH. CTHIMCTUYECKH aMOMBAJICHTEH BBIOOD
WHCTPYMEHTAJILHOTO cocTaBa. KoHTpabac TpakTOBaH M KaK BBIPA3UTEIBHBIN COJIMPYIOIITHI
UHCTpyMeHTaNnbHBIH TeMOp X VII Beka, HamoMUHAIONIUH TOIOC YeTIOBEeKa 3pPENIoTo Bo3pacTta, u
KaK HOCHUTEIh aKKOMITAHUPYIOIIEH 0acoBOW MapTHH, OYEPUMBAIOINICH TOCIEI0BATEIHHOCTD
AKKOPJIOB B JIPKa30BBIX KOMIO3ULIUSIX. DOpPTENUAHO SIBISETCS U MOJTHONPABHBIM YYaCTHUKOM
WHTOHAIMOHHO-TEMAaTUUYECKOTO IMPOIECCa, KOMMEHTUPYIOIIUM WM «CIIOPSIIMM» C JIMHUEH
COJIMCTa, W OCYIIECTRIISAIOMUM JuHUIO Dasso continuo. CounHEHHE CO3/1aHO B CKBO3HOMU
dbopme, OTpakaroIIeH BIMSHUE TPUHITUIA KHHOMOHTaXA.

" E-mail: le-ana@mail.ru
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B koHmenTyarsHOM W TexHOJOTM4eckoM acmekrax Memento vivere C. Ileiciapb
Pa3BHBACT HEKOTOPHIC HJICH, U3JI0KEHHBIC KOMIIO3UTOPOM B CO3JJAHHOM PaHee MPOU3BEICHUN
st ctpynHoro opkectpa Angel of the North. CpaBrenue 3Tux ormycoB mo3BoJIUT penbedHee
NPE/ICTaBUTh WHAMBUAYAJIBHOCTh KaKAOH M3 JBYX KOMIIO3UIMH, a TaKk)Ke HNPOHUKHYTH B
TaitHBI OPMHUPOBAHUS U TPAHCHOPMALIUN KOMITIO3UTOPCKUX 3aMBICIIOB.

Kntouesvte cnosa: Cuescana Ilviciapb, xommpabac, napmus @Gopmenuaro, yumamad,
anmosus, bapokko, 0xcas, pox

Lucrarea Memento vivere pentru contrabas si pian, semnata de compozitoarea Snejana

Pislari, a fost conceputa si finalizata in luna iulie 2024. Titlul face trimitere la celebra expresie
latina Memento mori sed memento vivere (Aminteste-ti de moarte, dar nu uita nici de viata),
plasand astfel compozitia intr-un registru ideatic profund, centrat pe valoarea existentei
umane.
Discursul muzical propune un dialog stilistic inedit, articulat prin interactiunea dialectica
dintre mijloace expresive provenite din idiomuri contemporane ale muzicii non-academice
(jazz, rock) si elemente preluate din estetica Barocului. Compozitoarea recurge, de asemenea,
la resursele monodice specifice cantecelor antice bizantine, precum si la inflexiunile
melismatice ale kaddish-ului evreiesc, generand un palier sonor incarcat de simbolism
spiritual.

Un rol expresiv deosebit revine citatelor preluate din Patimile dupa Matei de J.S.
Bach, a cdror functie semanticd transcende nivelul pur muzical, conferind lucrarii o
dimensiune eticd si meditativda profunda. Din punct de vedere stilistic, configuratia
instrumentald este tratatd cu ambivalentd. Contrabasul este valorificat atit ca instrument
solistic cu un timbru profund, ce evocad vocea adultului baroc din secolul al XVII-lea, cét si ca
purtdtor al functiei de bas armonic, similar partidei de acompaniament in idiomul jazzistic.
Pianul nu joacd un rol secundar, ci participd activ in procesul intonational-tematic, fie
comentand linia solisticd, fie dialogand cu aceasta in manierd contrapuncticd sau aluziva la
functia de basso continuo.

Forma lucrarii este una continud, iar structura ei reflectda influenta clara a principiului
montajului cinematografic, conferind discursului muzical fluiditate si mobilitate expresiva.

Din perspectiva conceptuald si tehnologica, Memento vivere dezvoltd o serie de idei
prefigurate anterior de compozitoare in lucrarea Angel of the North, destinata orchestrei de
coarde. Analiza comparativd a celor doud opusuri permite conturarea mai precisa a
specificului fiecdreia, evidentiind, totodata, directiile evolutive ale gandirii componistice a
Snejanei Pislari, precum si modalitatile de formare si transformare ale universului sdu tematic
st stilistic.

Cuvinte-cheie: Snejana Pislari, contrabas, partitura de pian, citat, aluzie, Baroc, jazz, rock

The work Memento vivere for double bass and piano was conceived and written by
S. Pyslar in July 2024. The title is derived from the Latin saying "Memento mori sed
memento vivere" (Remember death, but do not forget life). The author's reflections on the
value of human life are expressed through a stylistic dialogue: a dialectical interaction of
expressive means from contemporary varieties of "third stream" music (jazz, rock) and
Baroque. The composer also draws on the monodic techniques of ancient Byzantine chants
and the Jewish Kaddish. A significant expressive role is given to the extensive use of quotes
from J.S. Bach's St. Matthew Passion, which are imbued with semantics of high ethical value.
The choice of instrumental composition is stylistically ambivalent. The double bass is treated
both as an expressive solo instrument reminiscent of the voice of a mature person and as a
bearer of the accompanying bass line that outlines chord progressions in jazz compositions.
The piano serves as a full participant in the intonational-thematic process, commenting on or
"arguing™ with the soloist's line, as well as providing the basso continuo. The composition is
created in a continuous form that reflects the influence of the principle of cinematic montage.
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In the conceptual and technological aspects of Memento vivere, S. Pyslar develops
some ideas presented in the composer's earlier work for string orchestra, Angel of the North.
A comparison of these two pieces will allow for a clearer representation of the individuality of
each composition and provide insight into the mysteries of the formation and transformation
of the composer's intentions.

Keywords: Snezhana Pyslar, double bass, piano part, quote, allusion, Baroque, jazz, rock
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Hunaktuka (rpeu. didaktikos — noyuarowuii) — 310 oTpacip memarorudecKoi Haykw,
U3ydamllas TEeOpPeTUUECKUEe OCHOBbI 00pa3zoBaHusi M 00ydeHHs. OOBEKT IUAAKTUKU
HampaBileH Ha 1mporecc oOydeHus. OCHOBHBIE BONPOCHI  JUAAKTHKH — KacaroTcs
MeAarornyeckoro rnpoiecca (ero coaepxkanus, GopM U METOJIOB MPENOJIaBaHUs) C YUETOM
HaMEUEeHHbIX JUJAKTUYeCKUX Iueneil. Jumaktuka wucciegyer ocoO€HHOCTH OpraHU3aluu
yueOHOro Impolecca, BKIIIOYas 3aKOHOMEPHOCTH OOyueHus. B KOHTeKcTe My3bIKallbHOTO
00pa30BaHUs OHA CIYXUT KIIOUEBBIM HMHCTPYMEHTOM JJs pa3pabOTKM 00pa3oBaTeIbHbBIX
TEXHOJIOTHH, a Takxke (OpMHpPOBAHUS MENArOrMUYeCKUX MPUHIUIIOB, COOTBETCTBYIOIIMX
cneunduke mpeamera.

JlunakTuka aHadu3upyeT COCTaBIAIOIINE O0pa30BaTENBHOrO Ipoliecca — Ieaarora,
yyaierocsi ¥ yueo6Hoe cooOuiecTBo (Kiacc, Tpymniy) — B UX B3aUMOCBsI3H. KitodeBbIMH IS
9TOW JUCUUIUIMHBI SBISIOTCS OTHOIICHUS «YUHUTEIb — YYEHHUK», «YyUYEHUK — Yy4eOHbIN
MaTepuail», «y4uTelb — Y4eOHBIH Marepuady», a TakkKe «y4UTeldb — KJIAcC» U «YyUYEHHK —
kjacey. [lpenMer AuIakTUKK 3aKiI04YaeTcs B yHOPSAJOYMBAHUU U COBEPIICHCTBOBAHUU ITHUX
B3aUMOJICHICTBUN, CO3JIaHUM YCJIOBHUH, CIIOCOOCTBYIOIIMX Ppa3BUTHUIO BCEX YYAaCTHHUKOB
y4eOHOro Inpoiiecca 1 JIUYHOCTHU B IIEJIOM.

TepMuH «InMOaKkTUKa» BIEpBBIE BBEN, MpPHUAAB €MY CHUCTEMATUYECKHUH CTaTyc,
HeMenkui menaror Bombdranr Parke (1571-1635), ogHako e€e OCHOBOIIOJIOXHUKOM Kak
caMOCTOSTeNbHOM aucuuIuiuHbl cuutaercs SIH Amoc Komenckuit (1592-1670). Ucropus

%% E-mail: larisa.balaban@amtap.md
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pa3BUTHS TUAAKTHKU BKIIOYACT BKJIAJ] TaKUX BBIJAIONIMXCS IMEJAroroB M TEOPETHKOB, KaK
Kan-XKax Pycco (1712-1778), Uorann ['enpux [lectamomiu (1746-1827), Morann ®@puapux
[I'epbapt (1776-1841), Amoned Huctepser (1790-1866) u nmp. Ilpuobpers B XIX Beke
HAYYHBIH CTaTycC, MUIaKTUKa aKTUBHO Pa3BHBAJach, aaNnTUPYICh K TPEOOBAHUSAM BPEMEHHU U
BHEJIPSISICH B IEJaTrOTMYECKYIO TIPAKTHKY.

B HacTrosmmii Tiepuox B TENAroruKe BBIACISIOT TPU OCHOBHBIC KOHIEHIIHU:
TPAIULIMOHHYIO, TEHONCHTPUYCCKYI0 M COBPEMEHHYIO, MPU 3TOM TepBas aKICHTUPYET
BHUMaHHE Ha POJIM MPETIOIaBaTellsl B MpoIiecce 0Oy4eHUs, B TO BpeMsl KaK Me0IEeHTPUICCKast
CTaBUT B IEHTP HMHTEPEChl M MOTPEOHOCTH OOYYAIOMIETOCS, a COBPEMEHHAS KOHIICTIIIHS
MIOTYCPKUBACT BAXKHOCTh COBMECTHOM JICSITEIILHOCTH IPETIOIaBaTellsl U yUYalluXxcs, pa3BUBast
AKTUBHOE Y4acTHE U TBOPUYECKHH MOAXOI.

B o0Gsactit My3bIKabHOTO 00pa30BaHUsl 0CO00E 3HAUCHHE UMCIOT KOHIICTIIIUH DMUIIS
XKaxk-Jlanpkposa (1865-1950), Mapuu Monteccopu (1870-1952), bonecnasa JleomnonbaoBuya
SBopckoro (1877-1942), bopuca TpuukoBa (1881-1944), 3ontana Komas (1882-1967),
bopuca Brnammmupouua AcadneBa (1884-1949), Kapma Opda (1895-1982), Curburu
Cym3yku (1898-1998), Imutpust bopucopuua Kabanesckoro (1904-1987), JIbBa ApoHoBHYa
bapenotoiima (1906-1985), ITeepa Ban Xayse (1920-2009) u ap. X uaew u METOABI HAILIA
OTpaKEHHE B MPAKTUYCCKHUX MMOAX0aX MPEHOJaBaHHsI MYy3bIKaTbHBIX JUCIUTLINH.

B pamkax Mmy3bikaapHOro oOpa3oBaHHS IUAAKTHKA (DOKYCHpyeTcs Ha CrHeruduke
Oo0y4YeHHsI My3bIKEe, OCYIICCTBIISISI CHHTE3 KIACCHYECKMX W COBPEMEHHBIX METOJHKO-
MPAKTUYECKUX TIOAXOJ0B B TMPEMOJaBaHUM MY3BIKAIBHBIX JAHCHHILINH. Hapsmy ¢
TPAIUIIMOHHBIMK, B JIOKJIJC TIPEICTABICHBI XYJI0XKECTBEHHO-IUIAKTUUYCCKUE TOXO/bI,

MIPUMEHSEMbIE npu OpraHu3aluu MY3bIKaJIbHO-00pa30BaTEILHOTO npouecca,
COOTBETCTBYIOIIME COBPEMEHHBIM TpeOOBaHUSIM TENAarorMKM HCKYCCTBA: IIEHHOCTHO-
CMBICIIOBOH, MHTOHAIIMOHHO-ACSITCIIFHOCTHBIM, JIHAJTOTMICCKUM, CHCTEMHBII u

IOJIUXYI0KECTBEHHBIN U 1.

[Toaxonpl cimykaT MHCTPYMEHTOM JJsl pealu3alliid MY3bIKaTbHOTO 00pa3oBaHHUs B
paMKax ydeOHOTO TMpoIlecca W TPEANoararoT HCIOIb30BaHUE KOHKPETHBIX TEXHOJIOTHH.
Byay4n ocHOBOMOMAraroUM U KIFOUEBBIM MPUHIIUTIOM, OHU O0BEAUHSIOT B c€0€ pa3ITuvHbIe
METO/Ibl 00YUEHUST MY3bIKE.

Jlunaktika B MY3BIKaJbHOM OOpa30BaHMM  OXBAThIBA€T IIUPOKHA  CIEKTP
TEOPETHUYECKUX M TMPAKTHUYECKUX AaCIEKTOB, CIOCOOCTBYS 3(P(EKTUBHOMY OOYUYECHHUIO U
BOCIIMTAHUIO MY3bIKaHTOB. Ee KOHUENTyalbHbIE MOAXOAbl TMO3BOJSIOT aJalTUPOBATh
y4eOHBI TpOIecC K COBPEMEHHBIM TPEOOBAHHSAM, AaKIEHTUPYS BHHUMaHUE HAa AKTHBHOM
B3aMMOJICVICTBUH IIPEIOJABATENEN U yUaIUXCsl, TBOPYECKOM MOUCKE U LIEHHOCTHOM CMBICIIE
MY3BbIKQJIBHOTO UCKYCCTBA.

Knrouesvle cnosa: ouoaxmuxa, mysviKaibHoe 00pazosanue, npeomem OUOAKMuUKuU, 00vbexm
OUOAKMUKU, MY3bIKAIbHO-Ne0a202utecKue KOHYSnYyul, KOHYenmyaibhvle n00xXo0ul

Didactica (greaca didaktikos — educational, instructiv) este o ramurd a stiintei
pedagogice care studiaza bazele teoretice ale educatiei si invatarii. Obiectul didacticii este
procesul de invitare in cadrul procesului educational. Intrebarile principale ale didacticii se
referd la procesul pedagogic (continutul, formele si metodele de predare), tindnd cont de
obiectivele didactice stabilite. Ea se concentreaza pe cercetarea caracteristicilor organizarii
procesului de invitare, inclusiv regulile invatarii. In contextul educatiei muzicale, aceasta
serveste ca instrument-cheie pentru dezvoltarea tehnologiilor de predare a muzicii, precum si
pentru formarea principiilor pedagogice corespunzatoare specificului disciplinei.

Didactica analizeazd componentele procesului educational — educatorul, elevul si
comunitatea de invdtare (clasa, grup) — in interdependenta lor. Aspectele esentiale pentru ea
sunt relatiile ,,profesor — elev”, ,elev — material didactic”, ,,profesor — material didactic”,
precum si ,,profesor — clasd” si ,,elev — clasa”. Obiectul didacticii constd in organizarea si
perfectionarea acestor interactiuni, crearea conditiilor care sa favorizeze dezvoltarea tuturor
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participantilor la procesul de invatare si a personalitdtii in ansamblu.

Termenul ,,didactica” a fost introdus pentru prima data, conferindu-i statut sistematic,
de catre pedagogul german Wolfgang Raatke (1571-1635), nsa intemeietorul didacticii ca
disciplind independenta este considerat Jan Amos Comenius (1592-1670). Istoria dezvoltarii
didacticii include contributiile unor pedagogi si teoreticieni remarcabili precum Jean-Jacques
Rousseau (1712-1778), Johann Heinrich Pestalozzi (1746-1827), Johann Friedrich Herbart
(1776-1841), Adolphe Disterweg (1790-1866) si altii. Dobandind statut stiintific in secolul al
XIX-lea, didactica s-a dezvoltat activ, adaptandu-se cerintelor timpului si fiind implementata
in practica pedagogica.

In pedagogia moderna se disting trei conceptii principale: traditionala,
pedagogocentrica si moderna, fiindca aceastd ultima subliniaza importanta activitatii comune
intre profesor si elevi, promovand participarea activa si abordarea creativa.

In domeniul educatiei muzicale, conceptiile Emilei Jacques-Dalcroze (1865-1950),
Maria Montessori (1870-1952), Bolestaw Leopoldowicz Yavorski (1877-1942), Boris Tricov
(1881-1944), Zoltan Kodaly (1882-1967), Boris Vladimirovici Asafiev (1884-1949), Carl
Orff (1895-1982), Shinichi Suzuki (1898-1998), Dmitri Borisovici Kabalevski (1904-1987),
Lev Aronovich Barenboim (1906-1985), Pierre van Hove (1920-2009) si altii au avut o
influentd semnificativa. Ideile si metodele lor s-au reflectat in abordarile practice de predare a
disciplinelor muzicale.

In cadrul educatiei muzicale, didactica se concentreaza pe specificul invatarii muzicii,
realizand un sinteza intre metode traditionale si cele moderne de abordare teoretico-practica in
predarea disciplinelor muzicale. Aldturi de abordarile traditionale, in prezent se utilizeaza si
abordari pedagogico-artistice, aplicate in organizarea procesului de invatare muzicald, in
concordantd cu conceptiille moderne ale pedagogiei artei. Se analizeazd abordari precum
valoare-sens, intonatie-activitate, dialogic, sistemic si plurivalent artistic etc.

Aceste abordari reprezintd instrumente pentru implementarea principiilor educatiei
muzicale in cadrul procesului de invatare si presupun utilizarea unor tehnologii specifice. Ca
principiu fundamental si cheie, ele combina diverse metode si principii de Invatare a muzicii.

Didactica in educatia muzicala acopera o gama largd de aspecte teoretice si practice,
contribuind la invatarea si formarea eficientd a muzicienilor. Abordarile sale conceptuale
permit adaptarea procesului de invatare la cerintele actuale, accentuand interactiunea activa
intre profesori si elevi, cdutarea creativa si sensul valoric al artei muzicale.

Cuvinte-cheie: didacticd, educatie muzicald, obiectul didacticii, obiectul didacticii, conceptii
pedagogice muzicale, abordari conceptuale

Didactics (from Greek didaktikos — instructive) is a branch of pedagogical science
that studies the theoretical foundations of education and teaching. The object of didactics is
the process of instruction within the educational process. The main questions of didactics
concern the pedagogical process (its content, forms, and methods of teaching) considering the
outlined didactic goals. It aims to investigate the features of organizing the learning process,
including learning patterns. In the context of music education, it serves as a key tool for
developing music teaching technologies as well as forming pedagogical principles that align
with the specifics of the subject.

Didactics analyzes the components of the educational process — the teacher, the
learner, and the learning community (class, group) — in their interrelation. The relationships
"teacher — student,” "student — learning material,”" "teacher — learning material," as well as
"teacher — class" and "student — class,” are fundamental for it. The subject of didactics is to
organize and improve these interactions, creating conditions conducive to the development of
all participants in the educational process and the individual as a whole.

The term "didactics" was first introduced, with a systematic approach, by the German
educator Wolfgang Ratke (1571-1635); however, the founder of didactics as an independent
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discipline is considered to be Jan Amos Comenius (1592-1670). The history of didactics
includes contributions from prominent educators and theorists such as Jean-Jacques Rousseau
(1712-1778), Johann Heinrich Pestalozzi (1746-1827), Johann Friedrich Herbart (1776—
1841), Adolph Diesterweg (1790-1866), and others. Having gained scientific status in the
19th century, didactics actively developed, adapting to contemporary requirements, and was
integrated into pedagogical practice.

In modern pedagogy, three main concepts are distinguished: traditional, Peda-centric,
and contemporary. The traditional concept emphasizes the teacher’s role in the learning
process, while the Peda-centric concept focuses on the interests and needs of the learner. The
modern concept highlights the importance of joint activities between teachers and students,
fostering active participation and a creative approach.

In the field of music education, particular significance is attributed to the concepts of
Emile Jaques-Dalcroze (1865-1950), Maria Montessori  (1870-1952), Bolestaw
Leopoldowicz Yavorski (1877-1942), Boris Trichkov (1881-1944), Zoltan Kodaly (1882—
1967), Boris Vladimirovich Asafyev (1884-1949), Carl Orff (1895-1982), Shinichi Suzuki
(1898-1998), Dmitry Borisovich Kabalevsky (1904-1987), Lev Aronovich Barenboim
(1906-1985), Pierre van Houwelingen (1920-2009), among others. Their ideas and methods
are reflected in practical approaches to teaching musical disciplines.

Within music education, didactics focuses on the specifics of teaching music,
synthesizing classical and modern methodological-practical approaches to teaching musical
disciplines. Alongside traditional methods, this report presents art-didactic approaches used in
organizing the music educational process, corresponding to contemporary art pedagogy
concepts. Approaches such as value-meaning-based, intonational-activity-based, dialogic,
systemic, and polyartistic are considered.

These approaches serve as tools for implementing the principles of music education
within the learning process and involve the use of specific technologies. As a fundamental and
key principle, they integrate various methods and principles of music teaching.

Didactics in music education encompasses a wide range of theoretical and practical
aspects, contributing to the effective teaching and upbringing of musicians. Its conceptual
approaches enable the adaptation of the educational process to modern requirements,
emphasizing active interaction between teachers and students, creative exploration, and the
meaningful value of musical art.

Keywords: didactics, music education, subject of didactics, object of didactics, music-
pedagogical concepts, conceptual approaches

77



K IPOBJIEME U3YYEHUSA DOPEKTUBHOCTH
AKAJIEMUYECKON MOBUJIBHOCTH B PAMKAX ITPOT'PAMMBI
ERASMUS+ JIAA CTYAEHTOB AMTHUH 11O CHEHHUAJIBHOCTH
AKA/IEMUYECKOE IIEHUE

_ PROBLEMA STUDIERII EFICIENTEI MOBILITATII ACADEMICE
IN CADRUL PROGRAMULUI ERASMUS+ PENTRU STUDENTII AMTAP
DE LA SPECIALITATEA CANTO ACADEMIC

TO THE PROBLEM OF STUDYING THE EFFECTIVENESS OF

ACADEMIC MOBILITY WITHIN THE FRAMEWORK OF THE

ERASMUS+ PROGRAMME FOR AMTAP STUDENTS OF THE
SPECIALITY ACADEMIC SINGINIT

VICTORIA NIKITCENKO¥®

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

https://orcid.org/0000-0002-3879-3187

CZU 784.071:378.6.014.24(478:4)
DOI https://doi.org/10.55383/iadc2025.24

ABTOp aHanmu3upyer (aKTOpbl, CHOCOOCTBYIOLIME MOBBIMLEHUIO 3()(HEKTUBHOCTH
00y4eHHUs CTYJIEHTOB MO cnenuanbHocTH ConvbHoe neHue pu oMoy yyactus B [Iporpamme
akageMmudeckoi moobunbHocTH EBpomneiickoro Coro3a Erasmus+. Llens aBTopa cocTouT B
BBISIBJICHUU TIEPCIEKTUB, KOTOPbIE OTKPBIBAIOTCA Iepen cTyaeHTamu PecrnyOnnku Mosnosa,
NPUHUMAIOIMMHI y4acTUe B NporpaMmax akajeMuyeckoro ooMeHa. CTyIeHThI-BOKAJIHCTHI
AKkazneMun My3bIKHM, TeaTpa M H300pa3UTENIbHbIX HCKYCCTB HMEIOT ONBIT OOy4YeHUs B
KoncepBaropuu Aeocmuno Cmegganu B ropone Kacrenbdpanko, pernon Benero.

B Hacrosimee Bpems B MTanuu HAacuMTHIBAE€TCS YETHIPHAAUATh BBICIIMX Y4EOHBIX
3aBEJICHUH MY3BIKAJBHOTO MpOoQuMiIs, Ha BOKAJIBHOM OTJEJIEHUM KOTOPBIX H3y4yaeTcs
IIPEUMYILECTBEHHO OIlepHas Jureparypa. KoHcepBaropuu TOTOBAT MEBLOB JUISL ONEPHBIX
TeaTpoB W IpenojaBaresel neHus. M3BecTHO, YTO B BBICHIMX Y4e€OHBIX 3aBeleHUAX Mrtanun
pa3paboTaHO MHOXKECTBO MpOrpaMM OOy4YeHHUS BOKalTy, KOTOPbIE CIHOCOOCTBYIOT Pa3BUTHIO
KOMIIETEHIIMH U HaBBIKOB BOKAJIMCTA, IOMOTasi EMy CTaTh IIEBIIOM MHUPOBOTO Kjacca.

B nannom yuebHoM 3aBeaeHun cryaeHTbl AMTUU oOywaroTcst y mNpu3HAHHBIX
Me/1aroroB MeXIYHapOJHOro Kjacca B 0o0iacTH onepHoro mneHuss — MoHuka beHBeHyTH M
Onpuxko Punanmpno. O6a memarora — 3HaTOKM HeamosuTaHckor omepsl XVIII Beka wu
BOKasibHOTO cTUis Bepau. Metoauka oOyuenust B 6onpimmacTBe BY30B Utanuu Bo MHOrOM
OTJINYAETCA OT MOJIJABCKOW, ITIOATOMY MHOTHME CTYIEHTbl PacCMaTpUBAIOT BOKAJIbHOE
oOpa3oBaHHe 3a TpaHUIlE Kak HEOOBIYHYI0O M TOJE3HYI MpakTHKy. Pasymeercs, oOe
HallMOHAJIBHBIC INKOJBI OIEPHOIrO IICHHWSA OCHOBAaHBI Ha bel canto, cocTaBISAIOUIMH
3JIEMEHTaMH KOTOPOTO SBISIOTCS HE TOJBKO MHPUPOJHBIA KpacUBBIH TeMOp rosoca, HO
a0COIOTHOE BIIAJIEHUE UM, MAacCTepPCTBO O€3YKOPH3HEHHOW KaHTHJIEHbBI W BHUPTYO3HOH
KOJIOPATYphl, @ TAaKXKe YYBCTBO CTUJISI UCTIOIHAEMOM My3bIKH. OIHaKO METOMKa OOyueHHs B
6onpmmmHcTBe BY30B HTanmuu Bo MHOroM oTiiM4aeTcs OT MOJAABCKOM, MO3TOMY MHOTHE

% E-mail: victoria@list.ru
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paccMaTpuBalOT ~ OOpa3oBaHME B ATOH  CTpaHe Kak  HEOOXOAWMBIA  BIIEMEHT
npodeccuoHanbHOro cTaHoBIeHUs. [leBIpl Bcero Mupa 00y4aroTcsi UTATBSIHCKOMY CTHIIIO B
Wranum, a MacTep-KJIacchl OT NMpodeccrHoHala — HOCUTENS S3bIKa M TPAIUINA — SBISIOTCS
uaeansHoil popmolt mpodeccuoHaTbHOrO OOILIEHUS, B XO0J€ KOTOPOro IO3HAIOTCA U
YCBaMBAIOTC KaK TEXHOJIOTMYECKUE AaCIEKThl COJIBHOIO II€HUS, TaK U TOHKOCTHU
WHTEPIPETAIMKN ONPEICICHHBIX MY3bIKaJIbHBIX cTUiel. Takum obOpa3om, ctynentet AMTHUN
yZ1ayHO BIMCAJIUCh B OOIEMUPOBYIO MTPaKTUKY. Ellle 01HUM BaKHEHIIIMM aCIEKTOM SIBIISIETCA
TpeOOBaHUE [UIsl BOKAJIUCTOB BJAJCHUS HTAIbIHCKUM $3bIKOM Ha YpPOBHE HOCHUTEIIS.
Obyuenne B BVY3ax Uranum cnocoOcTByeT OBICTpOMY W KadeCTBEHHOMY OBIIAJCHUIO
UTAIBSIHCKUM B IIPOLIECCE €KEAHEBHOIO OOLICHUS C HOCUTEISIMU SI3bIKa — IPENoAaBaTeIsiMu
Y CBEPCTHUKAMHU.

Takum o6pa3om, ywactue B IIporpamme EBpomneiickoro coro3a Erasmus+
CHOCOOCTBYET KOMIUIEKCHOMY Ppa3BUTHIO CTYACHTOB, OOBEIUHSS KYJIBTYPHBIA OIIBIT,
WHAUBUAYAIBHBIN pocT U akanemudeckue 3HaHUS. CTyqeHueckas MOOMJIBHOCTh Pa3BUBACT
OIpe/Ie/IEHHbIE KOMIETEHIIMH, KOTOpbIE MOBBILIAIOT KAaue€CTBO YEJIOBEYECKOrO KamuTaja —
3HAHUE MHOCTPAHHBIX S3bIKOB, MEXKYJIBTYPHOE MOHHUMaHHUE, COLMAIIbHO-KOMMYHHUKATUBHbBIE
KOMIIETEHIIMM, HaBBIKM peleHus npobsueM. Brimycknuku AMTHUU, npomenmue uepes
aKaJeMHYECKYI0 MOOMIIBHOCTbD, IEMOHCTPUPYIOT TAaKUE YEPThI XapaKkTepa, KaKk aJanTUBHOCTb,
WHUIMATUBHOCTh, YBEPEHHOCTb B cebe, pEeHIMTEIbHOCTh, HACTOWYMBOCTh, HABBIKU
MUCHMEHHOTO U YCTHOTO OOIIECHNUS, HABBIKU aHANN3a, INIAHUPOBAHUS U OPTaHU3AlIHH.

Knroueenie crosa: akademuueckas MO6M]ZbHOC}’}’lb, Erasmus+, COJIbHOE nerue

Autorul analizeaza factorii care contribuie la eficientizarea pregatirii studentilor de la
specialitate Canto academic prin participarea la Programul de Mobilitate Academica
Erasmus+ al Uniunii Europene. Scopul autorului este de a identifica perspectivele oferite
studentilor din Republica Moldova care participa la programele de schimb studentesc.
Studentii-vocalisti ai Academiei de Muzica, Teatru si Arte Plastice au experienta de a studia
la Conservatorul Agostino Steffani din Castelfranco, Regiunea Veneto.

In prezent, in Italia existd paisprezece institutii de invatimant superior de muzici, ale
caror studii vocale sunt axate in principal pe canto academic. Conservatoarele pregétesc
cantdretii pentru teatrele de opera si profesorii de canto. Institutiile de Tnvatamant superior din
Italia sunt recunoscute pentru faptul ca au dezvoltat numeroase programe de formare vocala
care dezvoltd competentele si abilitdtile vocalistului, ajutandu-1 sa devind un cantaret de talie
mondiala.

La Conservatorul Agostino Steffani, studentii AMTAP au studiat cu profesori de canto
de opera recunoscuti la nivel international — Monica Benvenuti si Enrico Rinaldo. Ambii
profesori sunt experti in opera napolitand din secolul al XVIII-lea si in stilul vocal al lui
Giuseppe Verdi. Metodologia de predare Tn majoritatea universitatilor italiene diferd in multe
privinte de cea din Republica Moldova, motiv pentru care multi studenti considera educatia
vocald in strdinatate drept o practica neobisnuita si utild. Desigur, ambele scoli nationale de
canto de opera se bazeaza pe bel canto, ale carui componente sunt nu numai timbrul natural
frumos al vocii, ci si stapanirea absolutd a acestuia, insusirea cantilenei impecabile si a
coloraturii virtuoase, precum si simtul stilului muzicii interpretate. Cu toate acestea,
metodologia de predare in majoritatea universitatilor italiene difera in multe privinte de cea
din Moldova, motiv pentru care multi considera educatia in aceasta tard un element necesar de
dezvoltare profesionald. Cantaretii din intreaga lume studiaza stilul italian in Italia, iar master-
class-urile de la un profesionist — un vorbitor nativ al limbii si traditiilor — reprezinta o forma
ideala de comunicare profesionala, In timpul careia sunt invatate si stdpanite atat aspectele
tehnologice ale cantului liric, cat si subtilititile interpretarii anumitor stiluri muzicale. In acest
fel, studentiit AMTAP s-au aldturat cu succes practicii globale. Un alt aspect esential este
cerinta ca vocalistii sa poatd vorbi limba italiand la nivelul vorbitorilor nativi. Studierea in
institutiile de invatamant superior italiene promoveaza stapanirea rapida si calitativa a limbii
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italiene in procesul de comunicare zilnica cu vorbitori nativi — profesori si colegi.

Astfel, participarea la Programul Erasmus+ al Uniunii Europene contribuie la
dezvoltarea multiaspectuald a studentilor, combinand experienta culturald, -cresterea
individuald si cunostintele academice. Mobilitatea studentilor dezvolta anumite competente
care sporesc calitatea dezvoltarii capitalului uman — cunoasterea limbilor straine, intelegerea
interculturald, competentele socio-comunicative, capacitatea de rezolvare a problemelor.
Absolventii AMTAP care au trecut prin mobilititi academice demonstreaza calitatile
personale precum adaptabilitate, initiativd, incredere In sine, determinare, perseverenta,
abilitati de comunicare scrisa si orala, abilitati de analiza, planificare si organizare.

Cuvinte-cheie: mobilitate academica, Erasmus+, canto academic

The author analyses the factors that contribute to improving the efficiency of students’
education in the speciality of Opera Singing through participation in the Erasmus+ Academic
Mobility Programme of the European Union. The author’s aim is to identify the perspectives
offered to students from the Republic of Moldova who participate in student exchange
programmes. Vocal students of the Academy of Music, Theatre and Fine Arts have the
experience of studying at the Conservatory ‘Agostino Steffani’ in Castelfranco, Veneto
Region.

There are currently fourteen higher education institutions of music in Italy, the vocal
studies of which are mainly focused on opera literature. Conservatories train singers for opera
theatres and teachers of singing. Italy's higher education institutions are known to have
developed many vocal training programmes that develop the competencies and skills of the
vocalist, helping him or her to become a world-class singer.

At this institution, AMTAP students study with internationally recognized teachers of
opera singing — Monica Benvenuti and Enrico Rinaldo. Both teachers are experts in 18th
century Neapolitan opera and Verdi’s vocal style. The teaching methodology in most Italian
universities differs in many ways from that of Moldova, which is why many students consider
vocal education abroad as an unusual and useful practice. Of course, both national schools of
opera singing are based on bel canto, the components of which are not only the natural
beautiful timbre of the voice, but absolute mastery of it, mastery of impeccable cantilena and
virtuoso coloratura, as well as a sense of the style of the music performed. However, the
teaching methodology in most Italian universities differs in many respects from that of
Moldova, which is why many consider education in this country as a necessary element of
professional development. Singers from all over the world study Italian style in Italy, and
master-classes from a professional — a native speaker of the language and traditions — are an
ideal form of professional communication, during which both the technological aspects of
solo singing and the subtleties of interpretation of certain musical styles are learnt and
mastered. In this way, AMTAP students have successfully joined the global practice. Another
crucial aspect is the requirement for vocalists to be able to speak Italian at the level of native
speakers. Studying in Italian higher education institutions promotes fast and qualitative
mastering of the Italian language in the process of daily communication with native speakers
— teachers and peers.

Thus, participation in the European Union Erasmus+ Programme contributes to the
comprehensive development of students, combining cultural experience, individual growth
and academic knowledge. Student mobility develops certain competences that enhance the
quality of human capital development — foreign language skills, intercultural understanding,
socio-communicative competences, problem-solving skills. AMTAP graduates who have
gone through academic mobility demonstrate such character traits as adaptability, initiative,
self-confidence, determination, perseverance, written and oral communication skills, analysis,
planning and organization skills.

Keywords: academic mobility, Erasmus+, solo singing
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»Datoritd activitatii muschilor scheletici, se efectueaza toate miscarile care au loc intre
diferite segmente ale corpului, deplasarea lui n spatiu si mentinerea echilibrului. Muschii
realizeaza miscarile de respiratie, masticatie, deglutitie, defecatie, mictiune, miscarile globului
ocular, determind specificul mimicii, producerii si articuldrii sunetelor; participa la formarea
peretilor cavitatilor toracica si abdominala, la refluxul sangelui venos si limfei etc.”, afirma
I. Catereniuc in cursul Aparatul de sustinere si migcare. Fara activitatea muschilor si grupelor
musculare, nu se pot realiza toate miscarile intregului corp uman. In mod special, pentru o
emisie vocala de calitate, sunt esentiali muschii implicati in actul de respiratie, muschiul
vocal, muschii laringelui si ai faringelui. Procesul de dezvoltare a vocii pentru cantul vocal
profesionist implica instruirea simultana si interconectatd a abilitatilor musculare si auditive.
In urma exercitiului zilnic, se formeaza conexiuni, reflexele inutile sunt inhibate, apar
capacitdti vocale constante, dand nastere unei voci clare si libere. Pentru coordonarea corecta
a muschilor este oportun de identificat asupra cdror miscdri musculare sd se concentreze
atentia, in special, cele legate de originea si atacul sunetului, articularea si impostarea.
Monitorizarea continud a senzatiilor musculare este fundamentala pentru calitatea vocala.

Muschii implicati in producerea sunetului vocal pot fi grupati astfel: a) muschii
trunchiului, care asigura alimentarea cu aer a corzilor vocale; b) muschii laringelui, implicati
direct in producerea sunetului, si muschii gatului, atasati laringelui si care il coordoneaza; c)
muschii aparatului fono-articulator care transforma sunetele in cele inteligibile. Constantin
Speteanu mentioneaza: ,,Este foarte greu sd scrii cum se cantd. Este aproape imposibil.
Axioma: ,,S1 cantd, cum si vorbesti”. Dar pentru aceasta, intrd in functiune o sutad de muschi,
coordonati de un sistem intreg de centre si legaturi nervoase” . Coordonarea si sincronizarea
muschilor fetei, ai limbii, buzelor, laringelui, toracelui, diafragmei, muschii abdominali sunt
esentiale pentru o munca vocald corecta. Muschii corpului sunt impartiti in voluntari (muschi
rosii sau striati) si involuntari (muschi albi sau netezi). In emisia sunetului, implicati sunt, in
principal, muschii striati, controlati voluntar, asa cum subliniazd Octavian Cristescu:
»Majoritatea organelor implicate in fonatie sunt muschi striati a caror activitate este supusa

*' E-mail: blindu4@yahoo.com
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vointei, ceea ce permite formarea reflexelor conditionate in cant” .

Muschii laringelui se divid in grupuri: extrinsecd si intrinsecd, care, functional,
formeaza o unitate. Acesti muschi faciliteazd miscarile laringelui: coborarea si ridicarea,
deglutitia, aductia corzilor vocale si modificarea pozitiei laringo-faringiene, contribuind la
emisii diverse. Muschii respiratori, la randul lor, sunt mpartiti in inspiratori (muschii
spatelui, gatului, diafragma, muschii cutiei toracice) si expiratori (muschii intercostali interni,
transversalul toracelui, diafragma, muschii abdominali). Rolul diafragmei este crucial: in
inspiratie, ea activeaza, iar In expiratie se relaxeaza si este sustinutd de muschii toraco-
abdominali pentru expiratia profunda. M.M. Truiculescu explica: ,,Diafragma, ca un dom, are
doua cupole, fiind cel mai important organ respirator in cant. Controlul corect al respiratiei
depinde de intarirea muschiului diafragmei”.

Dezvoltarea corecta a muschilor implicati in procesul de emisie a sunetului vocal se
face prin exercitii specializate: pentru musculatura laringelui, relaxare si intarire a muschilor
gatului, dezvoltarea muschilor umerilor, pieptului, abdomenului, diafragmei. Aceste exercitii
sunt detaliate in ghidul Repere metodologice pentru vocalisti. Pregatirea fizica profesional
aplicativa si training mintal.

In concluzie, pregitirea aparatului fonator influenteaza decisiv performanta vocali.
Antrenarea muschilor implicati in generarea sunetului vocal permite obtinerea unei voci
puternice, sonore, cu timbru deosebit si un aparat fonator eficient, reducand efortul in timpul
cantului.

Cuvinte-cheie: emisia vocald, muschi, grupe musculare, aparatul fonator, educatie,
antrenament

Due to the activity of skeletal muscles, all movements occurring between different
segments of the body, its displacement in space, and the maintenance of balance are
performed. Muscles carry out movements involved in breathing, mastication, swallowing,
defecation, micturition, eye movements, determine the specifics of facial expressions, sound
production and articulation; they participate in forming the walls of the thoracic and
abdominal cavities, in venous blood reflux, lymph flow, etc.,” states I. Catereniuc in the
course "Supporting and Movement Apparatus”. Without the activity of muscles and muscle
groups, all movements of the entire human body cannot be performed. Especially for quality
vocal emission, the muscles involved in respiration, the vocal muscle, the laryngeal and
pharyngeal muscles are essential. The process of voice development for professional singing
involves simultaneous and interconnected training of muscular and auditory skills. Through
daily exercises, connections are formed, unnecessary reflexes are inhibited, constant vocal
abilities emerge, resulting in a clear and free voice. For correct coordination of the muscles, it
is useful to identify which muscle movements to focus attention on, especially those related to
the origin and attack of the sound, articulation, and setting. Continuous monitoring of
muscular sensations is fundamental for vocal quality.

The muscles involved in producing vocal sound can be grouped as follows: a) trunk
muscles, which ensure air supply to the vocal cords; b) laryngeal muscles, directly involved in
sound production, and neck muscles attached to the larynx that coordinate it; c) the
phonatory-articulatory apparatus muscles, which transform sounds into intelligible speech.
Constantin Speteanu mentions: “It is very difficult to write how to sing. It is almost
impossible. An axiom: ‘Sing as you speak’. But for this, a hundred muscles come into play,
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coordinated by a whole system of centers and nerve connections”. Proper coordination and
synchronization of the muscles of the face, tongue, lips, larynx, thorax, diaphragm, and
abdominal muscles are essential for correct vocal work. The body muscles are divided into
voluntary (red or striated muscles) and involuntary (white or smooth muscles). In sound
emission, primarily the controlled voluntary striated muscles are involved, as emphasized by
Octavian Cristescu: “Most organs involved in phonation are striated muscles, whose activity
Is subject to the will, allowing the formation of conditioned reflexes in singing”.

Laryngeal muscles are divided into extrinsic and intrinsic groups, which functionally
form a unit. These muscles facilitate laryngeal movements: lowering and raising, swallowing,
adduction of the vocal cords, and changing the laryngopharyngeal position, contributing to
various emissions. Respiratory muscles are also divided into inspiratory (back, neck,
diaphragm, thoracic cage muscles) and expiratory (internal intercostal muscles, transversus
thoracis, diaphragm, abdominal muscles). The role of the diaphragm is crucial: during
inspiration, it activates, and during expiration, it relaxes and is supported by thoraco-
abdominal muscles for deep expiration. M.M. Truiculescu explains: “The diaphragm, like a
dome, has two cups, being the most important respiratory organ in singing. Correct control of
breathing depends on strengthening the diaphragm muscle”.

The correct development of the muscles involved in the process of vocal emission is
achieved through specialized exercises: for the laryngeal musculature, relaxation and
strengthening of neck muscles, development of shoulder, chest, abdominal, and diaphragm
muscles. These exercises are detailed in the guide "Methodological Guidelines for Vocalists.
Professional Physical Preparation and Mental Training".

In conclusion, training the phonatory apparatus decisively influences vocal
performance. Exercising the muscles involved in generating vocal sound allows one to obtain
a powerful, sonorous voice with a distinctive timbre and an efficient phonatory system,
reducing effort during singing.

Keywords: vocal emission, muscles, muscle groups, phonatory apparatus, education, training
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CHOCO6HOCTI) MyBI)IKaHTOB HC TOJIBKO ‘-IYBCTBOBaTI), HO H HpeI[‘-IYBCTBOBaTI)
XyJI0’)KECTBEHHBIE HAMEPEHHUs MapTHEPOB B aHCAMOJIEBOM HCIIOHUTEILCTBE TECHO CBs3aHA C
IICUXOJIOTHEN MY3BIKaJIbHOIO BOCIPUATHS. TOJBKO Ha PENETULMAX aPTUCTY HE YIAETCs AaXKe
MPUOJIM3UTENBHO MEePEKUTh HAWUBBICIIMN TBOPUYECKHH IMOIBEM, KOTOPBIM OH HCIIBITHIBACT B
00CTaHOBKE KOHIEPTHOro 3ayia. I[lOBBIIEHHOE YYBCTBO OTBETCTBEHHOCTH B MOMEHT
MOSIBJICHUS MY3bIKaHTa Iepell CIYyLIATENbCKOW ayIUTOpPHEed BBI3BIBAET B €r0 CO3HAHUU
0C06I)IC IICUXOJOTUYCCKHUEC I/IMHy.]II)CI)I, HpI/IBHOCﬂHII/Ie B HUCITIOJIHCHUC TpeHCTHYIO
B3BOJIHOBAHHOCTh, OOOCTPEHHYIO SMOIMOHANBHYIO PEaKIHI0 Ha COOCTBEHHYIO HIPy H
B3aMMOJICHCTBUE ¢ TapTHepamu. Hepenkw ciaydaw, Korja HaumOojee IOJHOE U SIPKOe
PacKpbITUE WHIUBUAYAIBHOCTH apTUCTA MPOUCXOIUT B COBMECTHOM HCIIOJIHEHUU C APYTUMHU
My3I)IKaHTaMI/I. HOBTOMY AHAJIN3 TMICHUXOJIOTNYCCKUX ACIICKTOB KaMepHOFO HCIIOJTHUTCIIBCTBA
pacuIpsieT Hallle BHIeHHEe aHCaMOJIeBOM TEXHHUKH.

AHcaMOneBO€  HCIOJHUTEIBCTBO, 10 CPAaBHEHHUIO C COJIbHBIM, OKa3bIBaET
0IaroTBOpPHOE BIUSHHE HAa CTYACHTOB HE TOJBKO B MpO(ECCHOHAIbHOM IIJIaHE, HO U B
CMBICJIC q)OpMI/IpOBaHI/ISI YCJIIOBCUCCKHUX Ka4veCTB: LIyBCTBa B3aUMHOTO YBa)KeHI/Ifl, TaKTa,
naptHepcTBa. OHO (opMHpYeT W pa3BUBAET MCHXOJOTUYECKYI) YCTOWYHUBOCTH, THOKOCTH,
KOMMYHHKaTHBHOCTh My3bIKaHTa. Mrpa B cocTaBe KaMepHOTO aHCaMOJISI B Pa3HBIX €ro
dopMmax (B mpoliiecce pemneTuliuid, B paMKax KOHIIEPTHOTO MCIOJIHEHUS, B BBICTYINICHUSAX Ha
AKAICMHUYCCKUX KOHHCpTaX nu 3K3aM€HaX) Hpe)lOCTaBJ'ISIGT HperaCHyIO BO3MOXXHOCTH KaK IJId
TBOPUYECKOTO, TaK M JPYKECKOTO0 KOHTAaKTa CTyJAeHTOB. [loHMMaHue MCUXOIOTHYECKIX OCHOB
aHCaMOJICBOTO HCIIOJTHUTENIBCTBA CIIOCOOCTBYET PEHICHUI0 YHUCTO MPOPECCHOHATBHBIX
UCTIONTHUTENbCKUX 3a7a4, a UMEHHO — MAaKCHUMalbHOMY CONMXEHHUIO HCTIOIHUTEIHCKOTO
YPOBHSI YYaCTHUKOB.

3HaueHue KaMepHO-aHCaMOJIeBOMl MY3BIKM B HAIlM JHHU TPYAHO mepeoiieHuTh. OHa
ITIOCTOSIHHO 3By‘—II/IT B KOHH@pTaX, Ha HUCIIOJIHHUTCIIbCKUX KOHKpraX 158 q)eCTI/IBaJ'ISIX. K 9T0171
objmacTu TBOpYECTBA AKTHUBHO OOpAIAIOTCS KOMIIO3UTOPBI, OHAa MMEET CBOM Kpyr
WCIIOTHUTENIeH U ciymiareneid. OT Toro, HaCKOJIBKO MOJIOJIOM MY3BIKaHT Oy/ieT MOATOTOBJICH
K JIeATeIHHOCTH B paMKaX KaMEpHOTO MCTOJHUTEIHCKOTO KOJUIEKTHBA, BO MHOTOM 3aBUCHUT
ero jaanpHeimmas npodeccuonanbHas cyap6a. [loaTromy Tak BaxHBI camble pa3HOOOpa3HbIE
HABBIKH, KOTOPBIE CTYJEHT MOTy4aeT BO BpeMs y4eObl B Kilacce kKaMmepHoro ancamb6us. Cpenu
HUX JQJI€KO HE TIOCIEIHIO pOJIb WIPAlOT W TICHXOJOTHYECKHE HABBIKM KaMepHO-
aHCaMOJIEBOTO UCIIOJHHUTEIILCTBA.

Kﬂlolleeble cioea: aHCdM6JZb, ncuxojiocust, mysuyupoeanue, penemuyusi, UCNOJIHUMeNIbCmMeo,
cyeHa
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Capacitatea muzicienilor nu numai de a simti, ci si de a anticipa intentiile artistice ale
partenerilor in interpretarea de ansamblu, este strans legata de psihologia perceptiei muzicale.
Numai in cadrul repetitiilor artistul nu reuseste nici macar aproximativ sa traiasca cel mai
inalt varf creativ pe care il experimenteaza In atmosfera unei séli de concert. Un sentiment
crescut de responsabilitate in momentul in care muzicianul se prezintd in fata audientei
provoaca in constiinta sa impulsuri psihologice speciale, care aduc in interpretare o emotie
tremuratoare, o reactie emotionald acutizatd in propria sa interpretare si interactiune cu
partenerii. Nu sunt rare cazurile in care cea mai completd si vibranta expunere a
individualitatii artistului are loc in interpretarea comuna cu alti muzicieni. De aceea, analiza
aspectelor psihologice ale interpretarii de camera extinde viziunea noastrd asupra tehnicii de
ansamblu.

Interpretarea de ansamblu, comparativ cu cea solo, are un impact benefic asupra
studentilor nu doar pe plan profesional, ci si in formarea calititilor umane: sentimentul
respectului reciproc, tactul, parteneriatul. Aceasta formeaza si dezvolta rezistenta psihologica,
flexibilitatea si abilitatile de comunicare ale muzicianului. A cénta intr-un ansamblu de
camera in diferitele sale forme (in timpul repetitiilor, in cadrul interpretarii concertante, in
spectacolele de la concertele academice si examene) oferd o oportunitate excelentd atat pentru
contactul creativ cat si pentru cel prietenesc intre studenti. Intelegerea fundamentelor
psihologice ale interpretarii de ansamblu contribuie la rezolvarea sarcinilor pur profesionale
de interpretare, si anume — la apropierea maxima a nivelului de interpretare al participantilor.

Importanta muzicii de camera in zilele noastre este dificil de supraevaluat. Aceasta
rdsund constant in concerte, la competitii de interpretare si festivaluri. Compozitorii se
indreaptd activ spre acest domeniu al creativitatii, avand un cerc propriu de interpreti si
ascultatori. De pregatirea pe care tanarul muzician o va avea pentru activitatea intr-un colectiv
de interpretare de camera depinde Tn mare masura soarta sa profesionala ulterioara. Din acest
motiv, sunt atat de importante abilitatile variate pe care studentul le dobandeste in timpul
studiilor in clasa de ansamblu de camera. Printre acestea, nu sunt de neglijat nici abilitatile
psihologice specifice interpretarii de camera.

Cuvinte-cheie: ansamblu, psihologie, muzicd, repetitie, interpretare, scend

The ability of musicians not only to feel, but also to anticipate the artistic intentions of
their partners in ensemble performance is closely related to the psychology of musical
perception. During rehearsals an artist does not manage to experience even approximately the
highest creative upsurge which he experiences in the atmosphere of a concert hall. The
increased sense of responsibility at the moment of the musician's appearance in front of the
listening audience causes special psychological impulses in his mind, bringing to the
performance tremulous excitement, an acute emotional reaction to his own playing and
interaction with partners. It is not uncommon that the most complete and vivid disclosure of
an artist's personality occurs in collaboration with other musicians. Therefore, the analysis of
the psychological aspects of chamber performance expands our vision of ensemble technique.

Ensemble performance, in comparison with solo performance, has a beneficial effect
on students not only professionally, but also in the sense of shaping human qualities such as
feelings of mutual respect, tact, partnership. It forms and develops a musician's psychological
stability, flexibility, and communication skills. Playing as part of a chamber ensemble in its
various forms (during rehearsals, as part of a concert performance, in performances at
academic concerts and exams) provides an excellent opportunity for both creative and
friendly contact between students. Understanding the psychological foundations of ensemble
performance helps to solve purely professional performing tasks, namely, to maximize the
convergence of the performing level of the participants.

It is difficult to overestimate the importance of chamber music nowadays. It is

85



constantly heard in concerts, performing competitions and festivals. This field of creativity is
actively addressed by composers, it has its own circle of performers and listeners. The extent
to which a young musician is prepared to work in a chamber performing group largely
determines his future professional fate. That is why the most diverse skills that a student
learns while studying in a chamber ensemble class are so important. Among them,
psychological skills of chamber and ensemble performance play an important role.

Keywords: ensemble, psychology, music making, rehearsal, performance, stage
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Prezenta lucrare exploreaza conceptul de contrafact — definit in acceptiunea sa cea mai
raspandita, in special in jazz, ca fiind crearea unei noi linii melodice peste o succesiune
armonica preexistentd. Aceastd tehnica componistica si improvizatoricd reprezintd o sursa
semnificativd de inovatie muzicald. Lucrarea propune un model computational pentru
detectia, evaluarea si, in mod particular, generarea melodiilor contrafactuale.

Practica contrafactului isi are origini istorice profunde in muzica occidentala. Inca din
Renastere, compozitorii au practicat retextualizarea melodiilor preexistente (adaptarea unor
melodii cunoscute la texte noi). Aceastd abordare, permitdnd imprumutul melodic si adaptarea
la structuri armonice standard, a continuat sub diverse forme. Contrafactele se regasesc, desi
insuficient studiate academic, si in muzica cultd (clasica), inclusiv in epocile Baroca si
Romanticd. Aceasta persistenta istorica subliniaza relevanta analizei practicilor de preluare si
apropriere muzicala in intelegerea evolutiei limbajului muzical si a conceptului de creativitate
versus intentionalitate componistica.

In era Jazz-ului, Contrafactul a devenit o sursi componistici si improvizatorici
fundamentald. Muzicienii de jazz au excelat in crearea de noi linii melodice, adesea
improvizate spontan, peste succesiunile armonice ale standardelor (piese cu structuri formale
recurente, precum AABA). Exemple notorii ca Odjenar (bazat pe All the Things You Are) sau
Road Song (bazat pe On the Trail) sau Oleo (bazat pe | got Rhythm) ilustreaza potentialul
inovator al acestei abordari. Analiza comparativa a numeroase perechi de contrafacte de jazz
(in studiu, 75 de perechi) releva trasaturi armonice si formale comune, codificabile in
reprezentdri specifice pentru analizd muzicologica aprofundata. Aceasta practicd frecventa de
preluare a structurilor armonice preexistente pentru a genera forme melodice noi, integrand
influente diverse, este emblematica pentru spiritul inovator al jazz-ului.

Identificarea fiabila a contrafactelor ridicd provocdri. Lucrarea criticd detectia

** E-mail: socicani@gmail.com
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incidentald ca fiind nesigura si propune o abordare metodologica mai riguroasd: o metrica
muzicologica a distantei intre modele de caracteristici muzicale, validatd printr-o evaluare in
sistem inchis pe diverse corpusuri muzicale. Studiul detaliaza doua arhitecturi de model:

a) Un model bazat pe generarea conditionatd a melodiei pe baza versurilor.

b) Un model care genereaza simultan versurile si melodia, incluzdnd un marcator al
piesei originale.

Se exploreaza, de asemenea, metode de rafinare a modelelor pentru a asigura relevanta
muzicald a rezultatelor generate.

Practicile creative bazate pe contrafact continud sa evolueze, fiind relevante in creatia
muzicald asistata de calculator si in pedagogia muzicald. Dezbaterea privind originalitatea
versus imitatie este recontextualizatd prin sublinierea caracterului complex si polivalent al
contrafactului in diverse genuri muzicale. Ramane necesarda dezvoltarea unor metodologii
fiabile de identificare, iar cercetarea actuald vizeazd perfectionarea detectiei automate si
extinderea intelegerii culturale a contrafactului ca inovatie si resursd pedagogica. Progresele
tehnologice emergente deschid oportunitati pentru redefinirea frontierelor limbajului muzical
si Incurajarea creatiei colaborative, reflectand transformari socio-culturale ample in arte.

Un exemplu conex, ilustrand explorarea materialului preexistent si a tehnicilor
moderne, este proiectul lui Vassilis Konstantakos (Variation Of Journey For Synthesizer).
Acesta implicd procesarea inregistrarilor clasice in fisiere audio modificate intr-un DAW
(Statie de Lucru Audio Digitald) prin editare spectrald intensiva si tehnici de suprapunere
(overdubbing). Materialul sonor rezultat este transferat in format audio surround 9.1 si redat
concomitent cu interpretarea pianisticd live. Materialul sonor, fiind declangat in timp real de
interpret (nu pre-mixat), se incadreaza in conceptul de ,,liveness” (Romijn). Realizata exclusiv
prin mijloace electronice, fara partiturd conventionald, lucrarea ridica intrebari despre
relevanta materialului sursa original in compozitia finald. Aceastd explorare a contrapunctului
intr-un cadru tehnologic avansat, desi distinctd de contrafactul traditional, rezoneaza cu ideea
transformarii creative a materialului muzical existent.

Semnificatia practicii imprumutului in creatia muzicald confirmd ideea ca inovatia
derivd adesea din intertextualitate. Contrafactele se impun ca o componentd esentiald a
evolutiei muzicale. Intelegerea interdependentei dinamice dintre culturd si muzica necesitd o
cercetare continud si aprofundatd a fenomenului contrafactual si a implicatiilor sale
muzicologice si culturale.

Cuvinte-cheie: contrafact, inovatie muzicald, jazz, modelare computationald (muzicald),
analiza muzicologicd, succesiune armonicd, intertextualitate

This paper explores the concept of contrafact — defined in its most widespread sense,
especially in jazz, as the creation of a new melodic line over an existing harmonic
progression. This compositional and improvisational technique represents a significant source
of musical innovation. The work proposes a computational model for the detection,
evaluation, and, in particular, the generation of contrafactual melodies.

The practice of contrafact has deep historical roots in Western music. Since the
Renaissance, composers have engaged in retextualization of pre-existing melodies (adapting
well-known melodies to new texts). This approach, allowing melodic borrowing and
adaptation to standard harmonic structures, has persisted in various forms. Although
insufficiently studied academically, contrafacts are also found in art music (classical),
including the Barogue and Romantic periods. This historical continuity underscores the
importance of analyzing musical borrowing and appropriation practices in understanding the
evolution of musical language and the concept of creativity versus compositional
intentionality.

In the jazz era, contrafact became a fundamental compositional and improvisational
resource. Jazz musicians excelled in creating new melodic lines, often improvised
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spontaneously, over the harmonic progressions of standards (pieces with recurring formal
structures, such as AABA). Notable examples like Odjenar (based on All the Things You Are),
Road Song (based on On the Trail), or Oleo (based on | Got Rhythm) illustrate the innovative
potential of this approach. A comparative analysis of numerous jazz contrafact pairs (75 pairs
in this study) reveals common harmonic and formal features, codifiable in specific
representations for in-depth musicological analysis. This frequent practice of reusing pre-
existing harmonic structures to generate new melodic forms, integrating diverse influences,
exemplifies the innovative spirit of jazz.

Reliable identification of contrafacts presents challenges. The paper critically
considers incidental detection as unreliable and proposes a more rigorous methodological
approach: a musicological metric of the distance between models of musical features,
validated through evaluation in a closed system across various musical corpora. The study
details two model architectures:

a) A model based on conditioned generation of a melody from lyrics.

b) A model that simultaneously generates lyrics and melody, including a marker
indicating the original piece.

Additionally, methods for refining these models to ensure the musical relevance of
generated results are explored.

Creative practices based on contrafact continue to evolve, remaining relevant in
computer-assisted music creation and music pedagogy. The debate on originality versus
imitation is recontextualized by emphasizing the complex and multifaceted nature of
contrafact across different musical genres. Developing reliable methodologies for
identification remains necessary; current research aims to improve automatic detection and to
deepen cultural understanding of contrafact as an innovation and pedagogical resource.
Emerging technological advances open opportunities to redefine musical language boundaries
and encourage collaborative creation, reflecting broad socio-cultural transformations in the
arts.

An related example illustrating the exploration of pre-existing material and modern
techniques is Vassilis Konstantakos’s project (Variation Of Journey For Synthesizer). It
involves processing classical recordings into modified audio files within a DAW (Digital
Audio Workstation) through spectral editing and overdubbing techniques. The resulting sound
material is transferred to a 9.1 surround format and played back simultaneously with live
piano performance. Since the sound material is triggered in real-time by the performer (not
pre-mixed), it aligns with the concept of "liveness" (Romijn). Entirely produced through
electronic means, without a traditional score, this work raises questions about the relevance of
the original source material in the final composition. This exploration of counterpoint within
an advanced technological framework, although distinct from traditional contrafact, resonates
with the idea of creative transformation of existing musical material.

The significance of borrowing practices in musical creation confirms the idea that
innovation often derives from intertextuality. Contrafacts establish themselves as an essential
component of musical evolution. Understanding the dynamic interdependence between
culture and music requires ongoing, in-depth research into the contrafactual phenomenon and
its musicological and cultural implications.

Keywords: contrafact, musical innovation, jazz, computational modeling (musical),
musicological analysis, harmonic progression, intertextuality
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Pa3BuTHe My3bIKaNIbHOIO XaHpa POK-MY3bIKM BO BTOpOM mojoBuHEe 1960-x romos
XapaKTepU30BaJIOCh, C OJTHOW CTOPOHBI, KaK SPKHH COLMOKYIBTYpHBI (PEHOMEH, C JPYrou —
MHHOBAaIMSIMM B 00JacTH  3JeKTpUYecKoro obopyaoBanusd. KpynHeilmne kommaHuw,
CHeLHAIM3UPYIOLIecs Ha IPOU3BOACTBE MY3bIKAJIbHBIX HHCTPYMEHTOB, Mpeaaraiu
WHHOBAI[MOHHBIE O0pa3llbl COBPEMEHHOTO HHCTPYMEHTApHs, NPU3BAHHOTO O0ECIEUUTh HE
TOJBKO Oojiee ynOOHBIH M SPrOHOMMYHBIA JM3aifH, HO W TEPCIEKTUBHYIO OCHOBY IS
o0pa3oBaHMsl MPUHLMIIHKAIBLHO HOBOTO 3ByuaHUs. BaKHBIM acHeKTOM TEXHOJIOTHYECKHUX
HOBOBBEJICHUN BBICTYIIAJIO IpUMEHEHHE MY3bIKaHTaMU CrHelHaTbHbIX
3BYKOOOPaOaThIBAIOIINX YCTPOUCTB U TeajIei 11 3ByKOBBIX (D (PEKTOB.

OOpamasicb Kk 0ac-TUTAPHOMY MCIIOJHUTEILCTBY, OTMETHM, YTO BEIyLIeH OCHOBOM
MPAKTUYECKH BCEX 0ACOBBIX MapTHH MO-TPEXKHEMY OCTaBajlaCh UIPa HECIOXKHBIX 0aCOBBIX
pu( OB, OCHOBAHHBIX HA OCTMHATHBIX MEHTATOHMYECKUX MaTTepHax. OJTHOBPEMEHHO C 3THM,
apTUCTUYECKasl JIeATelIbHOCTh IEpBbIX HcnojgHuTenel Hadana 1960-x romoB — Iloma
Makkaptau (Paul McCartney), [Ixona DutBucti (John Entwistle), Ixeka Bproc (Jack Bruce)
U Jp., CIIOCOOCTBOBajia (POPMHUPOBAHUIO CAMOCTOSATEIbHOM IIKOJIBI WUIPbl Ha Oac-rutape,
OKa3aB BIMSHUE Ha cJeIylollee IMOKOJEeHHE TalTaHTIMBBIX MYy3bIKaHTOB. OaHuM u3 Oac-
TUTAPUCTOB HOBOM BOJIHBI 1970-X ro/10B ObUT KaHAJCKUIA BOKAIHUCT, KJIABUIITHUK, KOMIIO3UTOP
u Oac-rutapuct rpynnsl Rach T'emou Jlu (Geddy Lee). bnaronmaps orpomMHomMy
MY3BIKaJIbHOMY TaJaHTY, My3bIKaHT IIEPECMOTpPEI PaHEE CYIIECTBYIOIINE HHCTPYMEHTAIbHbBIE
KOHLENIINY, BBIBEAS HA NEPEIHUMN IUIaH Pa3BUTYI0O METPOPUTMHUYECKYIO OCHOBY. Bmecrte ¢
teM, . JIu pazpaboTan u MHTErpupoBal B MpodeccuoHabHYIO MPAKTUKY CBOM HOBAaTOPCKUMN
CTHJIb UT'PbI, OCHOBBIBAIOLIHMICSA HAa UHAMBHYyaTbHOM HCIIOJHUTEIHCKOM MAaCTEPCTBE.

Xapakrepusys 0COOeHHOCTH 3ByKou3BieueHus I'. JIu, obpaTumcst k 6acoBON TEXHUKE
¢namenko win Quamenko-nukuHr (Flamenco Picking), mpaktukyemoii my3bikantoM. Ee
OTJIMYMUTEIBbHOW UEepTOM CTaJ0 3alMCTBOBAHME U3 KJIACCHUYECKOM TUTapbl IpUeMa
3BYKOM3BIICUEHHS (PIIaMEHKO, OTJIMYAIOLIEroCcsl O4YeHb OBICTPHIM M YETKHUM uepelOBaHUEM
najbleB NpaBoil pyku. biarogaps mpUMeHEHHIO JTaHHON TEXHHMKH HCIOJHHUTENIO YAaBajIoCh
JOOUTHCS SPKOTO 3ByYaHUsl Oac-TUTAphl, MPUIAIOLIETO HHCTPYMEHTY 0COOBI KOJIOPUT.

Crnenyer OTMETUTh, YTO Ul COBEPIIEHCTBOBaHMS TeXHUKU WUrpbl I'. JIu mpumensier

* E-mail: vityuk150582@mail.ru
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JIOTIOJTHUTEIIBHBIN CIIOCO0 3BYKOM3BIICUEHHS, NMPH KOTOPOM YKa3aTeNbHBIA Maliel] MpaBou
PYKH BBIMONHSET cpasy ABa mumnka. C 3Toil 1enpio 0ac-rTuTapucT, U3BJIeKas 3BYK JBHKEHUEM
BBEPX MaJbLEM IPAaBOM PYKH, OCTAHABIMBACT IAJICLl HA CIEAYIOLICH CTPYHE IO IMOPSAKY,
MOCJie 4Yero, OOpaTHBIM JBMKEHHEM YKa3aTelIbHOTO Majblla BHIIOJHSIETCS ILIUIOK BHH3.
OTMeTHM NOIYTHO, YTO JaHHBIN MIPUHIIMII HATIOMUHAET JIBU)KEHUE MeaAnaTopa (IU1eKTpa) npu
UIpE HA 3JIEKTPOruTape.

OAHOBPEMEHHO C 3TUM, BTOPOH IIMIIOK YyKa3aTEJbHBIM MajbleM IMpPaBOil pyKH
UCIIOJTHSETCS yIapoM Iajiblia [0 CTPYHE TJIaBHBIM 00pa30M HOT'TEBOW MOBEPXHOCTHIO. Takum
o0pa3oMm, 3BYKOW3BJICUCHHE OOpaTHOrO JBIKCHHS Talblla MPOUCXOTUT B  Oolee
NEepKyCCHOHHOW MaHepe. Bmectre ¢ Tem, JaHHOe IBMXKEHHME CO3JaeT 0oJjiee MOIIHYIO
aMIUTUTYAY, HEOOXOMMYIO JJISl CO3aHHS CIIEIM(PUUECKOTO 3BYYaHUSI POK-MY3BIKU, TTO3BOJISS
MY3bIKaHTY U3BJIEKaTh KAaK OJIMH, TAK U HECKOJIBKO 3ByKOB OJIHOBPEMEHHO.

[Tomo6HBIM 00pa3oM WCHOTHHUTENh MPUMEHSET W CPEAHHNA Majer] MpaBod pPYKH.
bnarogapss nononmuutensHoMy aBukeHuto [. JIu crmocoOeH pa3BuBaTh OYEHb TEXHUYHYIO
UTpy Ha UHCTPYMEHTE, IPUMEHSIS] MEHbIIIEE KOJIMUYECTBO UIPOBBIX JABMKEHUH. [[nst ycunenus
aTaku 3ByKa Oac-TUTapbl MY3BIKAHT MOXET HCIOIb30BaTh TEXHUKY (IAMEHKO-MUKHHT 0e3
ONOpbl YKa3aTEeJIbHbIM WU CPEJHUM MajJblAMU IPaBOM PYKH MpH LIUIKE BBEPX: JAHHOE
YCIIOBUE TMOBBIIAET HE TOJILKO SPKOCTh TeMOpa, HO M YBEJIMYUBACT MEPKYCCHOHHYIO
COCTaBJISIOLLYI0 0aCOBOrO 3ByYaHHUSI.

Eme oaHMM BaKHBIM YCIOBHEM TEXHUKH (DIaMEHKO-TIMKUHT BBICTYMAET OIOpa
0OJBIIMM MajibliEM IPaBOM PYKM Ha 3BYKOCHUMaTeNb. PacrmosokeHue OOJbLIOro majbla
OOBIYHO XapaKTepHU3yeTcs 30HOM HaJ HEKOBBIM 3BYKOCHHMATENEeM, OOecleuyuBaroneit
HEeoOXoauMOe M sIpKoe 3By4yaHHe Oac-rutapbl. HakiioH npenmieubs M KUCTU NIpPU 3TOM
oOpallieHbl B CTOPOHY Ipuda, a malblbl My3bIKAHTA Pa3MEIIAIOTCS CTPOTO MEPHEHANKYIIPHO
CTpyHaMm MHCTPYMEHTA.

Knrouesvie cnosa: odac-eumapa, I'eoou Jlu, npuemvl 38yKou3zeneuerus, UCHOIHUMENbCKAS
MmexXHuKda, (i)ﬂa./l/leHKO-}’luKMHZ

Dezvoltarea genului muzical rock in a doua jumatate a anilor 1960 a fost caracterizata,
pe de o parte, ca un fenomen sociocultural stralucitor, iar pe de altd parte, prin inovatii in
domeniul echipamentului electric. Cele mai mari companii specializate in productia de
instrumente muzicale au oferit modele inovatoare de instrumentar modern, destinat sa asigure
nu doar un design mai confortabil si ergonomic, ci si o bazd promititoare pentru crearea unui
sunet complet nou. Un aspect important al inovatiilor tehnologice a fost utilizarea de catre
muzicieni a dispozitivelor speciale de procesare a sunetului si a pedalelor de efect.

Referindu-ne la interpretarea la chitara bas, remarcam ca baza principald a aproape
tuturor partiturilor a ramas, in continuare, interpretarea riff-urilor de bas simple, bazate pe
modele pentatonice ostinato. In acelasi timp, activitatea artisticd a primilor interpreti din anii
1960 — Paul McCartney, John Entwistle, Jack Bruce si altii — a contribuit la formarea unei
scoli independente de interpretare la chitara bas, influentdnd generatia urmatoare de muzicieni
talentati. Unul dintre bas-istii noii generatii din anii 1970 a fost vocalistul, keyboardistul,
compozitorul si bas-istul trupei Rach, Geddy Lee. Datorita talentului sdu muzical imens,
muzicianul a revizuit conceptiile instrumentale existente, punand accent pe o baza
metroritmica dezvoltata. De asemenea, G. Lee a dezvoltat si integrat in practica profesionalad
stilul sdu inovator de interpretare, bazat pe maiestria sa interpretativa individuala.

Caracterizand specificul tehnicii de producere a sunetului la G. Lee, ne vom referi la
tehnica de bas flamenco sau flamenco picking, practicati de muzician. Caracteristica sa
distinctiva a fost imprumutul din tehnica de emitere a sunetului flamenco de la chitara clasica,
care se distinge prin alternarea foarte rapida si clard a degetelor mainii drepte. Datorita
aplicdrii acestei tehnici, interpretul a reusit sd obtind un sunet vibrant al basului, conferind
instrumentului o anumita culoare.

Trebuie mentionat cd, pentru a-si perfectiona tehnica de interpretare, G. Lee foloseste
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o metoda suplimentara de extragere a sunetului, in care degetul aratitor al mainii drepte
efectueaza simultan doud ciupituri. In acest scop, bas-istul, producand sunetul printr-o
miscare in sus cu degetul mainii drepte, opreste degetul pe urmatoarea coardd in ordinea
corespunzatoare, dupd care, printr-o miscare inversd a degetului aratdtor, efectueaza o
ciupiturd in jos. De asemenea, este demn de mentionat cd acest principiu aminteste de
miscarea unui plectru in timpul interpretarii la chitara electrica.

In acelasi timp, a doua ciupiturd cu degetul arititor al mainii drepte este realizati
printr-o loviturd a degetului pe coarda, in principal cu suprafata unghiei. Astfel, remiterea
sunetului prin miscarea inversa a degetului se realizeaza intr-o manierd mai percutionara.
Totodatd, aceastd miscare creeaza o amplitudine mai puternicd, necesara pentru a obtine un
sunet specific rock-ului, permitdnd muzicianului sa produca atat un singur sunet, cat si mai
multe sunete simultan.

In mod similar, interpretul foloseste si degetul mijlociu al mainii drepte. Datoriti
miscarii suplimentare, G. Lee este capabil sa dezvolte un joc foarte tehnic pe instrument,
aplicand un numar mai mic de miscari. Pentru a intensifica atacul sunetului basului,
muzicianul poate utiliza tehnica flamenco picking fara suportul degetului aratator si mijlociu
al mainii drepte, in timpul ciupiturii in sus: aceastd conditie sporeste nu doar stridenta
timbrului, ci si creste componenta percutionara a sunetului de bas.

Un alt aspect important al tehnicii flamenco picking este sprijinul degetului mare al
mainii drepte pe pickup. Pozitionarea degetului mare este, de obicei, caracterizatd prin zona
de deasupra pickup-ului neck, asigurind un sunet necesar si vibrant al basului. in aceasti
situatie, unghiul antebratului si al incheieturii este orientat spre gitul instrumentului, iar
degetele muzicianului sunt plasate strict perpendicular pe corzile instrumentului.

Cuvinte-cheie: chitara bas, Geddy Lee, tehnici de extragere a sunetului, tehnici de
interpretare, flamenco picking

During the second half of the 1960s, the rock music genre development was
characterized, on the one hand, as being a bright socio-cultural phenomenon, while on the
other hand there stood innovations in the field of electrical equipment. The largest companies
specializing in the production of musical instruments offered innovative examples of modern
instruments which were designed to provide both: a more convenient and ergonomic design,
as well as a promising basis intended for forming a fundamentally new sound. An important
aspect within the field of technological innovations was the fact that the musicians used
special sound processing devices and effect pedals.

When speaking about the bass guitar performance, it is interesting to notice that the
leading basis of almost all bass parts still continued to belong to playing simple bass riffs
based on ostinato pentatonic patterns. Along with, it is worth stating that during the early
1960s the artistic activity of such first performers as Paul McCartney, John Entwistle, Jack
Bruce and others, contributed to forming an independent bass guitar playing school,
influencing altogether the next generation of talented musicians to be. One of such new wave
bass guitarists within the 1970s was Geddy Lee, a Canadian vocalist and the Rach group's
keyboardist, composer and bass guitarist. His enormous musical talent made it possible for the
musician to revise previously existing instrumental concepts, bringing to the forefront a
developed metro-rhythmic basis. At the same hour, G. Lee has elaborated and has
subsequently integrated his own innovative playing style into the professional practice, a style
that based on individual performance skills.

Characterizing the G. Lee's sound production features, let us turn to the Flamenco bass
technique, known as well as the Flamenco Picking which the musician practiced. Its
distinctive feature involved borrowing the classical guitar's flamenco sound production
technique, which was distinguished by a very fast and clear alternation of the fingers of the
right hand. Using such a technique, the performer managed to achieve a bright bass guitar
sound, offering the instrument a specific musical color.
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It should be noted that in order to improve the playing technique, G. Lee used an
additional sound extraction method when the index finger of the right hand performs two
plucks at once. For this purpose, the bass guitarist was extracting the sound with an upward
movement of the finger of the right hand, stopping the finger on the next string in order to
afterwards, with a reverse movement of the index finger, perform a pluck downwards. Let us
simultaneously note as well that such a principle resembled the movement of a pick
(plectrum) when playing an electric guitar.

All while, the second pluck with the index finger of the right hand was performed by
striking the finger on the string mainly with the nail surface. Thus, the sound extraction of the
reverse movement of the finger occurred in a more percussive manner. At the same time, such
a movement produced a more powerful amplitude, which was necessary for creating a
specific rock music sound, allowing the musician to extract both one and several sounds
simultaneously.

Thataway, the performer as well used the middle finger of the right hand. Thanks to
the additional movement, G. Lee was able to develop a very technical instrument playing
using fewer playing movements. To enhance the attack of the bass guitar sound, the musician
could use the flamenco picking technique not involving the index and middle fingers of the
right hand when plucking upwards: that condition increased both, the timbre brightness and
the percussion component of the bass sound.

Another important condition of the flamenco picking technique was supporting the
pickup with the right-hand thumb. The position of the thumb was usually characterized by the
area above the neck pickup, which provided the needful and bright sound of the bass guitar.
The tilt of the forearm and of the hand was directed towards the neck, whilst the musician's
fingers were placed strictly perpendicular to the instrument strings.

Keywords: bass guitar, Geddy Lee, sound production techniques, performance technique,
flamenco picking
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Concertul nr.1 pentru trombon si pian, semnat de Oleg Negruta, reprezintd o opera
remarcabild prin sinteza stilurilor componistice national, clasic si jazz. Concertul este
conceput in forma de sonatd, cu o structurd care, prin arhitectura sa echilibratd, permite
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compozitorului sd experimenteze si sa evidentieze profund capacitatile tehnice si expresive
ale instrumentelor implicate. Lucrarea subliniazd colaborarea sublima dintre compozitor si
interpret, fiind un exemplu prin care sunt valorificate elementele tehnice si de expresie ale
trombonului.

Concertul nr.1 pentru trombon si pian a fost compus in anul 1987, avand o structura
complexa ce combind elemente ale traditiei muzicale cu inovatii stilistice. Forma sa de sonata
include contraste expresive intre sectiuni rapide si lente, sugerand o arhitecturd tripartita
(Allegro Moderato — Andante — Allegro Moderato). Monotematismul concertului se remarca
prin utilizarea ingenioasd a unei teme centrale, variatd si dezvoltatd pe parcursul lucrarii.
Tema initiala este expusd in tonalitatea B-dur, fiind marcata de cromatizari complexe si
accente ritmice specifice jazz-ului, care adauga o nota de modernitate. Aceasta tonalitate de
baza este supusd unor modificari subtile, sugerdnd o explorare intonationald care include si
tonalitati inrudite precum d-moll, Es-dur, si g-moll. Tema principala si variatiile sale sunt
sustinute de interactiunea dintre trombon si pian, ultimul avind rol de acompaniament, dar cu
utilizarea unor elemente ritmice specifice (triolete, sincope).

Astfel, lucrarea nu doar impresioneazad prin inventivitatea stilisticad, ci si prin
provocarile tehnice impuse interpretului. Dificultatile interpretative includ articulatia legato 1n
pasaje rapide, executia precisd a sincopelor si gestionarea corectd a respiratiei in schimbarile
rapide de registre. Aceste aspecte subliniaza nivelul ridicat de pregatire cerut interpretului si

.....

e vy

ale instrumentului, imbinand intonatiile melodice cu principii ale stilului jazz. Episodul lent
aduce un contrast puternic prin caracterul sau cantabil, marcand o pauzad contemplativa in
structura dinamizatd a concertului. Finalul lucrarii, prin codd, reafirma temele principale si
secundare, oferind o concluzie coerentd si vibrantd. Prin aceastd Incheiere subtild, Oleg
Negruta reuseste sd ofere o lucrare ce sintetizeazd atat traditia cat si inovatia, consolidand
pozitia concertului in repertoriul muzical contemporan.

Concertul nr.1 pentru trombon si pian reprezinta o contributie valoroasa la repertoriul
muzical contemporan. Prin abordarea sa inovatoare, Oleg Negruta a pus in valoare atat
virtuozitatea interpretului cat si bogatia expresiva a trombonului. Analiza realizata subliniaza
relevanta acestei lucrdri pentru interpreti, muzicologi si public, consoliddnd mostenirea
stilistica s1 tehnicd a compozitorului.

Cuvinte-cheie: Oleg Negruta, concert, trombon, interpretare, intonatie, formd de sonatd

Concerto No.1 for trombone and piano, authored by Oleg Negruta, stands out as a
remarkable work due to its synthesis of national, classical, and jazz compositional styles. This
concerto is designed in sonata form, featuring a structure that, through its balanced
architecture, allows the composer to deeply experiment and highlight the technical and
expressive capabilities of the involved instruments. The composition underscores the sublime
collaboration between composer and performer, serving as an exemplary piece in which the
composer effectively showcases the technical and expressive qualities of the trombone.

Concerto No.1 for trombone and piano, composed in 1987, is characterised by a
complex structure combining musical tradition elements with stylistic innovations. Its sonata
form includes expressive contrasts between rapid and slow sections, suggesting a tripartite
architecture (Allegro Moderato — Andante — Allegro Moderato). The monothematic nature of
the concerto is distinguished by the ingenious use of a central theme that is varied and
developed throughout the work. The initial theme is introduced in B major, marked by
intricate chromaticism and rhythmic accents characteristic of jazz, adding a modern touch.
This fundamental tonality undergoes subtle modifications, exploring related tonalities such as
D minor, E-flat major, and G minor. The main theme and its variations are supported by the
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interaction between trombone and piano, with the piano serving an accompaniment role, yet
employing specific rhythmic elements (triplets, syncopations).

Thus, the work not only impresses with its stylistic innovation but also through the
technical challenges it poses to the performer. Interpretative difficulties include legato
articulation in rapid passages, the precise execution of syncopations, and the proper
management of breathing in rapid register shifts. These aspects emphasize the high level of
preparation required of the performer and the necessity of a well-developed embouchure
flexibility. Additionally, the analysis addresses intonation issues and solutions proposed for
enhancing the embouchure’s flexibility and interpretative breathing.

The solo cadenzas within the work demonstrate the expressive possibilities of the
instrument, blending melodic intonations with jazz principles. The slow episode provides a
strong contrast through its cantabile character, marking a contemplative pause in the dynamic
structure of the concerto. The conclusion of the work, through a coda, reaffirms the main and
secondary themes, offering a coherent and vibrant resolution. Through this subtle ending,
Oleg Negruta succeeds in delivering a composition that synthesizes both tradition and
innovation, solidifying the concerto’s place in the contemporary musical repertoire.

Concerto No.1 for trombone and piano represents a valuable contribution to the
contemporary musical repertoire. Through its innovative approach, Oleg Negruta has
emphasized both the virtuosity of the performer and the expressive richness of the trombone.
The analysis highlights the relevance of this work to performers, musicologists, and the
audience, consolidating the composer’s stylistic and technical legacy.

Keywords: Oleg Negrutd, concerto, trombone, performance, intonation, sonata form
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Wpuna Ilpecc (1956-2021) — BBLAAMONMIUICS POCCHHCKO-MOJITABCKUIM XYI0KHUK-
cueHorpad. Ee TBopueckoe Hacieane BOIUIOTUIOCH B OTPOMHOM YHCJIE OTIEPHBIX U OaJIeTHBIX
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KOCTIOMOB M JIEKOpallMii K MHOTOYUCJICHHBIM MOCTAaHOBKAM, KOTOPbIE COCTABUJIM MPOYHYIO
0a3y JUisl U3y4YEeHHsI €€ UCKYCCTBA.

ABTOPCTBY XYJIOKHHIIBI MPHHAICKAT HEMAIOE KOJIUYECTBO PAOOT K CHEKTaKIISIM,
KOTOpBIE€ HE OBbLIIM MOCTaBIeHbI. BIioiHe 3aKOHOMEPHO, YTO CpeId HUX paHHUE MHCTUTYTCKUE
npoObl: I poza no A. OcTpoBCKOMY, TypreHeBCKUi Mecsay 6 Oepesne, NUILUIOM IO Oanery
M. Yynaku Muumsiii orcenux u ap. Croaa Ke OTHOCATCS PUCYHKH CpEOHEro Iepuoja:
JEKOpalMOHHBIC ATIONGI K [lasyam P. JleonkaBamio u cepusi OJIECTSAIIMX ICKU30B K BEUepy
onepeTThl 1991 r., KOCTIOMBI IO KOTOPBIM CIITUTHI HE OBLIH.

ITocneqnuit nepuoxn tBopuectBa M. IIpecc Takxke OTMEUEH CO3JaHHMEM HECKOJIBKUX
CIIEKTAKJIEH, KOTOpbIE IO TEM WJIM UHBIM NpUYMHaM He ocymectBuinuchk. K 2004 r. otHOCcHTCA
3aMbICeJl HOBOW NOCTAaHOBKU Audwr JIx. Bepaum nns xummHeBckoil omepel B crtuie .
Hzeddupenmu. B 2007-2008 rr., Oyaydn Ha MOCTY TJIaBHOTO XyIO)KHMKa HammoHaasHOTO
Tearpa omepsl u Oamera uM. M. buenry, oHa maHHpoBaja «OCBEXKHUTHY JIEKOPAIHH
HECKOJIBKMX pENepTyapHbIX ONEp, CO3JaB 3CKU3bl K TpeM u3 HuX: bocema, Tocka JIx.
IIygqunnu u Kapmen XK. buze.

B 2005 r. nna Tearpa omepsl u 6anera ExarepunOypra U. Ilpecc momkna Oblia
opopmuth KocTioMbl K Omenno JIx. Bepau. B ee coOpaHuu ocranuch pUCYHKH K JIBYM
pa3auuHbIM KoHLenuusaM. [lepBrIii, kilaccuyeckuil BapuaHT KOCTIOMHOTO O0(OPMIICHHSI ONIEPhI
npopalboTaH 10 Menbuamux jaetaneil. Bo Bropom pelieHuu HaiiieH MOHOXPOMHBIM CTHJIb,
OCHOBAHHBIN Ha CMEIIEHUH «MUJIUTApH», KIIACCUKU U aHUMAaIUU.

Ot pyxoBojacTBa Tearpa pymblHCKoro ropoga Slccel B 2006 r. U. Ilpecc momyunna
3aKa3 Ha NOCTaHOBKY Crsaweti xpacasuyer 11. YaiikoBckoro. COXpaHWIOCh HECKOJIBKO
ACKH30B, B TOM YHCJI€ HE3aBEPIICHHBIX, JNAIOLIUX SICHOE IPEICTaBICHUE O BEIUKOJIEITHOM
«UMIEPCKOM» CTUJIE XY0KHUIIBI ITOCJIEIHUX JIET TBOPUYECTBA.

B stoM ke rony st KummHeBCKOro rocyapCTBEHHOTO PYCCKOIO JpaMaTH4eCKOIro
teatpa uM. A.Il. YUexoBa U. Ilpecc coznana sckusbl k Mouomy @. JloctoeBckoro, 3aiyman
MOCTPOUTH TPAAUIIMOHHBIA CIEKTaKJIb HAa KOHTPACTE MPOCTHIX JIEKOPALMM M POCKOUIHBIX
KOCTIOMOB B IPUIJIYIIEHHBIX OTTEHKaX. /leTanbHO pa3pabaTbiBas XxapaKTepbl MEpCOHAXKEN U
UX B3aMMOOTHOIICHHUS, XyJOKHHUIIE YAAIOCh JOOUTHCS CIHMSHHS UCTOPHUKO-IUTEPATYPHOH U
XyJ0’)KeCTBEHHOW TmpaBabl. [IlpumedarenbHO, 4YTO JMIA, TUIAXH CPUCOBBIBAINCH €10 C
KOHKPETHBIX KUBBIX Jtoe. K coxxanenuto, npembepa cocrosuiacek 6e3 U. Ilpecc.

HekoTtopele 3CkM3bl W3 MEpPEUYUCICHHBIX HEOCYIIECTBICHHBIX IPOEKTOB ObLIN
MOKa3aHbl Ha BBICTABKaX, CPeIM KOTOPBIX JIB€ MOCMEPTHHIE MEPCOHAIbHBIE 3KCHO3ULUU B
Kummmnese: Upuna Ilpecc — 3acaoka meampa (3 mapra — 10 ampemnst 2022), koropas
cocrosyiack B HanuoHanpHOM XyHOXKECTBEHHOM My3see, U [losmuxa Hpuner Ilpecc,
pacnaxuyBmass asepu 20 sHBaps 2023 r. B BBICTaBOYHBIX HpocTpaHcTBax HayuHoit
o6ubnuorexu Anopeii Jlynan.

Kntroueswie cnosa: Upuna llpecc, cyenoepagpus, meamp, cnekmaxiu, 3CKU3bl, 8bICIAGKU

Irina Press (1956-2021) este o artista-scenografa exceptionala din Rusia si Republica
Moldova. Mostenirea ei creativa s-a concretizat in numeroase spectacole de opera si balet in
Rusia, Moldova, Ucraina, Belarus, Regatul Unit, Germania si Bulgaria. Ideile artistice pe care
le-a avut, 1n special in crearea costumelor de scend, s-au integrat profund in estetica teatrului
muzical contemporan. In arhiva I. Press si in colectii private s-au pastrat peste 500 de schite
de costume si decoruri pentru numeroase montdri, care au constituit o baza solida pentru
studiul artei sale.

Autoarei 1i apartin un numar considerabil de lucrari scenografice pentru spectacole
care nu au fost puse in scend. Este firesc ca printre acestea sd se numere si incercarile
timpurii, Tncd din de cand studia la institut: Furtuna dupa A. Ostrovski, Luna in sat dupa 1.
Turghenev, lucrarea de diploma pentru baletul lui M. Kulaki Intdritorul etc. De asemenea,
includem si desenele din perioada medie de activitate: studii decorative pentru Pagliacci de
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R. Leoncavallo si o serie de schite strdlucitoare pentru seara de opereta din anul 1991,
costumele caror nu au fost realizate.

Ultima perioadda de creatie a 1. Press este marcatd si de realizarea mai multor
spectacole care, din diverse motive, nu s-au realizat. In anul 2004, a fost conceputd o noui
versiune scenica a operei Aida de G. Verdi pentru teatrul din Chisinau, in stilul lui F.
Zeffirelli. In anii 2007-2008, fiind director artistic al Teatrului National de Operi si Balet M.
Biesu, ea a planificat sa ,,innoade” decorurile pentru cateva opere din repertoriu, crednd schite
pentru trei dintre ele: Boema, Tosca de G. Puccini si Carmen de G. Bizet.

In 2005, pentru Teatrul de Operi si Balet din Ekaterinburg, 1. Press urma sa realizeze
costumele pentru Otello de G. Verdi. In colectia ei au ramas desenele pentru doud concepte
diferite. Prima, varianta clasicd a costumului, a fost elaboratd in cele mai mici detalii. In a
doua solutie a fost gasit un stil monocrom, bazat pe amestecul de ,,militar”, clasic si animatie.

De la Teatrul de opera din Iasi, Roméania, in anul 2006, 1. Press a primit comanda de a
monta Frumoasa adormita de P. Ceaikovski. S-au pastrat cateva schite, inclusiv unele
neterminate, care oferd o imagine clard a splendidului stil ,,imperial” al artistei din ultimii ani
de creatie.

In acelasi an, pentru Teatrul Dramatic Rus de Stat din Chisinau A.P. Cehov, I. Press a
creat schite pentru Idiotul de F. Dostoievski, dorind sa construiasca un spectacol traditional,
bazat pe contrastul dintre decorurile simple si costumele luxoase in nuante estompate.
Detaliind caracteristicile personajelor si relatiile lor, artista a reusit sd obtind o fuziune intre
adevarul istoric-literar si cel artistic. Remarcabil este faptul ca fetele, tipologiile, erau
desenate de ea dupa oameni reali. Din pacate, premiera a avut loc fara I. Press.

Unele schite din proiectele enumerate, care nu s-au realizat, au fost prezentate la
expozitii, printre care doud personale postume in Chisinau: Irina Press — Misterul teatrului (3
martie — 10 aprilie 2022), care a avut loc la Muzeul National de Arta si Poetica Irinei Press
care a deschis usile pe 20 ianuarie 2023 in spatiile expozitionale ale Bibliotecii Stiintifice
Andrei Lupan.

Cuvinte-cheie: Irina Press, scenografie, teatru, spectacole, schite, expozitii

Irina Press (1956-2021) is an outstanding Russian-Moldovan set designer. Her
creative legacy was embodied in a huge number of opera and ballet spectacles in Russia,
Moldova, Ukraine, Belarus, Great Britain, Germany and Bulgaria. The artistic ideas that she
was guided by, first of all, in creating stage costumes, have firmly entered the aesthetics of
modern musical theater. More than 500 sketches of costumes and sets for numerous
productions have been preserved in I. Press' archive and private collections, which formed a
solid basis for studying her art.

The artist is the author of a considerable number of works for spectacles that were not
staged. It is quite natural that among them are early institute samples: The Storm based on
A. Ostrovsky, Turgenev's A Month in the Country, a diploma of M. Chulaki's ballet The False
Bridegroom etc. This also includes drawings from the middle period: set designs for
R. Leoncavallo's Pagliacci and a series of brilliant sketches for an evening of operetta in
1991, the costumes for which were not sewn. The last period of I. Press's work is also marked
by the creation of several projects that, for one reason or another, were not realized. The idea
for a new Aida by G. Verdi for the Chisinau Opera in the style of F. Zeffirelli dates back to
2004. In 2007-2008, while holding the post of chief artist of the National Opera and Ballet
Theater M. Biesu, she planned to “refresh” the sets of several repertoire operas, creating
sketches for three of them: La Boheme, Tosca by G. Puccini and Carmen by G. Bizet.

In 2005, I. Press was supposed to design costumes for Othello by G. Verdi for the
Yekaterinburg Opera and Ballet Theater. Her collection contains drawings for two different
concepts. The first, classical version of the opera’s costume design was worked out to the
smallest detail. The second solution featured a monochrome style based on a mixture of
“military,” classics and animation.
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In 2006, I. Press received an order from the theater in the Romanian city of lasi to
stage The Sleeping Beauty by P.l. Tchaikovsky. Several sketches have survived, including
unfinished ones, giving a clear idea of the artist’s magnificent “imperial” style of her last
years of work.

In the same year, |. Press created sketches for F. Dostoevsky's The Idiot for the
Chisinau State Russian Drama Theater A.P. Chekhov, planning to realize a traditional
performance on the contrast of simple scenery and luxurious costumes in muted shades. By
developing the characters' personalities and their relationships in detail, the artist managed to
achieve a fusion of historical, literary and artistic truth. It is noteworthy that she copied the
faces and types from specific living people. Unfortunately, the premiere took place without I.
Press.

Some sketches from the listed unrealized projects were shown at exhibitions, including
two posthumous solo exhibitions in Chisinau: Irina Press — The Riddle of the Theater
(March 3 — April 10, 2022), which took place at the National Art Museum and The Poetics of
Irina Press, which opened its doors on January 20, 2023 in the exhibition spaces of the Andrei
Lupan Scientific Library.

Keywords: Irina Press, scenography, theater, spectacles, sketches, exhibitions
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Falsetto este un registru vocal unic care ocupa un loc special in practica muzicald
contemporana. Utilizarea lui, ce descinde din traditia italiana a secolului al XVI-lea, a suferit
schimbari semnificative sub influenta factorilor estetici, fiziologici si tehnologici. Astazi,
falsetul este un instrument integrat cantecului din muzica pop, unde este folosit pentru a crea
efecte dinamice expresive, pentru a extinde gama vocala si a transmite nuante emotionale. In
acest articol se realizeaza o analizd detaliatd a istoriei aparitiei falsetului, a caracteristicilor
fiziologice de producere ale acestuia atat la barbati, cét si la femei, a cunostintelor metodice si
a tehnicilor pedagogice menite sa atingd un nivel 1nalt al tehnicii de interpretare, precum si a
aplicarii practice a acestei tehnici In genurile muzicii contemporane. O atentie deosebita este
acordatd integrarii metodelor traditionale cu tehnologiile inovatoare pentru perfectionarea
maiestriei vocale. In secolul al XVII-lea, in corurile bisericilor italiene si luterane, falsetul a
dobandit statutul de mijloc esential pentru transmiterea liniilor melodice inalte, in special
atunci cand partile de alto erau incredintate unor interpreti capabili sd lucreze in acest registru.

%8 E-mail: juleaviola@gmail.com
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Epoca barocd a fost marcatd de practica unica de castrare a bdietilor pentru a le pastra
calitatile vocale copildresti. Acesti interpreti, care posedau voci de soprano, mezzo-Soprano
sau contralto, au stabilit standardul de puritate si precizie a sunetului, ce a devenit ulterior
model pentru dezvoltarea tehnicii falsetto. Procesul reflectd nu numai o transformare tehnica,
ci si profunde schimbari socioculturale asociate cu abandonarea practicilor brutale din trecut
si cautarea de noi metode de a obtine rezultate vocale inalte. Utilizarea moderna a falsetului in
cantecul din muzic pop se bazeazd pe integrarea traditiilor istorice cu noi abordari
pedagogice. Dezvoltarea tehnologiilor de inregistrare, a analizei sunetului si a procesarii
digitale a facut posibila reproducerea si imbunatatirea nuantelor sunetului de falset,
transformandu-1 intr-unul dintre principalele mijloace de exprimare in industria muzicala
moderna.

Astfel, dinamica istoricd a dezvoltarii falsetului reflectd o luptd constantd pentru
perfectionarea tehnicii de interpretare, adaptarea la noile cerinte ale genurilor si contextelor
tehnicii vocale. Utilizarea programelor specializate pentru analiza spectrala, a microfoanelor
de Tnaltd calitate si a sistemelor de feedback vizual permite vocalistului s monitorizeze
modificarile sonore in timp real, sa corecteze tranzitiile eronate si sd optimizeze procesul de
formare. O astfel de abordare integrata reduce riscul de deformare a corzilor vocale, permite
obtinerea mai rapida a efectului dorit si ofera o evaluare obiectivd a progresului. Aceste
tehnologii sunt deosebit de importante in predarea tehnicii falsetto, unde chiar si abaterile
minore pot afecta semnificativ sunetul final. Falsetto a devenit de mult timp o parte integranta
a repertoriului pop modern. Formatiile si solistii folosesc acest registru pentru a crea efecte
sonore caracteristice, pentru a evidentia momentele emotionale si pentru a extinde gama de
interpretare. Utilizarea falsetului permite nu numai varierea volumului si a timbrului, ci si
crearea unor viraje armonice neasteptate, care reprezintd un aspect important al interpretarii
muzicii pop. In astfel de genuri tehnica falsetului este strans legata de ideea de interpretare
personald, in care fiecare nuantd a interpretarii devine un element de expresie artistica, iar
maiestria tehnica este baza persuasiunii emotionale. Stdpanirea eficientd a falsetului necesita o
abordare cuprinzatoare in care metodologia pedagogica combind pregatirea fizica, reglarea
psihologica si utilizarea tehnologiilor digitale moderne. O analiza interdisciplinard care
integreaza abordari acustice, fiziologice si psihologice face posibila crearea unor recomandari
metodice obiective care contribuie la dezvoltarea maiestriei vocale individuale. O astfel de
abordare nu numai cd protejeazd sdnatatea pliurilor vocale, dar stimuleazd si dezvoltarea
creativa a interpretului prin lucrul precis si detaliat asupra fiecarei nuante sonore.

Cuvinte-cheie: canto, falsetto, muzica pop, tehnicd vocald, registru vocal, yodeling

Falsetto is a unique vocal register that occupies a special place in contemporary
musical practice. Its use, which dates back to the Italian tradition of the 16th century, has
undergone significant changes under the influence of aesthetic, physiological, and
technological factors. Today, falsetto is an integral tool both in pop singing, where it is used
to create expressive dynamic effects, expand the vocal range, and convey emotional nuances.
In this article, a detailed analysis is conducted on the history of the emergence of falsetto, the
physiological features of its production in both men and women, the methodological
knowledge and pedagogical techniques aimed at achieving a high level of performance
technique, as well as the practical application of this technique in contemporary genres.
Special attention is paid to the integration of traditional methods with innovative technologies
to perfect vocal mastery. In the 17th century, in Italian and Lutheran church choirs, falsetto
acquired the status of an essential means for delivering high melodic lines, especially when
alto parts were entrusted to performers capable of working in this register. The Baroque era
was marked by the unique practice of castrating boys in order to preserve their childlike vocal
qualities. These performers, possessing soprano, mezzo-soprano, or contralto ranges, set the
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standard of purity and precision of sound, which later became the model for the development
of falsetto technique. This process reflects not only a technical transformation but also
profound sociocultural changes associated with the abandonment of the brutal practices of the
past and the search for new methods to achieve high vocal results. The modern use of falsetto
in pop singing is based on the integration of historical traditions with new pedagogical
approaches.

The development of recording technologies, sound analysis, and digital processing has
made it possible to reproduce and enhance the nuances of falsetto sound, making it one of the
key means of expression in the modern music industry. Thus, the historical dynamics of the
development of falsetto reflect a constant striving for the perfection of performance technique,
adaptation to new genre requirements, and cultural contexts. Modern technologies
significantly expand the possibilities for analyzing and correcting vocal technique. The use of
specialized programs for spectral analysis, high-quality microphones, and visual feedback
systems allows the vocalist to monitor sound changes in real time, correct erroneous
transitions, and optimize the training process. Such an integrated approach reduces the risk of
vocal fold strain, enables faster achievement of the desired effect, and provides an objective
evaluation of progress. These technologies are especially important when teaching falsetto
technique, where even minor deviations can significantly affect the final sound. Falsetto has
long become an integral part of the modern pop repertoire. Bands and soloists use this register
to create characteristic sound effects, highlight emotional moments, and expand the
performance range. In the genres of popular music, the falsetto technique acquires a particular
expressiveness. The use of falsetto not only allows for varying volume and timbre, but also
for creating unexpected harmonic turns, which is an important aspect of pop interpretation. In
such genres, the falsetto technique is closely linked with the idea of personal interpretation,
where every nuance of performance becomes an element of artistic expression and technical
mastery is the basis of emotional persuasion. Effective mastering of falsetto requires a
comprehensive approach in which the pedagogical methodology combines physical
preparation, psychological tuning, and the use of modern digital technologies. An
interdisciplinary analysis that integrates acoustic, physiological, and psychological
approaches makes it possible to create objective methodical recommendations that contribute
to the development of individual vocal mastery. Such an approach not only preserves the
health of the vocal folds but also stimulates the creative development of the performer
through precise and detailed work on each sonic nuance.

Keywords: singing, falsetto, popular music, vocal technique, vocal register, yodeling
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| Hate Music este un ciclu vocal pentru voce si pian compus in anul 1942 de
compozitorul din Statele Unite ale Americii Leonard Bernstein. Creatia a fost interpretata in
premiera in anul 1943 de vocalistul Jennie Tourel si Leonard Bernstein in postura de pianist.
Istoria amuzantd a aparitiei lucrdrii este legata de un prieten al compozitorului Edys Merril,
care a fost colegul sau de apartament la momentul compunerii ciclului. E. Merrill a rostit fraza
,»1 Hate Music” (urdsc muzica) exprimand nemultumirea sa din cauza repetitiilor infinite ale
lui L. Berstein cu vocalistii. Merita de accentuat faptul ca, textul literar la fel este scris de
compozitor si reprezintd un discurs prozaic. Ciclul uneste urmatoarele cinci miniaturi
cameral-vocale: My Name Is Barbara (nr.1), Jupiter Has Seven Moons (nr. 2), | Hate Music!
(nr. 3), A Big Indian and a Little Indian (nr. 4) si I'm a Person Too (nr. 5), toate fiind cantate
din perspectiva unei fetite de zece ani, Barbara. Scrisd intr-un stil vesel si satiric, lucrarea
incorporeaza idiomele jazzistice care, avand o naturd improvizatoricd si jucdusa, reflectd
naturaletea si spontaneitatea cantirii unui copil. In preambul compozitorul afirma: ,.in
interpretarea acestor cantece, sfiald trebuie evitatd cu asiduitate; dulceata naturala nefortata a
expresiilor copilului nu poate fi niciodata aurita cu succes, mai degrabd va veni prin muzica
proportional cu demnitatea si intelegerea sofisticata a cantaretei”. My Name Is Barbara (nr.1)
este 0 prezentare a eroinei: toate mijloacele de expresivitate muzicala sunt subordonate
realizarii acestei sarcini: factura pianului este extrem de transparenta cu implicarea registrului
acut, acordurilor in pozitia larga, iar ambitus-ul partidei vocale este el - a2. Profilul dinamic,
care trebuie redat foarte precis de catre interpreti, se bazeaza pe contrastul unui discurs mai
linistit in sectiunile extreme ale miniaturii cu starea mai turburatoare in partea de mijloc.

In nr. 2 Jupiter Has Seven Moons, influenta limbajului jazzistic se intruchipeaza in
miscdrile tonale pe semiton, schimbarile bruste de tempo, care cer de la interpreti un simt
impecabil de ansamblu, mai ales in redarea desenelor ritmice specifice, care dezvaluie
influenta genurilor muzicii latino-americane prin implicarea masurii de 5/8 (fiind grupate ca
2+3) sau prin masurile alternate 5/8-4/8.

In nr. 3 | Hate Music! compozitorul foloseste numeroase tehnici expresive pentru a
dezvalui imaginea unei fete capricioase. Compozitorul recurge la onomatopee, silabe care
amintesc partial de scat-ul jazzistic pe silabele ,,la dee dada dee”. In ceea ce priveste tratarea
partidelor vocale si instrumentale, ambele se bazeaza pe salturi largi: astfel, intervalul de nona
sau cvintd predomina atat in partea vocala, cat si in limbajul armonic al acompaniamentul, in
timp ce paralelismul structurilor verticale evoca unele asocieri cu armonia jazz. Structura
compozitionald nu este tocmai traditionald, bazandu-se pe contrastul dintre sectiunile extreme
scrise intr-un tempo-ul moderat si sectiunea de mijloc plind de viatd in tempo-ul avansat,
intruchipand antiteza gandurilor eroinei privind esenta muzicii.

Sub aspect metroritmic nr. 4 A Big Indian and a Little Indian se construieste pe jocul
iscusit al masurilor mixte si schimbate 7/8 u 5/8, 3/8, 8/8, 9/8, generand astfel un tip specific
de miscare. O sarcind importantd pentru cantareatd consta in articularea textului unei ghicitori:
,»A big Indian and a little Indian were walking down the street. The little Indian was the son of
the big Indian; but the big Indian was not the father of the little Indian: You see the riddle is,
if the little Indian was the son of the big Indian, but the big Indian was not the father of the
little Indian, who was he? I’ll give you two measures: His mother!”.

Aspectul metrorimtic capatd o importantd sporitd si In ultima miniaturd vocala a
ciclului I'm a Person Too (nr. 5), unde schimbarea masurii devine un procedeu menit sa
largeasca structura frazei din interior in cele mai cruciale momente ale textului verbal. Ne
referim la o declaratie a fetitei de 10 ani, ea la fel este o personalitate. In ceea ce priveste
problema unitatii ciclului, aceasta se rezolva de catre compozitor intr-un mod complex: prin
leit-intonatii (in special a intervalului de nona mare — ascendenta si descendentd), prin
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structurile acordice construite pe intervale de cvinta, prin contrastul de tempo ale partilor
ciclului si prin factorul tonal.
Cuvintele-cheie: ciclul vocal, miniatura vocala, L. Bernstein, limbajul muzical, arhitectonicd

| Hate Music is a vocal cycle for voice and piano composed in 1942 by the American
composer Leonard Bernstein. The work was premiered in 1943 by vocalist Jennie Tourel and
Leonard Bernstein as pianist. The amusing story of the works appearance is linked to the
composer’s friend Edys Merril, who was his roommate at the time the cycle was composed.
E. Merrill uttered the phrase | Hate Music expressing his displeasure with L. Berstein’s
endless rehearsals with the vocalists. It is worth emphasizing that the verbal text is also
written by the composer and represents a prosaic speech.

The cycle unites the following five cameral-vocal miniatures: My Name Is Barbara
(no.1), Jupiter Has Seven Moons (no.2), I Hate Music! (no.3), A Big Indian and a Little
Indian (no. 4) and I'm a Person Too (no.5), all sung from the perspective of ten-year-old girl
Barbara. Written in a cheerful and satirical style, the work incorporates jazz idioms that, being
improvisatory and playful in nature, reflect the naturalness and spontaneity of a child’s
singing. In the preamble the composer states, ”In the performance of these songs, coyness is
to be assiduously avoided. The natural, unforced sweetness of child expressions can never be
successfully gilded; rather will it come through the music in proportion to the dignity and
sophisticated understanding of the singer”. My Name Is Barbara (No. 1) is a presentation of
the heroine: all means of musical expressivity are subordinated to the accomplishment of this
task: the piano party is extremely transparent with the involvement of the high register, chords
in the wide position, and the ambitus of the vocal part being el - a2. The dynamic profile to
be very accurately rendered by the performers is based on the contrast of a calmer speech in
the outermost sections of the miniature with the more with the more turbid state in the middle.

In no.2 Jupiter Has Seven Moons, the influence of the jazz language is embodied in
the tonal movements on semitones, the sudden changes of tempo, which require from the
performers an impeccable sense of ensemble, especially in the rendering of the specific
rhythmic patterns, which reveal the influence of the Latin American music genres by the
involvement of the 5/8 measure (being grouped as 2+3) or by the alternating 5/8-4/8
measures. In No. 3 | Hate Music! the composer uses numerous expressive techniques to
reveal the image of a capricious girl. Composer resorts to onomatopoeia, syllables partly
reminiscent of jazz scat on the syllables "la dee dada dee". As for the treatment of the vocal
and instrumental parties, both are based on broad jumps: thus, the intervals of a ninth or a fifth
predominate both in the vocal party and in the harmonic language of the accompaniment,
while the parallelism of the vertical structures evokes some associations with jazz harmony.
The compositional structure is not exactly traditional, relying on the contrast between the
extreme sections written in a moderate tempo and the lively middle section written in an
advanced tempo, embodying the antithesis of the heroine’s thoughts on the essence of music.

Under the metrorhythmic aspect No. 4 A Big Indian and a Little Indian is built on the
unusual game of mixed and changed measures 7/8 u 5/8, 3/8, 8/8, 9/8, thus generating a
specific type of movement. An important task for the singer is to articulate the text of a riddle:
”A big Indian and a little Indian were walking down the street. The little Indian was the son of
the big Indian; but the big Indian was not the father of the little Indian: You see the riddle is,
if the little Indian was the son of the big Indian, but the big Indian was not the father of the
little Indian, who was he?I'll give you two measures: His mother!”.

The metrorhymic aspect takes on greater importance in last miniature of the cycle I'm
a Person Too (No. 5), where the change of measure becomes a procedure designed to broaden
the phrases structure at the most crucial moments of the verbal text. It is a declaration by the
10-year-old girl that she is a personality too.

As for the problem of the unity of the cycle, it is solved by the composer in a
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complex way: through leit-intonations (especially the interval of the high ninth — ascending
and descending), chords structures built on intervals of fifths, contrasting tempo of the parts
of the cycle and the tonal factor.

Keywords: vocal cycle, vocal miniature, L. Bernstein, muzical language, arhitectonics
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B tBOopuecTBe ['ennaauns Anexcanaposuda Yobany dhoprenraHo OTBOAUTCS JAJIEKO HE
camasi TocleAHsss poib. be3ycloBHO, €ro KOMIIO3UTOPCKHM pa3Max JIOCTaTOYHO UIMPOK,
MOCKOJIbKY OXBAaTHIBAET BCE W3BECTHBIC HaM JKaHPOBBIC O0JIacTH W c(ephl, HO MPU 3TOM
JOCTOMHCTBa (POPTEMHAHO, KaK COJHMPYIOIIEro, aHCaMOIEBOTO W aKKOMITAHUPYIOIIETO
WHCTPYMEHTA HUCKOJIBKO HE YMAJISIOTCS.

Opnum u3 Hanbonee MHTepecHbIX omycoB ['. UobaHy, HamMcaHHBIX Tl POpTenHaHo
coio, sBisieTcs ibeca Natura statica cu flori, melodii si armonii — Hamwopmopm ¢ yeemamu,
Menodusamu u eapmonusmu, co3nanHas B 1993 roxy. B ero TBopuecTBe MHOTHE COYMHEHUS
CBSI3aHBI C TEMOW MPHUPOIBI, KOTOpas, B CBOIO OYepe/ib, TECHO TEpEIUIeTaeTCcsl ¢ MPooIeMoit
HKOJIOTMH M COXPaHEHHEM BCero >KUBOro Ha 3emuie. O0passl mpupoast y I'. Hobany 3auactyro
BBICTYIAIOT B TECHOW CBSI3M C OOIIEYEIOBEUECKUMU U OO0MIePUI0COOCKUMU BOMPOCAMH,
BBIpaxkasi MyJpbIi B3I U TTyOOKYIO MPOHHUIIATEIHFHOCTH KOMIIO3UTOPA.

HNutepecno, uto poab ¢GopmMooOpasyrommx (GakTopoB B JaHHOM IPOU3BEICHHUH
UTPAIOT HE TPAJAUIIMOHHBIC J1aIOTOHATBHBIE COOTHOIICHHUS, a HECTIEIIM(PUIESCKIE MY3bIKATBHO-
BBIPA3WTEIBHBIC  CPEJCTBA: TPOMKOCTHAs JHHAMHWKa, aroruka u  (akrypa. B
HCTIOJTHUTENILCKOM acCIeKTe BaXHO MOJYEPKHYTh, YTO ISl MY3BIKAIbHOTO s3bika I'. UobaHy
CBOMCTBEHHO CTpPEMIICHHE K TPEIeIbHOMY paMOHATH3MY (OPMBI M OXBaTy IICIIOCTHOCTH
3BYKOBOTO TpocTpaHcTBa. [Ipu »3ToM (akTypHas BepTHKalb U TOPU30HTAIL MOCTPOSHBI Ha
OCHOBE €JIMHOTO 3BYKOBOTO HCTOYHHKA: HHTEPBAJIA, MHTEPBAILHOTO Psia, HHOTO CO3BYYHS.

B nenom, ymenne yoeauTenbHO BOCCO3/IaTh MOCPEACTBOM (OPTEMUAHHOTO 3BYyUaAHUS

*° E-mail: marina19850212@gmail.com
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XyH0XKeCTBEHHBI 00pa3 HariopmopTa ¢ 1BeTaMH, MEJIOAUSMHU U TapMOHUSMH JOCTATOYHO
HEIPOCTO, MOCKOJIbKY MY3bIKaJIbHBIHN S3bIK TAHHOTO NPOU3BEICHUS BeCcbMa cliokeH. [loaTomy
JUISL PacKpbITUSl MOJJIMHHOIO KOMIIO3UTOPCKOIO 3aMbICiia HMCIOJHUTENI0 HY)KHO OYEHb
MHOTI'0€ JJOJlyMbIBaTh, OCMBICIMBATh U 3a4aCTyI0 JOCTPAauBaTh KOHUEIIUIO CAMOMY.
Knrouesvie cnosa: popmenuarno, ounamuka, azoeuka, hakmypa, My3blKaabHbill A3bIK

In creatie lui Ghenadie Ciobanu, pianul ocupi un loc aparte. Sfera sa compozitionala
este destul de largd, deoarece acopera toate domeniile de gen cunoscute de noi, iar avantajele
pianului, ca instrument pentru interpretarea solo in ansamblu si acompaniament, nu sunt
diminuate.

Una dintre cele mai interesante piese ale lui Gh. Ciobanu, scrisa pentru pian solo, este
Naturd statica cu flori, melodii si armonii, creatd in 1993. In creatia sa multe lucrari sunt
legate de tema naturii. Imaginile naturii la Gh. Ciobanu apar adesea in stransa legatura cu
problemele universale umane si filozofice generale, exprimand viziunea si perspicacitatea
profunda a compozitorului.

Este interesant faptul cd rolul factorilor formativi in aceasta lucrare este atribuit nu
relatiilor traditionale modal-tonale, ci altor elemente compozitionale, precum: dinamica
sonoritatii, agogica si textura. In aspectul interpretativ, este important de subliniat, ci limbajul
muzical al lui Gh. Ciobanu este caracterizat de o dorinta de rationalism extrem al formei si
imbratisarea integritatii spatiului sonor. In acelasi timp, texturile verticale si orizontale sunt
construite pe baza unei singure surse sonore: interval, serie de intervale s.a.

In general, capacitatea de a recrea in mod convingitor imaginea artisticd in Naturd
statica cu flori, melodii si armonii prin sunetul pianului este destul de dificild, deoarece
limbajul muzical al lucrarii este foarte complicat. Prin urmare, pentru a dezvalui adevarata
intentie a compozitorului, interpretul trebuie sd gandeasca mult, sd inteleagd si adesea sa
construiasca conceptul lui propriu.

Cuvinte-cheie: pian, dinamica, texturd, limbaj muzical

In the works of Gennady Alexandrovich Ciobanu, the piano plays a far from
insignificant role. Of course, his compositional scope is quite broad, since it covers all known
genre areas and spheres, but at the same time, the advantages of the piano as a solo, ensemble
and accompanying instrument are not diminished in the least.

One of the most interesting opuses of G. Ciobanu, written for piano solo, is the piece
Natura statica cu flori, melodii si armonii — Still life with flowers, melodies and harmonies,
created in 1993. In his creation, many compositions are related to the theme of nature, which,
in turn, is closely intertwined with the problem of ecology and the preservation of all life on
earth. Images of nature in composer’s creation often appear in close connection with universal
human and general philosophical issues, expressing the wise view and deep insight of the
composer. It is interesting that the role of form-generating factors in this work is played not
by traditional tonal relationships, but by non-specific musical expressive means: loudness
dynamics, agogics and texture. In the performing aspect, it is important that the musical
language of G. Chobanu is characterized by the desire for the rationalism of form and the
coverage of the integrity of the sound space. At the same time, the textural vertical and
horizontal are built on the basis of a single sound source: an interval, an interval series, or
another consonance. In general, the ability to convincingly recreate the artistic image of a Still
Life with flowers, melodies and harmonies by means of piano sound is quite difficult, because
the musical language of this work is very complex. Therefore, in order to reveal the
composer's true intention, the performer needs to think a lot, and often build his own
conception.

Keywords: piano, dynamics, agogics, texture, musical language
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Articolul abordeaza Concertul pentru corn si orchestra, op. 91 al compozitorului rus
Reinhold Gliére (1875-1956), o lucrare reprezentativa din perioada sovieticad, compusd in
1951. Textul prezintd contextul istoric al aparitiei concertului si oferd un studiu detaliat a
particularitatilor structurale si interpretative ale lucrdrii cu exemple elocvente din textul
muzical. Concertul a apdrut in urma unei intalniri din 1950 intre compozitor si cornistul
Valery Polekh dupa o repetitie la Teatrul Bolsoi, avand premiera in mai 1951 la Filarmonica
din Leningrad sub bagheta compozitorului, cu V. Polekh ca solist.

Concertul, structurat in trei parti traditionale (Andante, Andante, Moderato — Allegro
vivace), prezinti o orchestratie de tip romantic cu o formula instrumentald completa. in urma
analizei minutioase a primei parti autorul delimiteaza structura sonatei clasice: expozitia cu
tema principald energicd si grupul tematic secundar liric, dezvoltarea, cadenta virtuoza
(preferata fiind cea compusa de Valery Polekh) si repriza.

Partea a doua, un lied n Es dur, subliniaza frumusetea timbrului cornului in registrul
mediu, cu melodii cantabile si duioase asemadnatoare céantecelor populare rusesti. Sunt
identificate dificultatile tehnice posibile legate de expresivitate si frazare, inclusiv tehnica de
bouché (sunete infundate), recomandata de catre autor in absenta timpului suficient pentru
introducerea surdinei.

Finalul lucrdrii imbina elemente specifice rondo-ului cu tema cu variatiuni, oferind
posibilitatea instrumentistului de a-si demonstra maiestria tehnica prin pasaje dificile ce
necesita dubld staccato si digitatie adaugatoare. Autorul reliefeazd importanta optarii pentru
un tempo oportun si pentru articulatia precisd in scopul realizarii efectelor muzicale
intentionate de compozitor.

Analiza contine numeroase indicatii practice din partea autorului, cum ar fi tehnici de
respiratie, digitatii addugdtoare si articulatii in pasajele dificile, facand referire la interpretari
celebre, precum cea a lui Radek Baborak. Datorita aspectelor interpretative si compozitionale
abordate, articolul vizat constituie un ghid valoros pentru interpretii interesati de aceasta
lucrare semnificativa din repertoriul pentru corn.

Cuvinte-cheie: Reinhold Gliére, concert pentru corn, analiza structurald, particularitati
interpretative

The article discusses the Concerto for Horn and Orchestra, Op. 91 by Russian
composer Reinhold Gliére (1875-1956), a representative work from the Soviet era, composed

1 E-mail: zlotesku1985@mail.ru
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in 1951. The text presents the historical context of the concerto’s creation and offers a
detailed study of its structural and interpretative features, with eloquent examples from the
musical score. The concerto emerged following a 1950 meeting between the composer and
horn player Valery Polekh after a rehearsal at the Bolshoi Theatre, and premiered in May
1951 at the Leningrad Philharmonic under the baton of the composer, with V. Polekh as the
soloist.

The concerto, structured in the traditional three movements (Andante, Andante,
Moderato — Allegro vivace), features Romantic-style orchestration with a full instrumental
ensemble. Through a meticulous analysis of the first movement, the author outlines the
structure of the classical sonata: the exposition with a vigorous main theme and a lyrical
secondary thematic group, the development section, the virtuosic cadenza (with preference
given to the one composed by Valery Polekh), and the recapitulation.

The second movement, a lied in E-flat major, highlights the beauty of the horn’s
timbre in its middle register, with lyrical and tender melodies reminiscent of Russian folk
songs. The article identifies potential technical challenges related to expressiveness and
phrasing, including the bouché technique (muted sounds), which the author recommends in
the absence of sufficient time to insert a mute.

The final movement combines elements of the rondo form with a theme and
variations, offering the performer an opportunity to showcase their technical prowess through
challenging passages requiring double tonguing and additional fingering. The author
emphasizes the importance of choosing an appropriate tempo and precise articulation in order
to achieve the musical effects intended by the composer.

The analysis includes numerous practical tips from the author, such as breathing
techniques, additional fingerings, and articulation strategies for difficult passages, with
references to renowned interpretations like that of Radek Baborak. Due to the interpretative
and compositional aspects addressed, the article serves as a valuable guide for performers
interested in this significant work from the horn repertoire.

Keywords: Reinhold Gliére, horn concerto, structural analysis, interpretative features
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Asociind teatrul de idei cu teatrul politic, vom sustine ca acesta din urma este astazi
un exemplu valabil, In continuu proces de dezvoltare. Teatrul, din timpul aparitiei sale in
Grecia Antica, a fost un mijloc de formare al unor definitii ale valorilor sociale, morale,
spirituale etc. in consecinta, teatrul de idei&teatrul politic, care, in interactiunea/comunicarea
cu publicul se bazeazd pe aceleasi principii aristotelice, creeaza, cu buna stiintd sau fard sa
vrea, orientarile valorice ale societatii, adica formeaza o idee despre bine si rau.

Este adevarat ca discutia la care am dori sa supunem fenomenul de teatru de politic
vizeaza, in primul rand, ,,0 privire in acest sens asupra secolului XX si o perspectiva pentru
viitor”, care a implicat puternic teatrul politic ,,in jocurile politice”, de ieri, de azi si, poate,
chiar de maine.

Inainte de a ne intreba ce perspective existd astizi pentru un , teatru politic”, poate ar
fi necesar, In primul rand, sd ne Intrebam preliminar ce ar trebui sd intelegem prin aceastd
expresie, mult mai problematicd si complexa decat ceea ce poate sa para la prima vedere. Este
oare teatrul politic un ,teatru ideologic”, adica un teatru care propune/impune idei si mesaje
bazate pe o ideologie sau viziune foarte specificd asupra lumii? Sau este un teatru care,
dimpotriva, nu vrea sd propuna/impuna idei, ci mai degraba Incearcd sa le inspire; un teatru
care nu propune/impune o modalitate de a gandi, dar ne impinge sa gandim, sd reactivam
gandirea?

Este interesant de observat cat de multa atentie a fost acordata acestor probleme-cheie
de mai multi dintre principalii creatori si realizatori ai teatrului politic din secolul XX: de la
Eisenstein la Meyerhold, la insusi Brecht, in care omul de teatru a dorit sa devina formator de
idei, sa lanseze opinii asupra proceselor actuale care dominau societatea.

Daca ne referim la secolul XX, putem identifica cel putin trei modalitéti principale de
teatru politic, modalitati care nu sunt neapdrat consecutive, din punct de vedere cronologic, si
care nici macar nu se exclud in mod rigid unele pe altele. In primul rand, avem un teatru cu

2 E-mail: tartausvetlana2022@gmail.com
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continut politic si/sau cu scopuri ideologice explicite: ma gandesc aici la teatrul politic clasic
al lui Piscator si Brecht. Teatrul brechtian este un tip de teatru de o complexitate aparte,
deghizat sub o simplitate exterioard sau sub o forma simpla. El isi propune sa distruga
perceptia teatrului ca o artd a pldcerii — chiar si una extrem de spirituald; el pune intotdeauna
spectatorul 1intr-o pozitie neconfortabild, provocandu-i disconfortul cu dileme morale
ambigue, distinctii neclare intre adevar si minciund. Acest lucru se poate observa si in
Investigarea, Cantata marionetei lusitanilor, Noapte cu musafiri de Peter Weiss, In US de
Peter Brook si in multe alte spectacole angajate politic, produse de ambele maluri ale
Atlanticului in perioada anilor ‘68.

Orice artist creator al teatrului politic, vrand-nevrand, devine brechtian. Englezul
Peter Brook, punand 1n scend Marat/Sade de Peter Weiss, foloseste, practic, aceleasi tehnici:
zong-uri, expresionism, structurd cantec-cabaret. In acelasi timp, cantecele nu dezviluie
caracterul personajelor, ci oferd mai degraba un comentariu asupra actiunii in desfasurare —
aceasta este o diferentd foarte importanta intre un cabaret politic si un muzical sau o opereta.

Daca vom analiza lucrurile din perspectiva viitorului, vom putea constata ideea
crearii unui disconfort al spectatorului — o caracteristica-cheie a esteticii brechtiene, care a
fost Tmprumutatd nu numai de teatrul politic modern, dar si de majoritatea teatrelor, in
general. Aceasta ar putea fi estetica socului, inhibitia meditativd a vorbirii, complexitatea
deliberati a textului scenic. In teatrul modern acest disconfort este aproape intotdeauna
prezent. Un teatru confortabil in care sa stai linistit si sa te bucuri de spectacolul artistilor este
deja divertisment. Arta pune continuu privitorul intr-o pozitie inconfortabild, cerandu-i sa
lucreze continuu cu mintea si sufletul. Teatrul politic nu este doar o declaratie politica, ci, in
mare masura, si una esteticd. Aceasta este o actiune care oferd publicului cateva provocari, i
pune sarcini dificile, nepermitdndu-i sd se relaxeze. Din estetica teatrului politic se nasc
fenomene importante ale teatrului modern, chiar dacd nu sunt despre politica sau despre
probleme sociale acute.

Cuvinte-cheie: teatrul politic, teatrul brechtian, formator de idei, estetica socului,
disconfortul spectatorului

Associating the theatre of ideas with the political theatre, I will argue that the latter is
today a valid example, in a continuous process of development. Theatre, since its emergence
in Ancient Greece, has been a means of shaping definitions of social, moral, spiritual values,
etc. Consequently, the theatre of ideas and political theatre, which rely on the same
Aristotelian principles in their interaction/communication with the audience, consciously or
unconsciously create the value orientations of society, that is, they shape an idea o the good
and evil.

It is true that the discussion in which I would like to present the phenomenon of
political theatre primarily concerns "a look in this regard at the 20™ century and a perspective
for the future," which has significantly involved the political theatre in the “’political games"
of yesterday, today, and perhaps even tomorrow.

Before we ask what perspectives exist today for a "political theatre," it is first
necessary to preliminarily question what we should understand by this expression, which is
much more problematic and complex than it may appear at first glance. Is political theatre an
"ideological theatre," meaning a theatre that proposes and imposes ideas and messages based
on a very specific ideology or worldview? Or is it a theatre that, on the contrary, does not seek
to propose or impose ideas, but rather tries to inspire them; a theatre that does not propose or
impose a way of thinking, but pushes us to think, to reactivate our thinking?

It is interesting to note how much attention was paid to these key issues by many of
the main creators and practitioners of the political theatre in the 20th century: from Ejzenstejn
to Meyerhold, to Brecht himself, in which the theatre creator sought to become a shaper of
ideas, to launch opinions on the current processes that dominated society.
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If we look at the 20™ century, we can identify at least three main forms of political
theatre, forms that are not necessarily consecutive chronologically and that do not rigidly
exclude one another. First, we have a theatre with political content and/or explicit ideological
purposes: I am thinking here of the classic political theatre of Piscator and Brecht. The
Brechtian theatre — a type with a particular complexity, disguised under an exterior
simplicity or a simple form — aims to destroy the perception of theatre as an art of pleasure
— even one that is extremely spiritual; it always places the audience in an uncomfortable
position, provoking discomfort with ambiguous moral dilemmas and unclear distinctions
between truth and falsehood. This can also be seen in texts such as "The Investigation" and
"The Lusitanian Puppet Cantata," "Night with Guests" by Peter Weiss, "US" by Peter Brook,
and many other politically engaged performances produced on both sides of the Atlantic
around '68.

Any artist creating a political theatre, whether he likes it or not, he becomes a
Brechtian. The Englishman Peter Brook, staging "Marat/Sade" by Peter Weiss, practically
uses the same techniques: zongs, expressionism, song-cabaret structure. At the same time, the
songs do not reveal the characters' traits but rather provide commentary on the ongoing action
— this is a very important difference between the political cabaret and a musical or operetta.
Action — this is a very important difference between a political cabaret and a musical or
operetta.

Regarding the perspectives for the future, we will find that the idea of creating
discomfort for the audience — a key characteristic of Brechtian aesthetics—has been
borrowed not only by the modern political theatre but also by theatre in general. This could be
the aesthetics of shock, the meditative inhibition of speech, the deliberate complexity of the
stage text. In modern theatre, this discomfort is almost always present. A comfortable theatre
where one can sit back and enjoy the performance of the artists is already entertainment. Art
continuously places the viewer in an uncomfortable position, demanding that they work
constantly with their mind and soul. Political theatre is not just a political statement; it is
largely about aesthetics. It is an action that offers the audience several challenges, imposes
difficult tasks, and does not allow them to relax. Important phenomena of modern theatre
arise from the aesthetics of political theatre, even if they are not about politics or acute social
issues.

Keywords: political theatre, Brechtian theatre, idea-former, aesthetics of shock, spectator
discomfort
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Lucrarea data studiaza creatia lui Dumitru Acris, care s-a declarat cu un stil individual
(o sinteza a Metodei de actiune fizica a lui K. Stanislavsky, a Biomecanicii lui V. Meyerhold,
a Teatrului cruzimii promovat de catre A. Artaud, a Teatrului fizic, a Rasaesteticii lui R.
Schechner, a ZhlobArt-ului) si un mesaj alarmant: lumea trece de la faza de schizofrenie lenta
la faza activa. lar calaretii Apocalipsei strabat deja prin aceastd lume cu vitezd maxima.
Ultimele sale spectacole alcatuiesc un anumit ciclu, in care transforma intriga pieselor clasice
intr-un spatiu de interpretari regizorale. Motivul pierderii casei devine dominant aici. Mai
mult, casa creste pand la nivelul generalizarii si este asociatd cu tara sau chiar cu intreaga
planeta. Intr-o forma provocatoare, Dumitru Acris ne face si ne gandim la tragedia umanitatii,
care este incapabila sa-si inteleagd greselile fatale si sistemice, care pot duce la o catastrofa.
Civilizatia este Tmpotmolitd Intr-o nebunie radicald. Societatea a degradat. Legaturile de
familie se pierd; fixati pe propriile interese, oamenii au devenit indiferenti fatd de problemele
altora; cdutarea propriului confort distruge legile coexistentei umane; valorile materiale
prevaleaza asupra celor spirituale. In afara peretilor natali, pe care personajele le parisesc
fortat sau benevol, ele sunt vazute ca neprotejate, private de identitate, dezorientate.

Pentru exemplificare sunt luate spectacolele: Casa dupa Vasa Jeleznova de M. Gorki
la Teatrul National Satiricus I.L. Caragiale, Chisindu, 2021; Livada de visini de A.P. Cehov
la Teatrul National Radu Stanca, Sibiu, 2023; Unchiul Vanea de A.P. Cehov la Teatrul
National Satiricus I.L. Caragiale, Chisinau, 2023; Pescarusul de A.P. Cehov la Teatrul
National Radu Stanca, Sibiu, 2023; Ciuleandra dupa romanul lui L. Rebreanu (dramatizarea
A. Rosca) la Teatrul Dramatic 1.D. Sirbu, Petrosani, 2024; Omul cel bun din Seciuan de
Bertolt Brecht la Teatrul Tony Bulandra, Targoviste, 2024; Anna Karenina dupa Lev Tolstoi
(dramatizarea A. Rosca) la Teatrul Mic, Bucuresti, 2024; Intriga si iubire dupa F.Schiller la
Teatrul National ,,Mihai Eminescu” din Botosani, 2024. Functia de dramaturg al spectacolului
este semnatd pentru ultimele cinci titluri de catre Angelina Rosca.

Existd un anumit dialog intre spectacole. Prin urmare, intrebarea lui Charlotta
Ivanovna din Livada de visini — ,,Cine sunt eu?” (exprimata constant i Tn moduri diferite) —
este una existentiald care priveste pe toatd lumea. Iar cuvintele lui Dorn — ,,Ce nervosi sunteti
cu totii! Ce nervosi!” — nu sunt doar despre personajele din Pescarusul. Si nu numai in
montarea Casei personajele nu sunt capabile sa exprime dragostea si sd pronunte cuvantul
»lubesc” pana la sfarsit. Ramasitele acestui sentiment sunt ascunse adanc, in spatele blocajelor
emotionale. Eroii nu vor putea face fata traumelor si secretelor sale teribile in izolare. Unii
incearcd cu disperare sd se deschida, sd ceard ajutor. Dar nu pot avea incredere in nimeni. Ca
doar mainile intinse spre ei, aparent pentru ajutor, sunt Imbratisari-capcane. Chiar si mainile
mamei (spectacolul Casa). Si a cata oara de pe buze se desprinde doar ,, Te iu...” in loc de ,,Te
tubesc”, iar corpul se convulsioneaza (Casa, Unchiul Vanea). lubirea este inlocuitd de frica.
,Cine este aici?”, Intreaba profesorul Serebreakov in intuneric, ca si cum ar fi prins n capcana
(Unchiul Vanea).

Regizorul ne arata lumea din care a plecat Dumnezeu. In ciuda cresterii pe scari larga
a religiozitatii, exista din ce in ce mai putina credinta adevarata. La sfarsitul piesei Omul cel
bun din Seciuan, vedem pe ecran picioarele goale ale lui Dumnezeu, retrigandu-se. In
spectacolul Casa preotul este in familia unui enoriag muribund pe tot parcursul actiunii
scenice. Dar nu pentru a o consola sau pentru a alina suferinta celui ce iatd-iata va pleca in
lumea cealaltd. Scopul lui este sa-i astepte moartea, ca dupa aceea sa le anunte rudelor lunga
listd cu preturile bisericii pentru serviciile funerare. Eroii piesei Livada de visini nu au
justificat planul divin si, se pare, prin relatia dintre Ranevskaia si Lopahin, vedem povestea
ultimei femei si a ultimului barbat de pe padmant.

Spectacolele realizate de Dumitru Acris sunt incomode, socante. Pe el nu-l intereseaza
fabula, ci extra-fabula, esenta relatiilor omenesti, cauzele si consecintele faptelor savarsite.
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Esenta relatiei dintre personajele clasice este transferata in realitatea moderna. El adaugd la
spectacole nu numai noi conexiuni narative intre personaje, ci si scene noi. In acelasi timp,
regizorul nu povesteste liniile narative prin limbajul scenic. El acumuleazd emotie. Toate
spectacolele sale se disting printr-o paletd emotionald bogata si saturatd, situatii acute,
conflicte pronuntate, desen grafic clar, ritm nervos. El dezvaluie secretul, aduce subtextul in
text si 1n plasticitate. De regula, regizorul foloseste un spatiu de joc comprimat, in timp ce
extinde spatiul semnificatiilor cat mai mult posibil. Adesea foloseste o re-semantizare socanta
a simbolurilor si personajelor materialului literar.

Cuvinte-cheie: provocativitate, metoda de actiune fizicd, biomecanica, teatrul cruzimii,
teatrul fizic, resemantizarea, relectura scenicd, metafora scenicd

This paper studies the creation of Dumitru Acris, who declared himself with an
individual style (a synthesis of K. Stanislavsky's Method of Physical Action, V. Meyerhold's
Biomechanics, the Theater of Cruelty promoted by A. Artaud, the Physical Theater, of R.
Schechner's Rasaaesthetics, ZhlobArt) and an alarming message: the world passes from the
phase of slow schizophrenia to the active phase. And the horsemen of the Apocalypse are
already traversing this world at full speed. His last shows make up a certain cycle, in which he
transforms the plot of classical plays into a space for directorial interpretations. The reason for
losing the house becomes dominant here. Moreover, the house grows to the level of
generalization and is associated with the country or even the entire planet. In a provocative
way, Dumitru Acris makes us think about the tragedy of humanity, which is incapable of
understanding its fatal and systemic mistakes, which can lead to a catastrophe. Civilization is
mired in radical madness. Society has degraded. Family ties are lost; Fixated on their own
interests, people have become indifferent to the problems of others; the search for one's own
comfort destroys the laws of human coexistence; material values prevail over spiritual ones.
Outside their native walls, which the characters leave forcibly or voluntarily, they are seen as
unprotected, deprived of identity, disoriented.

As an example, the following performances are taken: The House after Vasa Jeleznova
by M. Gorky at the Satiricus I.L. Caragiale National Theatre, Chisinau, 2021; The Cherry
Orchard by A.P. Chekhov at the Radu Stanca National Theatre, Sibiu, 2023; Uncle Vanea by
A.P. Chekhov at the Satiricus I.L. Caragiale National Theatre, Chisinau, 2023; The Seagull
by A.P. Chekhov at the Radu Stanca National Theatre, Sibiu, 2023; Ciuleandra after L.
Rebreanu (dramatization by A.Rosca) at the 1.D. Sirbu Dramatic Theatre, Petrosani, 2024;
The Good Man of Seciuan by Bertolt Brecht at the Tony Bulandra Theatre, Targoviste, 2024,
Anna Karenina after L.Tolstoy (dramatization by A. Rosca) at the Small Theatre, Bucharest,
2024; Intrigue and love after F.Schiller at the Mihai Eminescu Theater in Botosani, 2024. The
position of playwright of the show is signed for the last five titles by Angelina Rosca.

There is a certain dialogue between the shows. Therefore, Charlotta Ivanovna's
question from The Cherry Orchard "Who am 1?" (expressed constantly and in different ways)
is an existential one that concerns everyone. And Dorn's words "How nervous you all are!
How nervous!" are not only about the characters in The Seagull. And not only in the staging
of The House, the characters are unable to express love and pronounce the word "I love" until
the end. The remnants of this feeling are hidden deep behind emotional blockages. The heroes
will not be able to cope with its terrible traumas and secrets in isolation. Some are desperately
trying to open up, to ask for help. But I can't trust anyone. That is only the hands stretched out
to them, apparently for help, are trap-hugs. Even Mother's Hands (The House show). And how
many times does it come off your lips only "I lo..." instead of "I love you", and the body
convulses (The House, Uncle Vanea). Love is replaced by fear. "Who's here?" asks Professor
Serebreakov in the dark, as if trapped (Uncle Vanya).

Everyone wants to run away from the excessive intensity of situations and
relationships. But there is nowhere to run. The feeling of general chaos is enhanced by an
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accelerated, syncopated rhythm and tempo. Time passes mercilessly. It seems that death is
already blowing in the back We should assume that the director often uses empty space not
only because "it is the riskiest form of theatre" (Dumitru Acris), but also because it reads like
a desert of cosmic proportions scorched by human cruelty and selfishness. Here everyone
rushes in a kind of Brownian motion, pushing and sweeping each other out of their heroes'
necks, and until the thread of life has yet broken, they are messing around, trying to snatch a
piece of happiness. Heroes exist in conditions of fierce competition. Almost everyone tries to
reach a new height by climbing on the other. An expressive visual image for this is a plastic
study with a chair from Uncle Vanya (when Sonia climbs higher on it, than Elena Andreevna).
People achieve their desires through aggression and even cruelty. In The Seagull, Trigorin
writes his works with a flamaster directly on Masha's body. In The Good Man of Seciuan,
Yang Sun, after finding out that he will not see the happiness of the flight due to the fact that
his fiancée Shen Te can no longer pay for this flight, drags her on the floor right at their
wedding. To complete the mockery of Shen Te's kindness, the priest kicks the unfortunate
woman. Led to the extreme degree of humiliation by Ranevskaya, Lopahin literally throws
her out of the house.

The director shows us the world from which God departed. Despite the widespread growth of
religiosity, there is less and less true faith. At the end of the play The Good Man of Seciuan,
we see on the screen the bare feet of God withdrawing. In the show The Priest House is in the
family of a dying parishioner throughout the stage action. But not to console it or to alleviate
the suffering of the one who will leave for the other world. His goal is to wait for his death,
and then to announce to his relatives the long list of church prices for funeral services. The
heroes of the play The Cherry Orchard did not justify the divine plan and, apparently, through
the relationship between Ranevskaya and Lopahin, we see the story of the last woman and the
last man on earth.

The performances made by Dumitru Acris are uncomfortable, shocking. He is not
interested in the fable, but in the extra-fable, the essence of human relationships, the causes
and consequences of the deeds committed. The essence of the relationship between the classic
characters is transferred to modern reality. He adds to the performances not only new
narrative connections between characters, but also new scenes. At the same time, the director
does not tell the narrative lines through stage language. He accumulates emotion. All his
performances are distinguished by a rich and saturated emotional palette, acute situations,
pronounced struggles, clear graphic drawing, a nervous rhythm. He reveals the secret, brings
the subtext into the text and into plasticity. As a rule, the director uses a compressed playing
space, while expanding the space of meanings as much as possible. He often uses a shocking
re-semantics of the symbols and characters of the literary material.

Keywords: provocativeness, Method of physical action, Biomechanics, Theatre of cruelty,
Physical theatre, re-semantization, stage rereading, stage metaphor
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Scopul acestui articol este de a analiza cateva dintre modalitatile prin care exercitiul
coregrafic contribuie la antrenamentul dansatorilor, precum si la dezvoltarea si Imbunatatirea
calitatilor lor mentale si psihofizice.

Coregrafia, ca artd a spectacolului, are specificitati proprii si, In consecinta, un sistem
distinct de educatie si formare.

Particularitatea artei dansului consta in faptul ca expresia artistica a oricarei opere de
dans este transmisa prin plasticitatea corpului uman — expresivitatea sculpturala si grafica a
miscdrilor, gesturilor si posturilor dansatorului. Fiind o artd a spectacolului, dansul se bazeaza
pe perceptia vizuala a Intruchiparii plastice a dramei muzicale si a imaginilor sonore.

Prin tehnica sa unica si complexa dansul releva lumea interioard a individului, trairile
sale lirice si romantice, reflectand totodata identitatea sa nationala, stilistica si istorica.

In acest context, obiectivul fundamental al formarii dansatorului este dezvoltarea unui
»corp muzical” prin mijloacele artei coregrafice — adicd abilitatea de a exprima prin
plasticitate intreaga gamd de nuante, accente si logica operei muzicale care std la baza
dansului.

Exercitiile de dans constituie baza cultivarii plasticitatii corporale si a dezvoltarii
culturii motrice. Exercitiul coregrafic presupune o pregatire constantd si consecventd a
sistemului osos si articular-muscular, precum si o orientare mentald adecvata a elevilor,
favorizand dezvoltarea vointei, a memoriei motrice, a simtului ritmic si a muzicalitatii.

Aceastd pregatire vizeaza stdpanirea tehnicii de dans, care sta la baza expresivitatii
miscarii.

Exercitiul coregrafic modern este un sistem elaborat si unificat de elemente si
exercitii, rezultat al unei indelungate experiente artistice. Acesta este subordonat scopului
principal al formarii coregrafice: dezvoltarea unui ,,corp muzical” capabil sd creeze imagini
coregrafice prin intermediul expresivitatii plastice.

Sistemul de Exercitii dezvoltat de A.Ya. Vaganova este structurat astfel incat sa
asigure o incdlzire progresiva si eficientd a musculaturii dansatorului. Exercitiile alterneaza
intre lucrul pe picior intins si pe demi-plié, iar in a doua parte se introduc miscari cu
amplitudine mai mare si forme variate de port de bras.

Pe masura ce gradul de dificultate creste, sunt introduse exercitii pe demi-pointe,
pozitii de epaulman, attitude, tururi, piruete — elemente care dezvoltd aplombul si stabilitatea
interpretilor. Etapa urmatoare constda In executarea exercitiilor in mijlocul salii, unde
dansatorii 1s1 perfectioneaza stabilitatea si tehnica dobéandite la bara.

In centrul salii exercitiul debuteaza cu un adagio, dupi care succesiunea si numdrul
exercitiilor variazd in functie de obiectivele lectiei, de varsta si nivelul de pregatire al
dansatorilor.

Cuvinte-cheie: artd, coregrafie, dans, exercitiu, tehnicd de performanta
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The purpose of this article is the analysis of certain possibilities of the choreographic
exercice in the training of dancers, as well as in the development and improvement of their
mental and psychophysical qualities.

Choreography as a stage art has its own specifics and, accordingly, its own system of
education and training.

The peculiarity of dance art is that the content of any dance work, its artistic image is
revealed through the plasticity of the human body (sculptural-graphic expressiveness of
movements, gestures, poses of the actor-dancer). Being a performance art, dance is based on
the visual perception of the plastic embodiment of musical drama and musical images.

Through its unique and complex technique, the dance reveals the inner world of the
person, his/her lyrical-romantic feelings, reflecting at the same time his/her national, stylistic
and historical identity.

In this context, the main goal of a dancer's training is the education by means of
choreographic art of a "musical body", that is, the ability to express through choreographic
plasticity all the complexity of nuances, accents and logic of the musical work on the basis on
which the dance is created.

Dance exercises (exercice) are the initial positions for the development of the body
plasticity, and of its movement culture.

Choreographic exercice is a constant and consistent training of the bone and joint-
muscle apparatus, as well as of the mental adjustment of students, which contributes to the
development of their volitional qualities, motor memory, rhythmic sense and musicality. This
training aims to master the dance technique, which lays the foundation of expressive
movement.

The modern choreographic exercice is an elaborate and unified system of elements and
exercises created in the course of a long choreographic experience. It is natural that the
exercice is subordinated to the main task of choreographic training and education - creating a
"musical body" capable of creating a choreographic image by means of dance plasticity.

The exercice system developed by A. Ya. Vaganova is structured to ensure a
progressive and effective warm-up of the dancer’s musculature. The exercises alternate
between working on a straight leg and in demi-plié, and in the second part, the movements are
of a greater amplitude and various forms of port de bras are introduced.

As the level of difficulty increases, exercises on demi-pointe are added, along with
small and large épaulement positions, attitudes, tours, and pirouettes—elements that develop
the dancers’ aplomb and stability. The next stage consists of performing the exercises in the
center of the studio, where the dancers refine the stability and technique acquired on the barre.

In the center, the exercise sequence begins with a short adagio, after which the number
and order of exercises vary depending on the lesson’s objectives, the dancers’ age and their
level of training.

Keywords: art, choreography, dance, exercice, performance technique.
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Tot mai popular in lume, teatrul documentar a avut o influenta deosebitad asupra miscarii
teatrale romanesti, implicit, a celei din Republica Moldova, in special, din primele doud
decenii ale secolului XXI. Istoriile extrase din realitatile socio-politice, relatate de martorii
oculari, intercalate cu reportaje, cu discursuri ale oficialitatilor statale, pe de o parte, libertatea
de a explora si de a experimenta, care, la randul ei, reclama noi metode de lucru, un nou stil si
un mod de comunicare inedit, pe de altd parte, nu puteau sd nu suscite atentia mai multor
tineri de creatie, cum ar fi: Mihaela Sirbu, Anca Gradinariu, Geanina Carbunariu, Mihaela
Michailov, David Schwartz, Bogdan Georgescu, loana Paun (Romania), Mihai Fusu, Dumitru
Crudu, Nicoleta Esinencu, Luminita Tacu s.a. (Republica Moldova).

In Romania si Republica Moldova teatrul documentar este practicat si promovat de citre
sectorul teatral independent. Acest fenomen apare ca o replica adresata teatrelor
institutionalizate, care de obicei nu experimenteaza cu noi forme teatrale si nu provoaca
impact asupra spectatorului, nu oferd tinerilor artisti posibilitatea de a se afirma, rdimanand, in
multe cazuri, legate de traditie. In cadrul platformelor independente Macaz, proiectul
DramAcum, Teatrul fara frontiere (Romania), Laborator teatral/Foosbook, Spalatorie
(Republica Moldova) s-au creat proiecte teatrale specifice teatrului documentar.

Rezidentele internationale, atelierele si seminarele sustinute de companii teatrale
europene au favorizat aparitia dramei noi in spatiul teatral romanesc. Rezidentele de la Royal
Court Theatre din Londra au influentat dezvoltarea dramaturgiei noi in spatiul romanesc
contemporan. Astfel, la sfarsitul anilor 90, dramaturgi romani de referinta, printre care Alina
Nelega, Maria Manolescu, Andreea Valean, Gianina Carbunariu, Mihaela Michailov (ultimele
doua fiind exponente ale formulelor documentare in dramaturgie) au beneficiat de programele
rezidentiale ale teatrului londonez. Mihai Fusu, promotorul teatrului documentar din R.
Moldova, coordonatorul, regizorul, coautorul primului demers teatral documentar —
spectacolul A saptea kafana (2001) si al altor proiecte de teatru documentar de referinta in
spatiul cultural local, a realizat stagieri in Franta — Théatre de la Jacquerie, Centrul National
Dramatic din Montpellier, in Elvetia — Teatrul Le Griitli si Scoala de teatru Serge Martin din
Geneva. Nicoleta Esinencu, autoarea textelor create dupa metoda verbatim, puse in scena
Teatrului Spalatorie din Chisinau, a beneficiat de bursele Academiei Solitude din Stuttgart,
Germania, de cea a Recollets International accomodation and Exchange Center din Paris si
cea a Teatrului din Bourges, Franta.

Constituirea unui repertoriu orientat spre realitatile socio-politice este un factor specific
pentru promotorii teatrului documentar, avand misiunea de a propune atentiei colective
subiecte pe care autoritatile publice le evitd. In aceastd ordine de idei, destul de relevant este

6 E-mail: starciucmariana@gmail.com
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volumul Teatrul politic, 2009-2017, coordonat de Mihacla Michailov si David Schwartz,
regizori, dramaturgi romani, promotori ai teatrului politic documentar, care creeaza spectacole
ce documenteaza realitati ale inegalitatilor sistemice. Realitatile socio-politice sunt abordate si
in textele incluse in volumul Chisinau, 7 aprilie. Teatru-document. Cartea, aparutd la
Bucuresti in 2010, include piese de Irina Nechit (Coridorul mortii), Mihai Fusu
(Podozritelinoe iebalo sau Am ce am eu cu politistii), Dumitru Crudu (Mdine la aceeasi ora),
Constantin Cheianu (Si cu bunelul ce facem?) si este o dovada a faptului ca fenomenul
teatrului documentar a cunoscut o anumitd raspandire si in spatiul dintre Prut si Nistru.
Autorii acestei carti abordeaza teme inspirate din realitatea cotidiand moldoveneasca si, in
special, legate de evenimentele din aprilie, 2009: fraudarea alegerilor parlamentare de catre
partidul comunistilor, protestele de amploare ale tinerilor in Piata Marii Adunari Nationale,
actiunile violente ale unitétilor speciale ale politiei asupra manifestantilor, torturile, violurile,
bataile tinerilor in comisariatele de politie, moartea tdnarului Valeriu Boboc, infiintarea
Aliantei pentru Integrarea Europeana.

Tehnica verbatim sau interviul, ca instrument de lucru asupra realizarii textului
documentar, este adoptata de creatorii teatrului documentar din spatiul romanesc. Perioada
care a urmat dupa declararea, in 1991, a independentei Republicii Moldova, cu toate
problemele ei, a servit drept izvor de inspiratie pentru tinerii dramaturgi, adepti si promotori
ai teatrului documentar. O multitudine de texte pentru spectacolele documentare care s-au
produs 1n spatiul teatral basarabean au la baza interviul, respectiv, au fost scrise dupa metoda
verbatim. Unul dintre acestea este A4 saptea kafana, produsul Centrului de Arte Coliseum.
Textul este constituit din monologurile tinerelor nevoite sa se prostitueze, interviurile fiind
realizate si Incorporate in structura textuald de catre autorii Dumitru Crudu, Mihai Fusu si
Nicoleta Esinencu.

Cuvinte-cheie: teatru documentar, teatru politic, teatru independent, Verbatim, Laborator
teatral/Foosbook, Teatrul Spaldatorie, Mihaela Michailov, David Schwartz

Increasingly popular worldwide, the documentary theatre has had a significant influence
on the Romanian theatre movement, including in the Republic of Moldova, especially during
the first two decades of the 21st century. Stories drawn from socio-political realities, narrated
by eyewitnesses, interspersed with reports and speeches from state officials, on the one hand,
and the freedom to explore and experiment, which in turn demands new working methods, a
new style, and an innovative way of communication, on the other hand, could not fail to
attract the attention of many young creators such as: Mihaela Sirbu, Anca Gradinariu,
Geanina Carbunariu, Mihaela Michailov, David Schwartz, Bogdan Georgescu, loana Paun
(Romania), Mihai Fusu, Dumitru Crudu, Nicoleta Esinencu, Luminita Tacu, etc. (Republic of
Moldova).

In Romania and the Republic of Moldova, the documentary theatre is practiced and
promoted by the independent theatrical sector. This phenomenon appears as a response to
institutionalized theatres, which usually do not experiment with new theatrical forms and do
not have a significant impact on the audience, failing to provide young artists the opportunity
to assert themselves, remaining in many cases tied to tradition. Within independent platforms
such as Macaz, the Dram.Acum project, Teatrul fara frontiere (Romania), Laborator
teatral/Foosbook, Spalatorie (Republic of Moldova), specific documentary theatre projects
have been created.

International residencies, workshops, and seminars held by European theatre companies
have fostered the emergence of new drama in the Romanian theatrical space. Residencies at
the Royal Court Theatre in London have influenced the development of new dramaturgy in
the contemporary Romanian theatre. Thus, at the end of the 1990s, key Romanian
playwrights, including Alina Nelega, Maria Manolescu, Andreea Vialean, Gianina Carbunariu,
Mihaela Michailov (the last two being exponents of documentary formulas in dramaturgy),
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benefited from the residency programs at the London Ttheatre. Mihai Fusu, a promoter of
documentary theatre in the Republic of Moldova, the coordinator, director, and co-author of
the first documentary theatre project—the play A4 Saptea Kafana (2001) and other important
documentary theatre projects in the local cultural space—completed internships in France at
the Théatre de la Jacquerie, the National Dramatic Centre in Montpellier, Switzerland at the
Le Griitli Theatre, and the Serge Martin Theatre School in Geneva. Nicoleta Esinencu, the
author of verbatim-based texts staged at the Spaldtorie Theatre in Chisinau, benefited from
fellowships at the Solitude Academy in Stuttgart, Germany, the Recollets International
Accommodation and Exchange Center in Paris, and the Bourges Theatre in France.

The establishment of a repertoire focused on socio-political realities is a specific factor
for promoters of the documentary theatre, with the mission to propose collective attention to
topics that public authorities avoid. In this context, quite relevant is the volume Teatrul politic
2009-2017, coordinated by the Romanian directors and playwrights Mihaela Michailov and
David Schwartz, promoters of the political documentary theatre, who create plays
documenting the realities of systemic inequalities. Socio-political realities are also addressed
in the texts included in the volume Chisinau, 7 aprilie. Teatru document. The book, published
in Bucharest in 2010, includes plays by Irina Nechit (Coridorul mortii), Mihai Fusu
(Podozritelnoe iebalo or Am ce am eu cu politistii), Dumitru Crudu (Mdine la aceeasi ora),
and Constantin Cheianu (Si cu bunelul ce facem?), providing evidence that the phenomenon
of documentary theatre has gained some attraction in the space between the Prut and the
Dniester. The authors of this book address topics inspired by everyday Moldovan reality,
particularly those related to the events of April 2009: the fraudulent parliamentary elections
by the Communist Party, the massive protests by young people in the National Assembly
Square, violent actions by special police units against the demonstrators, torture, rapes,
beatings of young people in police stations, the death of young Valeriu Boboc, and the
formation of the Alliance for European Integration.

The verbatim technique or the interview as a working tool for creating documentary
texts has been adopted by the creators of the documentary theatre in Romania. The period
following the declaration of independence of the Republic of Moldova in 1991, with all its
issues, served as a source of inspiration for young playwrights who are advocates and
promoters of the documentary theatre. A multitude of texts for documentary plays produced
in the Bessarabian theatrical space are based on interviews, written using the verbatim
method. One of these is 4 Saptea Kafana, a production of the Coliseum Arts Centre. The text
consists of monologues of young women forced into prostitution, with interviews carried out
and incorporated into the textual structure by the authors Dumitru Crudu, Mihai Fusu, and
Nicoleta Esinencu.

Keywords: documentary theatre, political theatre, independent theatre, Verbatim, Theatre
Laboratory/Foosbook, Spaldatorie Theatre, Mihaela Michailov, David Schwartz.
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Impactul cinematografiei asupra culturii din Moldova este semnificativ si complex.
Pe masura ce industria se dezvoltd si se adapteaza, contributiile sale culturale devin tot mai
evidente. Filmele moldovenesti reflecta identitatea nationald, promoveaza limba si literatura
locald, educa si sensibilizeaza publicul asupra problemelor sociale, si faciliteaza interactiunea
culturald. De asemenea, cinematografia contribuie la crearea de noi talente si are un impact
economic pozitiv, prin crearea de locuri de munca si atragerea de investitii.

Cinematografia din Moldova nu numai ca imbogateste si diversifica cultura locala,
dar contribuie si la dezvoltarea economica si sociala a tarii, subliniind importanta sustinerii
continue a productiei de filme in aceasta regiune.

Se pot evidentia mai multe cai prin care cinematografia influenteaza cultura locala:
reflectarea identitatii nationale — prin definirea si conservarea identitatii nationale, prin
abordarea unor teme legate de istorie, traditii si valori culturale; promovarea limbii si
literaturii romane si a literaturii moldovenesti — prin adaptarea operelor cinematografice la
operele literare locale; educatia si constientizarea — prin abordarea subiectelor sociale
importante, cum ar fi problemele de mediu, drepturile omului, sanatatea si educatia;
interactiunea culturala — presupune organizarea festivalurilor de film, precum Festivalul
International de Film Documentar CRONOGRAF si Festivalul International de Film
RAVAC, care faciliteaza schimbul cultural intre diferiti producatori si spectatori; crearea de
noi talente — cinematografia incurajeazd dezvoltarea si promovarea talentelor locale in
domeniul filmului; impactul economic — productia de film are un impact pozitiv asupra
economiel locale prin crearea de locuri de munca si atragerea de investitii.

In contextul transformirilor economice si tehnologice, cinematografia moldoveneasci
isi continud parcursul de adaptare si inovatie, aducand o contributie semnificativa la
imbogatirea si diversificarea culturii locale. Acest proces necesitd implementarea unor
strategii economice bine gandite, care sa sprijine productia de film si sa atragd investitii atat
din partea sectorului public cat si a celui privat, precum: finantare guvernamentala si fonduri
publice — prin crearea unui fond cinematografic national care sd includd subventii,
imprumuturi cu dobanda redusa si finantare de la bugetul de stat; parteneriate publice private
— prin includerea sponsorizarilor, coproductiilor si investitiilor directe din partea companiilor
private interesate de promovarea brandurilor lor prin film; infrastructura si tehnologie — prin
investitiile n tehnologie, care pot creste competitivitatea industriei si atrage productii
internationale; programe de formare si educatie — prin dezvoltarea parteneriatelor cu
universitati si scoli de film, precum si programe de mentorat si workshop-uri pentru cineasti
in devenire; promovarea filmului moldovenesc pe plan international — prin organizarea si
participarea la festivaluri internationale de film, precum si promovarea filmelor moldovenesti
pe platforme de streaming globale ce va duce la cresterea vizibilitatii industriei si atragerea
atentiei asupra talentelor si productiilor locale, precum inlesniri fiscale si financiare pentru a
reduce costurile de productie.

Prin adoptarea acestor strategii economice, industria cinematografica din Moldova
poate beneficia de un cadru propice pentru dezvoltare si inovatie, contribuind astfel la
cresterea economica si culturala a tarii.

Cuvinte-cheie: strategii economice, industrie cinematograficd, culturd locald, provocari
economice, parteneriat public-privat
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The impact of cinema on Moldovan culture is significant and complex. As the
industry evolves and adapts, its cultural contributions become increasingly evident. Moldovan
films reflect national identity, promote the local language and literature, educate and raise the
public awareness about social issues, and facilitate cultural interaction. Additionally, cinema
helps foster new talents and has a positive economic impact by creating jobs and attracting
investments.

Cinema in Moldova not only enriches and diversifies local culture but also
contributes to the country's economic and social development, emphasizing the importance of
continued support for film production in the region.

Several ways can be highlighted in which cinema influences local culture: reflection
of national identity — defining and preserving the national identity, by addressing themes
related to history, traditions, and cultural values; the promotion of Romanian and Moldovan
literature — adapting cinematographic works based on local literary creations; education and
awareness — tackling important social issues such as environmental problems, human rights,
health, and education; cultural interaction — organizing film festivals like the International
Documentary Film Festival CRONOGRAF and the RAVAC International Film Festival,
which facilitate the cultural exchange between various producers and audiences; talent
development — encouraging and promoting local talents in the film industry; economic impact
— film production has a positive effect on the local economy by generating employment
opportunities and attracting investments.

This paints a vivid picture of how cinema in Moldova is more than entertainment—
it's an integral part of shaping the nation’s cultural and economic landscape.

In the context of economic and technological transformations, Moldovan cinema
continues its journey of adaptation and innovation, making a significant contribution to
enriching and diversifying local culture. This process requires the implementation of well-
thought-out economic strategies to support film production and attract investments from both
the public and private sectors, such as: government funding and public funds — establishing a
national film fund that includes subsidies, low-interest loans, and state-budget financing;
public-private partnerships — incorporating sponsorships, co-productions, and direct
investments from private companies interested in promoting their brands through film;
infrastructure and technology - investments in technology can enhance industry
competitiveness and attract international productions; training and education programs —
developing partnerships with universities and film schools, as well as mentorship programs
and workshops for aspiring filmmakers; international promotion of Moldovan films —
organizing and participating in international film festivals, along with promoting Moldovan
films on global streaming platforms to increase industry visibility and draw attention to local
talents and productions; financial and tax incentives — implementing measures to reduce
production costs.

By adopting these economic strategies, Moldova's film industry can benefit from a
favorable framework for growth and innovation, thus contributing to the country's cultural
and economic development.

Keywords: economic strategies, film industry, local culture, economic challenges, public-
private partnership

118



TEATRUL OPTIC AL LUI EMILE REYNAUD:
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Fenomenul filmului de animatie isi are izvoarele sale in jucariile secolului XIII-lea,
poate chiar si mai anterioare. Azi tot mai mult atentia este indreptatd spre personalitatile care
au stat la baza fenomenelor artistice, care au provocat deschiderea unor noi directii, genuri,
stiluri artistice. Deosebit de interesantd apare istoria filmului de animatie, istoria caruia incepe
inainte de inventia fratilor Lumiere.

Cunoscutul istoriograf si critic de cinema Georges Sadoul in renumita sa istorie a
cinematografiei mondiale indica la Emile Reynaud ca la un misionar al filmului de animatie.
Or, numele francezului Emile Reynaud nu lipseste din nici o istorie a filmului universal, in
mod special, a filmului de animatie. Inventiile sale debuteaza cu Praxinoscopul (1877), ce
prezintd o miscare ciclica a imaginilor desenate, urmata de Teatrul Optic in 1888. Premiera
primei proiectii a desenelor animate are loc la 28 decembrie 1892 in incinta Muzeului Grevin
din Paris. Publicul prezent la acest spectacol optic a vizionat trei subiecte: Cana cu bere
(format din 700 desene); Clovnul si cdinele sau (300 desene) si Sarmanul Pierrot (500
desene). Ultima istorie, ajunsd pana in prezent, isi are raddacinile in spectacolele de feerie si
pantomimele timpului, a intrigilor amoroase intre personajele din Commedia dell’arte
Colombina si a celor doi rivali Arlechino si Pierrot.

Cu aceste proiectii Emile Reynaud a pregatit terenul pentru evolutia ulterioard a
filmului cu desene animate. Printre inventiile sale tehnice si cele artistice am remarca:
utilizarea peliculei flexibile, prototipul peliculei de cinema, miscarea incetinita si cea inversa,
stop cadrul. Evident cd miscarile peliculei erau coordonate manual. In acest context, criticul
italian Giannalberto Bendazzi, referindu-se |-a modalitatea de dirijare a proiectiilor animate, 1-
a caracterizat pe Reynaud ca un ,papusar cinematografic”, care manuieste cu abilitate
personajele sale desenate.

De remarcat ca proiectiile sale erau atat sonore cét si color. Reynaud utiliza sunetul nu
ca un simplu fundal, ci tindea spre sincronizarea imaginii cu sunetul. in ceea ce priveste
culoarea proiectiilor: fiecare cadru era colorat in parte. Unele din ideile lui vor fi preluate de
canadianul McLaren, care s-a remarcat prin filmele sale create fara camera.

In 1895, Emile Reynaud pregiteste al doilea program de desene animate ce cuprinde
doua istorii: [n jurul unei cabine si Visul in fata caminului. Pelicula In jurul unei cabine este
consideratd 0 capodopera, in care inventatorul utilizeazd inovatiile sale tehnice si artistice
pentru redarea unei istorii. Acesta a fost un inceput de arta, a unei noi arte — filmul cu desene
animate.

*® E-mail: violeta_tipa@yahoo.com
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In 1900 Emile Reynaud isi inceteazi proiectiile sale, dar numele lui precum si
inventiile sale au ramas 1n istoria artei universale, indicand la aparitia noului gen de arta
cinematografica.

Cuvinte-cheie: Emile Reynaud, desene animate, praxinoscope, Teatrul Optic, sunet, culoare,
stop cadru

The phenomenon of animated films finds its origins in the 13th-century toys, perhaps
even earlier. Today, more and more attention is directed towards the personalities who laid
the foundation for artistic phenomena, opening up new directions, genres, and artistic styles.
Particularly fascinating is the history of animated films, which predates the invention of the
Lumiére brothers.

The renowned film historian and critic Georges Sadoul, in his famous history of world
cinema, referred to Emile Reynaud as a pioneer of animated films. Indeed, the name of the
Frenchman Emile Reynaud is a fixture in any universal film history, especially in the history
of animated films. His inventions began with the Praxinoscope (1877), which depicted
cyclical movements of drawn images, followed by the Optical Theater in 1888. The premiere
of the first animated projections took place on December 28, 1892, at the Grevin Museum in
Paris. The audience present at this optical show viewed three pieces: The Beer Mug (700
drawings), The Clown and His Dog (300 drawings), and Poor Pierrot (500 drawings). The
latter story, preserved to this day, has its roots in the fairy and pantomime performances of the
era, as well as the romantic intrigues between the characters of the commedia dell’arte—
Columbina and her two rivals, Arlequin and Pierrot.

With these projections, Emile Reynaud laid the groundwork for the subsequent
evolution of animated films. Among his technical and artistic innovations were the use of
flexible film, prototype of cinema film, slow motion and reverse motion, and the freeze frame.
Of course, the movements of the film were manually coordinated. In this context, the Italian
critic Giannalberto Bendazzi, referring to the method of directing animated projections,
characterized Reynaud as a "cinematic puppeteer" who skillfully manipulated his drawn
characters.

It is worth noting that his projections were both sound and color. Reynaud used sound
not merely as a background but aimed to synchronize the image with the sound. Regarding
the color of the projections, each frame was individually colored. Some of his ideas would
later be adopted by the Canadian McLaren, known for his films created without a camera.

In 1895, Emile Reynaud prepared a second animated program comprising two stories:
Around a Cabin and Dream Before the Hearth. The film Around a Cabin is considered a
masterpiece, in which the inventor utilized his technical and artistic innovations to present a
story. This was the beginning of an art form, a new art—animated films.

In 1900, Emile Reynaud ceased his projections, but his name, as well as his
inventions, remained in the history of universal art, marking the emergence of a new genre of
cinematic art.

Keywords: Emile Reynaud, animated films, praxinoscope, Optical Theater, sound, color,
freeze frame
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Dansul sportiv reprezintd o combinatie armonioasa de arta, sport si estetica, necesitand

dezvoltarea unor abilitati fizice, emotionale, intelectuale si de comunicare. Acest sport
contribuie la formarea disciplinei, autocontrolului si dorintei de autoperfectionare. Un rol
esential Tn acest proces Incdrcat de provocdri 1i revine antrenorului, care nu doar instruieste
dansatorii, din punct de vedere tehnic, ci le modeleaza caracterul, abilitatile si expresivitatea
artistica.

Competentele antrenorului
Un antrenor competent trebuie sd posede cunostinte avansate despre tehnica dansului

sportiv, metodologiile moderne de predare si structura antrenamentelor. Printre competentele
sale esentiale se numara:

Maiestria tehnica: stapanirea stilurilor, tehnicilor si a metodelor moderne de predare
adaptate nevoilor fiecdrui sportiv.

Competenta pedagogica: capacitatea de a structura eficient antrenamentele, de a
personaliza metodele de predare si de a adapta procesul de invatare la nivelul fiecdrui
dansator.

Competenta psihologica: sustinerea motivatiei sportivilor, dezvoltarea rezistentei la
stres si a autocontrolului.

Leadership si comunicare: crearea unui climat de echipd armonios, motivarea
sportivilor si stabilirea unor relatii de incredere si respect reciproc.

Calitati esentiale ale antrenorului

Pentru a forma sportivi de succes, antrenorul trebuie sa fie un model demn de urmat,

manifestdnd urmatoarele calitati:

Responsabilitate si disciplina: inspirarea unei atitudini corecte fatd de antrenament si
competitii.

Empatie si abilitati de comunicare: stabilirea unei relatii eficiente cu sportivii, parintii
si colegii.

Rezistentd la stres si rabdare: gestionarea situatiilor dificile, sprijinirea dansatorilor in
depasirea provocarilor.

Carisma si motivatie: inspirarea sportivilor si crearea unei atmosfere pozitive.
Obiectivitate si corectitudine: evaluarea echitabila a performantelor si sustinerea unui
concurs cinstit.

Respect si etica profesionald: promovarea unui mediu bazat pe respect reciproc,
onestitate si sprijin.

Imaginea etico-morala a antrenorului

9 E-mail: varnacovaella@mail.ru
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Antrenorul influenteazd dezvoltarea personald si profesionala a sportivilor, iar
respectarea unor standarde etico-morale ridicate este esentiald. Acesta trebuie sd promoveze
valori precum corectitudinea, responsabilitatea si respectul, crednd un mediu motivational si
echilibrat.

Respectarea principiilor unei competitii corecte, excluderea favoritismului si adoptarea
unei atitudini obiective fatd de sportivi contribuie la formarea unui caracter puternic si la
dezvoltarea unor valori de viata solide.

Dansul sportiv nu este doar o disciplina tehnicd, ci si o arta ce implica formarea unor
trasaturi personale puternice. Un antrenor de succes trebuie sd combine maiestria tehnica,
abilitatile pedagogice si psihologice, etica profesionala si calitatile de lider.

Astfel, reusita dansatorilor depinde nu doar de talentul lor, ci si de capacitatea
antrenorului de a-i ghida spre performanta, motivandu-i sa-si atinga potentialul maxim intr-un
cadru bazat pe disciplind, respect si pasiune pentru dans.

Cuvinte-cheie: dans sportiv, antrenor, competenta profesionald si pedagogicd, profil moral-
etic

Sports dance is a harmonious combination of art, sport, and aesthetics, requiring the
development of physical, emotional, intellectual, and communication skills. This sport fosters
discipline, self-control, and the desire for self-improvement. A crucial role in this challenging
process belongs to the coach, who not only trains dancers technically but also shapes their
character, determination, and artistic expression.

Coach’s Competencies
A competent coach must have advanced knowledge of sports dance techniques, modern
teaching methodologies, and training structures. Essential competencies include:

e Technical Mastery: Proficiency in styles, techniques, and modern teaching methods
adapted to each athlete’s needs.
o Pedagogical Competence: The ability to efficiently structure training sessions,
personalize teaching methods, and adapt the learning processes to each dancer’s level.
e Psychological Competence: Supporting the athletes’ motivation, developing stress
resistance, and fostering self-control.
e Leadership and Communication: Creating a harmonious team climate, motivating
athletes, and establishing relationships based on trust and mutual respect.
Essential Qualities of a Coach
To develop successful athletes, a coach must be a role model, demonstrating the following
qualities:
o Responsibility and Discipline: Instilling a proper attitude towards training and
competitions.
o Empathy and Communication Skills: Establishing effective relationships with the
athletes, parents, and colleagues.
o Stress Resistance and Patience: Managing difficult situations and helping dancers
overcome challenges.
« Charisma and Motivation: Inspiring athletes and fostering a positive atmosphere.
e Objectivity and Fairness: Evaluating performances fairly and supporting honest
competition.
e Respect and Professional Ethics: Promoting an environment based on mutual respect,
honesty, and support.
The Ethical and Moral Image of the Coach
The coach influences the personal and professional development of athletes, making
adherence to high ethical and moral standards is essential. They must promote values such as
fairness, responsibility, and respect, creating a motivational and balanced environment.
Upholding fair competition principles, avoiding favoritism, and maintaining an objective
attitude towards athletes contribute to building a strong character and developing solid life
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values.

Sports dance is not just a technical discipline but an art that shapes strong personal
traits. A successful coach must combine technical mastery, pedagogical and psychological
skills, professional ethics, and leadership qualities.

Thus, the dancers’ success depends not only on their talent but also on the coach’s ability to
guide them towards performance, motivating them to reach their full potential in a disciplined,
respectful, and passionate environment.

Keywords: sports dance, coach, professional and pedagogical competence, moral-ethical
profile.
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Legitatile constructiei compozitionale a scenariului implica nu doar cunoasterea, ci si
aplicarea exemplara a celor mai consacrate formule de montare a materialului: formula
consecutiva, paraleld, contrastiva, asociativa. Simpla elaborare (si, respectiv, aplicare scenica)
a componentei textual-literare in cadrul scenariului inca nu asigura conferirea unei organicitati
artistice si a unei expresivitati generale ansamblului, intregului program artistic, or, anume in
aceasta si consta scopul final al proiectului cultural — de a se remarca printr-o organicitate
artistica si expresivitate generald. Satisfactia lucrului bine efectuat intervine abia in momentul
in care toate aceste componente isi gasesc materializarea pe scend, sunt exprimate si
transfigurate  artistic  intr-o  manierda profundd §1  originald, inclusiv  gratie
scenografiei/elementelor de decor, compozitiilor scenice, jocului de lumini si culori,
plasticitatii scenice, emanate de Intreaga ambiantd a programului artistic. Finalmente,
structura dramatica de bazd asigura succesul desfasurarii proiectului artistic.

Legitatea proportionalitatii

In cadrul elaboririi proiectelor culturale aplicarea principiului proportionalitatii
permite identificarea unor varii metode de ,,excavare” a materialului. Selectarea materialului
scenaristic debuteaza cu determinarea acelor evenimente care au declansat ideea de baza a
scenariului programului artistic. Primo: rezonanta evenimentului, cadrul inocularii acestuia in
scenariu, gradul de dezvoltare etc. determind reperele selectiei materialului, disemindrii lui
ulterioare. Secundo: concomitent cu cercetarea si examinarea materialelor, se produce si o
»discernere” fireascd, scenaristul efectuand trierea corespunzatoare a materialelor primordiale
de cele periferice, asigurand prin aceasta o fluenta si o organicitate conceptului sdu de creatie.
Asigurarea integritatii materialului dramatic depinde, in mare masurd, de caracterul
proportional al respectivului material. Volumul si caracterul intrinsec al materialului
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scenaristic, diseminarea lui proportionald per episod, vor fi subordonate ilustrarii conceptului
artistic de creatie. Anume la aceasta etapa scenaristul trebuie sa plaseze un accent pregnant pe
asemenea calitati ca simtul masurii i intuitia creativa.

Legitatea subordonarii

Legitatea subordondrii tuturor metodelor de creatie conceptului ideatic al programelor
culturale este, cu certitudine, una dintre cele mai complexe probleme, de rezolvarea careia
depinde succesul realizat de scenarist in cadrul evenimentului artistic. in fond, legitatea
subordonarii asigurd atingerea obiectivului scontat, materializarea scenica a conceptului
ideatico-tematic. latda de ce materializarea scenica a conceptului ideatico-tematic isi va
propune dezvaluirea tuturor componentelor interioare (eforturilor, energiilor creatoare) si
exterioare (scenografie, decor, joc de lumini, coloand sonord) ale spectacolului programelor
culturale, in scopul crearii unei reprezentatii distincte, magistrale, ce se va intipari pe multa
vreme in constiinta spectatorilor.

Legitatea contrastivitatii in cadrul scenariului

Legitatea contrastivitatii in cadrul scenariului intervine ca un dat primordial de
reflectare a Tnsdsi esentei existentei. Polilor antinomici in procesul creatiei artistice li se
rezerva o atentie deosebitd, prezentarea acestora fiind efectuatd sub diverse fatete
mnemotehnice in cadrul programelor culturale, devenind ei ingisi motorul disputelor etico-
estetice. Contrastivitatea permite autorului de scenariu s ilustreze mai pregnant nu doar
particularitatile existentei cotidiene, ci si sa mediteze asupra rostului vietii pe pamant, asupra
trecutului si viitorului umanitatii, sa scoata invatdminte, sa concluzioneze si sa polemizeze la
modul lucid, inarmat cu argumente plauzibile. Contrastivitatea polilor asigurd prezenta unui
conflict trepidant, genereaza altercatia dintre bine si rau, anima programul artistic. Utilizarea
elementului contrastivitatii are un impact puternic asupra factorului receptivitatii emotionale a
spectatorului in cadrul programelor culturale.

Unicitatea compozifionalad a constructiei dramatice

Unicitatea compozitionald a constructiei dramatice in cadrul programelor culturale nu
se rezuma la ,,sudarea” aleatorie a tuturor componentelor intr-un spectacol, ci se asigurd prin
selectia unui numar reprezentativ de episoade, dispuse logic Intr-o consecutivitate elocventa,
astfel incat fiecare episod sd devine cat mai sugestiv, sa reflecte plenar viziunea si conceptul
artistic auctorial, sa interactioneze organic cu celelalte secvente si sa asigure integralitatea
ansamblului statuar. Fiecare episod dispune de o oarecare autonomie proprie in raport cu
tematica propriu-zisa a scenariului, atat in plan continutistic, cat si in cel al directiei de
reprezentare artistica. Totusi, raportata la tematica generala a programului cultural, fiecare
secventa se pliaza pe necesitatile si intentiile comune ale scenariului si pe scopul lui final de
reprezentare scenicd, dezvaluind viziunea integratoare a autorului, devenind, prin toate
acestea, un element coagulant pentru ansamblul artistic.

Specificitatea distinctiva a dramaturgiei

Specificitatea distinctiva a dramaturgiei programelor culturale, detectatd in distribuirea
consecutivd a episoadelor scenariului, nu tine de latitudinea scenaristului, ci rezida in
necesitatea de a dezvalui organic si multiaspectual campul ideatico-tematic, de a utiliza acele
procedee si metode artistice apte sd metamorfozeze intentiile creatoare si viziunile incipiente
in materializri fenomenologice mature in cadrul programelor culturale. in pofida faptului ca
fiecare element al scenariului este parte componenta a ansamblului artistic, acesta beneficiaza,
dupa cum deja s-a amintit, de o autonomie proprie in constructia compozitionald a subiectului,
osciland reusit intre intreg si particular, evidentiindu-se printr-o specificitate distincta, prin
metodele originale de reprezentare artistica, ingloband evenimente, fenomene, idei si viziuni
individuale, dar care interactioneaza cu ansamblul si potenteaza materia artisticd a
programului cultural-cognitiv.

Legitatile compozitiei

Compozitia dispune de propriile legitati: unicitate, interdependentd si jonctiune a
tuturor elementelor particulare in cadrul ansamblului; contrastivitate, subordonarea tuturor
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metodelor si procedeelor artistice atat conceptului scenaristico-regizoral, cat si formei si
continutului scontat; proportionalitate, tipizare si generalizare integratoare etc. Aceste legitati
sunt perfect functionale si reflectd acele elemente valide, indispensabile conturdrii unei
compozitii artistice omogene in cadrul proiectelor culturale.

Cuvinte-cheie: scenariu, legitatile compozitiei, unicitate compozifionald, constructie
dramatica

The regularities of the compositional construction of the scenario involve not only
knowledge, but also the exemplary application of the most established formulas for mounting
the material: the consecutive, parallel, contrastive, associative formula. The simple
elaboration (and respective stage application) of the textual-literary component within the
scenario still does not ensure the conferring of an artistic organicity and a general
expressiveness to the ensemble, the entire artistic program, or precisely in this lies the final
goal of the cultural project, to stand out through an artistic organicity and general
expressiveness. The satisfaction of a job well done comes only when all these components
find their materialization on stage, are expressed and artistically transfigured in a deep and
original way, including thanks to the scenography/set elements, stage compositions, the play
of lights and colors, stage plasticity, emanating from the entire ambience of the artistic
program. Finally, the basic dramatic structure ensures the success of the artistic project.

Law of proportionality

In the framework of the development of cultural projects, the application of the
principle of proportionality allows the identification of various methods of "excavating" the
material. The selection of the script material begins with the determination of those events
that triggered the basic idea of the script of the artistic program. Primo: the resonance of the
event, the framework of its inoculation in the scenario, the degree of development, etc.
determine the benchmarks of the selection of the material, its subsequent dissemination.
Second: simultaneously with the research and examination of the materials, a natural
"discernment” also occurs, the screenwriter carrying out the appropriate sorting of the primary
materials from the peripheral ones, thereby ensuring a fluency and an organicity to his
creative concept. Ensuring the integrity of the dramatic material depends, to a large extent, on
the proportional nature of the respective material. The volume and intrinsic character of the
script material, its proportional dissemination per episode, will be subordinated to the
illustration of the artistic concept of creation. Precisely at this stage, the screenwriter must
place a strong emphasis on such qualities as: sense of measure and creative intuition.

Regularity of subordination

The regularity of subordinating all the creative methods to the ideational concept of
cultural programs is, with certainty, one of the most complex problems, the solution of which
depends on the success achieved by the screenwriter in the artistic event. Basically, the
regularity of subordination ensures the achievement of the intended objective, the scenic
materialization of the ideational-thematic concept. This is why the stage materialization of the
ideational-thematic concept will aim to reveal all the internal (efforts, creative energies) and
external (scenography, decoration, play of lights, soundtrack) components of the performance
of the cultural programs, in order to create a distinct, masterful representation, which will be
imprinted in the consciousness of the viewers for a long time. Rregularity of contrastivity
within the scenario

The regularity of contrastivity within the scenario intervenes as a primary data
reflecting the very essence of existence. The antinomic poles in the process of artistic creation
are given special attention, their presentation being carried out under various mnemonic facets
within the cultural programs, becoming themselves the engine of ethical-aesthetic disputes.
The contrastivity allows the screenwriter to more meaningfully illustrate not only the
particularities of everyday existence, but also to meditate on the meaning of life on earth, on
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the past and the future of humanity, to draw lessons, to conclude and to argue lucidly, armed
with plausible arguments. The contrastivity of the poles ensures the presence of a thrilling
conflict, generates the altercation between the good and evil, animates the artistic program.
The use of the element of contrast has a strong impact on the emotional receptivity factor of
the viewer in cultural programs.

Compositional uniqueness of the dramatic construction

The compositional uniqueness of the dramatic construction within the cultural
programs is not reduced to the random "welding” of all the components in a show, but is
ensured by the selection of a representative number of episodes, arranged logically in an
eloguent consecutiveness, so that each episode becomes as suggestive as possible, fully
reflects the author's artistic vision and concept, organically interacts with the other sequences
and ensures the integrity of the statuary ensemble. Each episode has certain autonomy in
relation to the actual theme of the scenario, both in terms of content and in terms of the
direction of artistic representation. However, related to the general theme of the cultural
program, each sequence is based on the common needs and intentions of the scenario and on
its final purpose of stage representation, revealing the integrative vision of the author,
becoming, through all this, a coagulating element for the artistic ensemble.

Distinctive specificity of dramaturgy

The distinctive specificity of the dramaturgy of cultural programs, detected in the
consecutive distribution of the script episodes, does not belong to the discretion of the
scriptwriter, but resides in the need to organically and multispectally reveal the ideational-
thematic field, to use those artistic procedures and methods able to metamorphose the creative
intentions and incipient visions into mature phenomenological materializations within the
cultural programs. Despite the fact that each element of the scenario is a component part of
the artistic ensemble, it benefits, as already mentioned, from its own autonomy in the
compositional construction of the subject, successfully oscillating between the whole and the
particular, highlighting itself through a distinct specificity, through the original methods of
artistic representation, encompassing individual events, phenomena, ideas and visions, but
which interact with the ensemble and enhance the artistic matter of the cultural-cognitive
program.

Regularities of composition

The composition has its own legalities: uniqueness, interdependence and junction of
all particular elements within the ensemble; contrastivity, the subordination of all artistic
methods and procedures both to the screenwriting-directorial concept, as well as to the
intended form and content; proportionality, integrative typification and generalization, etc.
These laws are perfectly functional and reflect those valid elements, indispensable for shaping
a homogeneous artistic composition within cultural projects.

Keywords: scenario, the legalities of the composition, compositional uniqueness, dramatic
construction
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Dansurile nationale au fost utilizate frecvent de coregrafi inca de la aparitia teatrului
de balet, in contextul tematicii romantice, care punea in opozitie lumea realitatii cu lumea
visurilor. Dansul clasic si dansul national stilizat, doua forme aparent opuse, au reprezentat
expresia plasticd a antitezei dintre spirit si corp. In balet dansul clasic a creat o lume
fantastica, in care omul gaseste o frumusete ideald, imposibil de atins in realitatea cotidiana.
Pe de alta parte, dansul national stilizat, care contine elemente din dansul folcloric, a fost
folosit pentru a reflecta ,,viata trupului”, fiind o manifestare a actelor cotidiene.

In multe culturi dansul national nu este doar un divertisment sau o activitate fizic, ci
reprezintd mai degraba un apel cétre o putere superioard, implinind o nevoie metafizica: aceea
de a dezvalui adancurile lumii interioare. Pe scend, insa, unde se fac referinte vizuale la forma
dansului popular, acest dans nu implica in mod traditional continutul sdu originar. Se produce
o substituire a esentei cu forma. Dansul popular, la originile sale, facea parte din ritualuri, iar
in acest context continea adesea elemente care sunt departe de notiunea traditionalda de
armonie, dar care purtau o puternica sursa de expresie. Pe scena, insd, in baletul clasic, acest
lucru nu este posibil, deoarece baletul se centreazd pe estetica frumosului, a sublimului si a
armoniosului. Miscdrile folclorice ale dansului popular, dupa ce au fost ,slefuite” de
coregrafii clasici, se schimba atit de mult incat ajung aproape de nerecunoscut, chiar si atunci
cand coregraful si interpretul sunt familiarizati cu folclorul.

De exemplu, in continutul sdu filosofic original, flamenco este conceput pentru a
sublinia legatura omului cu natura, esenta sa pdmanteasca.

Dar atunci cand este plasata in contextul coregrafiei clasice, care se bazeaza pe dorinta
de a depasi legile atractiei padmantesti, coregrafia primeste un accent diferit.

Elementele sale formale externe sunt exploatate, dar subordonate elementelor baletului
clasic. In acest fel, pe baza acestei discrepante, fenomenul sus expus a devenit norma in
teatrul de balet romantic si a existat pana in a doua jumatate a secolului XX. Multe spectacole
au fost create pe modelul sau romantic.

Un nou mod de a privi opozitia dintre dansul clasic si cel popular (sau stilizat,
referindu-se la dansul popular) a fost introdus de postmodernism. In ciutarea unor noi sensuri
pentru aceasta opozitie, lucrarile lui M. Béjart si Akram Khan sunt deosebit de valoroase. Prin
analiza creatiilor acestora, autorul isi propune sd descopere ideile si expresiile folosite de
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acesti mari artisti, avdnd ca scop integrarea elementelor de folclor in coregrafiile
contemporane, ceea ce adaugd o dimensiune culturald si emotionald suplimentara
spectacolului.

Baletul contemporan este o formd de artd in continud evolutie, care Incorporeaza o
gama larga de influente si tehnici. Un aspect interesant este integrarea elementelor de folclor
in coregrafiile contemporane, ceea ce adaugd o dimensiune culturald si emotionald
suplimentard spectacolului. Folclorul, cu traditiile sale, mitologia si ritmurile sale specifice,
poate aduce un echilibru intre modernitate si traditie. latd citeva modalititi prin care
elementele de folclor sunt integrate in baletele contemporane:

Motive si teme din mitologia populara

Coregrafii contemporane pot explora mitologia din diverse culturi, aducand pe scena
povesti traditionale sau personaje mitologice. De exemplu, unele balete pot folosi mituri din
folclorul european sau din alte culturi pentru a construi o poveste modernd. Aceste teme pot
include personaje fantastice, zei sau creaturi mitologice, care sunt reinterpretate printr-o
miscare mai libera, mai expresiva, specificd baletului contemporan.

Miscari inspirate din dansurile populare

Dansurile traditionale din diverse culturi sunt adesea folosite ca sursa de inspiratie
pentru coregrafii de balet contemporan. De exemplu, elemente din dansurile populare
romanesti (precum Hora sau Secarica), din cele balcanice sau din dansurile din Europa de Est
pot fi adaptate intr-o forma mai abstractd, pastrand in acelasi timp ritmul si energia lor. Aceste
miscari sunt de obicei combinate cu tehnici moderne de balet, crednd un amestec inedit si
dinamic.

Muzica folclorica

Muzica este un element esential in integrarea folclorului in baletul contemporan.
Compozitori sau DJ care folosesc sample-uri din muzica populara pot crea lucrari
contemporane cu influente traditionale. Folclorul este adesea reinterpretat intr-un stil modern,
cu instrumente electronice sau cu un mix de sunete tradifionale si moderne, creand o
atmosfera de contrast intre trecut si prezent.

Costume traditionale si simboluri vizuale

In anumite productii de balet contemporan costumul si scenografia se inspird din
traditiile populare. De exemplu, elemente din tinutele traditionale, cum ar fi broderiile sau
culorile tipice, pot fi folosite pentru a evoca o atmosfera folcloricd, chiar daca designul este
adaptat stilului contemporan. Simboluri si motive vizuale din cultura populard pot fi folosite
pentru a adauga un strat de intelegere culturala sau emotionala unui spectacol.

Ritualuri si obiceiuri populare

Unele lucrari de balet contemporan pot integra elemente de ritualuri traditionale sau
obiceiuri din diverse culturi, cum ar fi dansurile de sadrbatoare sau ritualurile de trecere.
Acestea pot fi1 reinterpreteaza in contexte noi, aducand un omagiu traditiei, dar oferind si o
reflectie asupra modului in care obiceiurile vechi se conecteaza cu realitatea moderna.

Folclorul ca tema de reflectie asupra identitatii

Baletele contemporane pot aborda folclorul si traditiile ca parte a unei discutii despre
identitate culturald, in special, in contextul globalizarii. Coregrafii pot explora modul in care
traditiile se pastreazd sau se schimba in timp, cum sunt reinterpretate si In ce masura ele
raman o parte din identitatea individuala sau colectiva.

In concluzie, se subliniaza faptul ci baletele contemporane pot aborda folclorul si
traditille ca parte a unei discutii despre identitatea culturala, in special, in contextul
globalizarii. Coregrafii pot explora modul in care traditiile se pastreaza sau se transforma in
timp, cum sunt reinterpretate si in ce masura ele raman o componentd esentiala a identitatii
individuale sau colective.

Cuvinte-cheie: folclor, dans national, balet contemporan, dans clasic, Moris Bejart, Akram
Khan
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National dances have been frequently used by choreographers since the emergence of
the ballet theater, within the context of romantic themes, which placed in opposition the world
of reality and the world of dreams. Classical dance and stylized national dance, two seemingly
opposite forms, represented the plastic expression of the antithesis between spirit and body. In
ballet, classical dance created a fantastic world in which man finds an ideal beauty,
unattainable in everyday reality. On the other hand, the stylized national dance, which
contains elements of folk dance, was used to reflect the "life of the body,” being a
manifestation of everyday acts.

In many cultures, the national dance is not merely entertainment or a physical activity,
but rather a call to a higher power, fulfilling a metaphysical need: the need to reveal the
depths of the inner world. On stage, however, where visual references to the form of folk
dance are made, this dance traditionally does not involve its original content. There is a
substitution of essence with form. Folk dance, in its origins, was part of rituals, and in this
context, it often contained elements that are far from the traditional notion of harmony, but
which carried a powerful source of expression. On stage, however, in classical ballet, this is
not possible, as ballet focuses on the aesthetics of beauty, the sublime, and the harmonious.
The folk movements of national dance, after being "polished™" by classical choreographers,
change so much that they become almost unrecognizable, even when the choreographer and
performer are familiar with the folk tradition.

For example, in its original philosophical content, flamenco is designed to highlight
the connection between man and nature, his earthly essence.
But when placed in the context of classical choreography, which is based on the desire to
transcend the laws of earthly attraction, choreography takes on a different emphasis.
Its external formal elements are exploited, but subordinated to the elements of classical ballet.
In this way, based on this discrepancy, the phenomenon mentioned above became the norm in
the romantic ballet theater and persisted until the second half of the 20th century. Many
performances were created following its romantic model.

A new way of viewing the opposition between the classical and folk dance (or stylized
folk dance) was introduced by postmodernism. In the search for new meanings for this
opposition, the works of M. Béjart and Akram Khan are particularly valuable. Through the
analysis of their creations, the author aims to discover the ideas and expressions used by these
great artists, with the goal of integrating elements of folklore into contemporary
choreographies, adding an additional cultural and emotional dimension to the performance

Contemporary ballet is an evolving art form that incorporates a wide range of
influences and techniques. An interesting aspect is the integration of folkloric elements into
contemporary choreographies, which adds an additional cultural and emotional dimension to
the performance. Folklore, with its traditions, mythology, and specific rhythms, can bring a
balance between modernity and tradition. Here are some ways in which folkloric elements are
integrated into contemporary ballets:

Motifs and Themes from Popular Mythology

Contemporary choreographies can explore mythology from various cultures, bringing
traditional stories or mythological characters to the stage. For example, some ballets may use
myths from European folklore or other cultures to construct a modern story. These themes can
include fantastic characters, gods, or mythological creatures, which are reinterpreted through
a freer, more expressive movement specific to contemporary ballet.

Movements Inspired by Folk Dances

Traditional dances from various cultures are often used as a source of inspiration for
contemporary ballet choreographies. For example, elements from Romanian folk dances (such
as the hora or secaricd), Balkan dances, or dances from Eastern Europe can be adapted into a
more an abstract form while still maintaining their rhythm and energy. These movements are
typically combined with modern ballet techniques, creating a unique and dynamic blend.
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Folk Music
Music is an essential element in integrating folklore into contemporary ballet. Composers

or DJs who use samples from folk music can create contemporary works with traditional
influences. Folklore is often reinterpreted in a modern style, with electronic instruments or a
mix of traditional and modern sounds, creating an atmosphere of contrast between the past
and the present.

Traditional Costumes and Visual Symbols

In certain contemporary ballet productions, costumes and set design are inspired by folk
traditions. For example, elements from traditional attire, such as embroidery or typical colors,
can be used to evoke a folkloric atmosphere, even if the design is adapted to a contemporary
style. Symbols and visual motifs from popular culture can be used to add a layer of cultural or
emotional understanding to a performance.

Popular Rituals and Customs

Some contemporary ballet works may integrate elements of traditional rituals or customs
from various cultures, such as festive dances or rites of passage. These can be reinterpreted in
new contexts, paying homage to tradition while also offering a reflection on how old customs
connect with the modern reality.

Folklore as a Theme of Reflection on Identity

Contemporary ballets can approach folklore and traditions as part of a discussion on
cultural identity, especially in the context of globalization. Choreographers may explore how
traditions are preserved or change over time, how they are reinterpreted, and to what extent
they remain a part of individual or collective identity.

In conclusion, it is emphasized that contemporary ballets can address folklore and
traditions as part of a discussion about cultural identity, especially in the context of
globalization. Choreographers can explore how traditions are preserved or transformed over
time, how they are reinterpreted, and to what extent they remain an essential component of
individual or collective identity.

Keywords: folklore, national dance, contemporary ballet, classical dance, Maurice Béjart,
Akram Khan
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Semiotica teatrald nu a cunoscut o dezvoltare larga in spatiul post-sovietic, iar la
intersectia dintre secolele XX si XXI teoria teatrului european s-a confruntat cu o criza
metodologica. In conditiile ,,de-ierarhizirii semnelor” (termen introdus de H.-T. Lehmann), s-
a instaurat o confuzie terminologica intre semn si metafora, semn si simbol. Revenirea la
originea stiintei sistemelor de semne este dictatd de necesitatea determinarii structurii actuale
a limbajului nonverbal al actiunii scenice.

In lucrérile cercetatorilor europeni se foloseste predominant terminologia lui F. de
Saussure: semnificant + semnificat (signifier + signifid). In traditia americani, conform
teoriei lui C. Peirce, semnul este definit prin alti termeni: representamen + obiect/interpretant,
iar interpretului i se atribuie un rol esential in decodificarea semnului. Cunoscuta triada a lui
Peirce (icon — indice — simbol) reprezinta cea mai mare adaptabilitate in arta teatrala.

Semnele iconice, indiciale si simbolice ale lui Peirce sunt echivalente, in sistemul de
coordonare al lui E. Fromm, cu simbolurile accidentale, universale si conventionale. In
interpretarea lui R. Jakobson, semnele iconice ale lui Peirce corespund modului paradigmatic
de relationare (axa metaforei), semnele indiciale sunt asociate modului sintagmatic de
relationare (axa metonimiei), iar semnele simboluri sunt determinate de ,,0 regula generald”,
apropiindu-le mai degrabi de indicial decat de iconic. In schimb, in interpretarea lui C.
Morris, semnul iconic este considerat o parte componentd a simbolului. Conform lui P. Pavis,
anume semnul iconic poate fi realizat in teatru sub forma de model vizual, auditiv sau plastic.

Triada Iui Peirce, analizatd prin exemple din spectacolele lui E. Nekrosius, P.
Vutcarau, Y. Butusov, A. Joldak, L. Bagoley si altii, se manifestd in teatru in felul urmator.
Semnul iconic: obiectul este utilizat intr-un mod care 1i confera un sens diferit de cel obisnuit,
fiind adesea interpretat gresit ca metafora vizuala si considerat un semn al aspectului poetic al
teatrului (ex.: umbrela — pusca, umbrela — aripi, tron — esafod, regina — marioneta, intonatia
vocala — mecanism, personaj — cioara, femeie de serviciu — moarte, solar — sicriu.); semnul
indicial: semnificatia sa este bazata pe principiul relatiei cauza-efect, fiind considerat un semn
al aspectului dramatic al teatrului (ex.: umbrela deschisd — ploaie, copil in brate — relatie de
iubire consumata, fluier si aburi — tren sosit, coarne pe capul sotului — infidelitate); semnul
simbolic: ca obiect vizual, este identic cu obiectul conventional, in teatru este utilizat strict in
calitate de semn (ex.: tron si coroand — putere, balantd — justitie, cruce — crestinism, tortd —
multime, cerc — cer, patrat — pamant, pozitia alb-negru — ambivalenta principiilor).

In concluzie, constatim c¢i mecanismul fundamental al organizarii sensului in teatru
este reprezentat de semne, 1n special, de cele iconice si indiciale, iar Intr-o masura mai mica,
de cele simbolice. Semnul iconic sta la baza formarii metaforei scenice, in timp ce semnul
indicial este esential pentru crearea metonimiei. Semnul simbolic functioneazd doar in
interactiunea cu alte semne, ca element auxiliar al sistemului semiotic. In contextul teatral,
metaforele, metonimiile si imaginile simbolice se formeaza ca metalimbaj bazat pe structura
semnelor.

Cuvinte-cheie: semiotica teatrului, semne teatrale, triada lui C. Peirce, semn iconic, semn
indicial, semn simbolic

Theatre semiotics has not been widely developed in the post-Soviet space, and at the
turn of the 20" —21st centuries there was a methodological crisis in the European theatre
theory. In the conditions of the ‘de-hierarchization of signs,” (H.-T. Lehmann's term) there is a
terminological confusion between the sign and metaphor, the sign and symbol. The appeal to
the origins of the science of sign systems is dictated by the need to determine the actual
structure of the non-verbal language of stage action.

European scholars mainly use F. de Saussure's terminology: signifier + signified. In
the American tradition, according to Ch. Peirce, the sign is represented in other terms:
representa- men + object/interpretant. An important role in deciphering the sign is assigned to
the interpreter. Peirce's well-known trichotomy (Icon-Index-Symbol) has the greatest

131



adaptability to theatre art.

In E. Fromm's coordinate system, Peirce's iconic, indexical and symbolic signs are
identical to random, universal and conditional symbols. In R. Jakobson's interpretation,
Peirce's iconic signs belong to the paradigmatic relations (the metaphoric axis); indexical
signs belong to the syntagmatic relations (the metonymic axis); the symbolic signs are
conditioned by a ‘general rule’, which makes them more similar to indexes than to icons. In
Ch. Morris's interpretation, on the contrary, the sign-icon is thought of as an integral part of
the symbol. According to P. Pavis, it is the iconic sign that can be realized in the theatre as a
visual, auditory or plastic model.

Peirce's trichotomy, considered on the examples of performances by E. Nekrosius,
P. Vutkareu, Y. Butusov, A.Zholdak, L. Bagolei, etc., manifests itself in the context of
theatre as follows. The sign-icon: the object is played with, acquires a meaning not inherent to
it and is misinterpreted as a visual metaphor; it correlates with the poetic aspect of the theatre
(umbrella — rifle, umbrella — wings, throne — scaffold, queen — marionette, intonation of voice
— mechanism, character — crow, cleaning lady — death, solarium — coffin). Sign-index: the
basis of meaning is the principle of cause-and-effect relationship, correlates with the
traditional dramatic aspect of theatre (open umbrella — rain, baby in arms — love affair, horn
and steam — train arrived, horns on the husband's head — adultery). Sign-symbol: as a visual
object it is identical to the conventional symbol, which in the context of theatre is only a sign
(throne and crown — power, scales — justice, crucifixion — Christianity, torch — crowd, circle —
sky, square — earth, opposition of black to white — ambivalence of principles).

In conclusion, we find that the fundamental mechanism of organizing meaning in the
theater is represented by signs, especially iconic and indexical ones, and the symbolic ones
are used to a lesser extent. The iconic sign is the basis for the formation of stage metaphor,
and the indexical sign is the basis for the formation of metonymy. The symbolic sign works
only in interaction with other signs as an auxiliary element of the semiotics system. In the
context of theatre, metaphors, metonymies and symbolic images are formed as a meta-
language based on the sign structure.

Keywords: semiotics of the theatre, theatrical signs, Ch. Peirce's trichotomy, sign-icon, sign-
index, sign-symbol.
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Teatrul postdramatic reprezintd o rupturd semnificativa fatd de conventiile clasice ale
dramaturgiei. In Republica Moldova acest fenomen reflecti o schimbare profunda a perceptiei
teatrale in contextul post-sovietic. In cazul tendintei postdramatice, dramaturgia
contemporana din Moldova abandoneazd structurile traditionale si isi regandeste limbajul,
forma si subiectele abordate, fiind influentata de realitatile sociale, politice si culturale in
continuia schimbare. In acest sens, identificim trei directii fundamentale ale teatrului
postdramatic universal in dramaturgia autohtond, foarte importante pentru intelegerea acestei
tendinte: joc la nivel de limbaj si forma, reflectie asupra identitdtii si realitatii sociale si
estetica vizuala si senzoriala.

Unul dintre aspectele definitorii ale teatrului postdramatic din Republica Moldova este
abordarea complexa a identitatii nationale si a realitatilor social-politice. Dupd decenii de
dominatie sovieticd, in Republica Moldova s-au inregistrat schimbari fundamentale, iar aceste
tranzitii sunt reflectate in piesele dramaturgilor Constantin Cheianu, Irina Nechit, Angelina
Rosca, Dumitru Crudu, Nicoleta Esinencu, Inna Cebotari s.a. Conflictul dramatic dintre
personaje paseste spre un alt nivel si trece Intre personaje si sistemele politice, istorice sau
sociale in care acestea se afla. Teatrele din Republica Moldova sunt precursoare ale unei noi
viziuni asupra identitatii, una care nu se mai defineste prin elemente statice, dar care se afla
intr-o continua schimbare. Piesele nu doar ca reflectd aceste conflicte, dar le reinterpreteaza,
punand sub semnul intrebarii perceptiile traditionale despre nationalism, apartenentd si
identitate culturala.

O trasatura distinctiva tendintei postradamatice oglinditd in dramaturgia autohtona este
abordarea limbajului si a formei. In locul unui limbaj naturalist, care se bazeaza pe dialoguri
clare si pe dezvoltarea unei povesti coerente, dramaturgii postdramatici din Moldova adopta o
scriitura fragmentatd. Piesele pot include fragmente de dialog incomplet, monologuri care se
intersecteaza farda o logica traditionala sau chiar taceri prelungite, care lasa
cititorul/spectatorul sa completeze sensul prin propriile sale perceptii.

Un alt element esential al pieselor create conform modelului postdramatic este
accentul pus pe estetica vizuald si senzoriald. Acestea ofera multiple cai de exprimare, astfel
incdt observam integrate In conceptiile regizorale si scenografice ale producatorilor teatrali
diverse proiectii video, design de lumina sau muzicd experimentald, elemente ce creeaza
spatiu hibrid, unde diverse forme de expresie se imbind pentru a comunica o realitate
fragmentata si mult mai nuantata. In acest fel, teatrul postdramatic devine o forma de arti mai
viscerald si mai intuitiva, care comunica direct cu simturile publicului.

Teatrul postdramatic din Republica Moldova reprezintd o formad de experimentare si
de deschidere fata de noi moduri de a gandi si de a simti teatrul. Prin utilizarea ludicului la
nivel de limbaj si forma, prin reflectia asupra identitatii si realitdtii sociale si prin estetica
vizuala si senzoriald, dramaturgia postdramaticd moldoveneasca reinvie scena teatrald a tarii
si 0 provoacd si exploreze noi cii de exprimare artistici. In contextul provocirilor si al
publicului conservator pe alocuri, acest tip de teatru are un potential semnificativ de a redefini
granitele teatrului moldovenesc, facandu-1 un spatiu al reinnoirii.

Cuvinte-cheie: teatru, postdramatic, dramaturgie, Republica Moldova, limbaj, formd, subiect

The post-dramatic theatre represents a significant break from the classical conventions
of dramaturgy. In the Republic of Moldova, this phenomenon reflects a profound shift in
theatrical perception within the post-Soviet context. In line with the post-dramatic tendency,
contemporary Moldovan dramaturgy abandons the traditional structures and rethinks its
language, the form, and themes, influenced by the ever-changing social, political, and cultural
realities. In this regard, we identify three fundamental directions of the universal post-

133



dramatic theatre within the local dramaturgy, which are crucial for understanding this
tendency: playfulness at the level of language and form, reflection on identity and social
reality, and a focus on visual and sensory aesthetics.

One of the defining aspects of the post-dramatic theatre in the Republic of Moldova is
the complex approach to national identity and socio-political realities. After decades of Soviet
domination, Moldova has undergone fundamental changes, and these transitions are reflected
in the works of the playwrights such as Constantin Cheianu, Irina Nechit, Angelina Rosca,
Dumitru Crudu, Nicoleta Esinencu, Inna Cebotari, and others. The dramatic conflict between
characters moves to another level, shifting between characters and the political, historical, or
social systems in which they exist. The theatres in the Republic of Moldova are pioneers of a
new vision of identity—one that is no longer defined by static elements but is in a constant
state of transformation. The plays do not merely reflect these conflicts but reinterpret them,
questioning the traditional perceptions of nationalism, belonging, and cultural identity.

A distinctive feature of the post-dramatic tendency reflected in Moldovan dramaturgy
is the approach to language and form. Instead of a naturalistic language based on clear
dialogues and the development of a coherent narrative, the Moldovan post-dramatic
playwrights adopt a fragmented writing style. The plays may include incomplete dialogue
fragments, overlapping monologues without traditional logic, or even prolonged silences,
leaving the reader/viewer to fill in the meaning through his own perceptions.

Another essential element of the plays created within the post-dramatic model is the
emphasis on visual and sensory aesthetics. They offer multiple means of expression,
integrating various theatrical production techniques, such as video projections, lighting
design, or experimental music, within directorial and scenographic concepts. These elements
create a hybrid space where different forms of expression merge to communicate a
fragmented and nuanced reality. In this way, the post-dramatic theatre becomes a more
visceral and intuitive art form that directly engages the audience’s senses.

The post- dramatic theatre in the Republic of Moldova represents a form of
experimentation and openness towards new ways of thinking and feeling the theatre. Through
the playful use of language and form, reflection on identity and social reality, and an emphasis
on visual and sensory aesthetics, the Moldovan post-dramatic dramaturgy revitalizes the
country’s theatrical stage and challenges it to explore new artistic means of expression.
Despite the challenges and the presence of a sometimes conservative audience, this type of
theatre has significant potential to redefine the boundaries of Moldovan theatre, turning it into
a space of renewal.

Keywords: theater, post-dramatic, dramaturgy, Republic of Moldova, language, form, subject
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Odata cu destramarea Uniunii Sovietice si crearea noului stat Republica Moldova, in
anul 1991, majoritatea sistemelor social-economice, stabilite timp de decenii, au fost, pur si
simplu, resetate sau oprite definitiv. Cinematografia face parte si ea din categoria artelor uitate
la Tnceputul marilor schimbari de dupa independenta.

La inceputul anilor noudzeci perspectiva unor noi generatii care sd reconstruiasca
cinematografia autohtona era Incad departe, dar romantismul, fervoarea independentei proaspat
obtinute si caderea cortinei de fier au catalizat contactul dintre tinerii din Republica Moldova
si Romania.

Una din aceste tinere este regizoarea Leontina Vatamanu, care a facut parte din prima
promotie de studenti basarabeni inrolati la studii in Romania, si, mai exact, la Universitatea
Nationald de Arta Teatrala si Cinematografica |.L. Caragiale din Bucuresti. Pana in prezent
are o cariera prolificad, demonstrand o sensibilitate aparte fatd de viata social-culturald din
spatiul dintre Nistru si Prut. Preludnd magia poeziei de la tatdl sau, scriitorul Ion Vatamanu,
Leontina Vatamanu cautd poezia si o transpune pe ecran prin limbaj cinematografic.

Poezia pe ecran este creatd din subtilitatile pe care le vedem in filme, precum Satul
din oglinda (2008), Sarmana de pe Prut (2011), Te iubesc, lon si Doina (2014) si Siberia din
oase (2020). La nivel simbolic, ordinea creatiei acestor filme reflectd un drum de reconectare
cu identitatea romaneasca, dorul si durerea trecutului.

Filmul este expresie artisticad, investigatie documentara, iar pentru unii poate fi si
terapie. Aici fac referire, in special, la filmul Siberia din oase, care este un documentar ce
combina scene de fictiune si interviuri documentare cu victimele deportarilor. Dincolo de
drama si tragedia Tnscenatd cu actori, filmul mai oferd si o reconciliere a protagonistilor cu
trecutul lor tragic. Protagonistii Gavril Boian, Ion Radu, Elena Curicheru-Vatamanu si
Margareta Spanu-Cemortan vorbesc despre trecutul lor, despre ororile si suferinta prin care au
trecut 1n copildrie, atunci cand au fost deportati.

Se cunoaste cd multi dintre cei care au supravietuit deportarilor preferau sd nu mai
vorbeasca despre acele evenimente, astfel devenind o trauma colectivd incapsulatd, care nu
putea fi tratatd sau depasitd, pentru ca nu se vorbea despre ea.

Intr-un interviu acordat in 2020 pentru Radio Europa Liberd, Leontina Vatamanu
mentioneaza: ,,Am adus perspectiva psihologica asupra traumei. Unul din personajele acestui
film este doamna psiholog Zinaida Bolea, care ne vorbeste despre consecintele acelor traume,
despre consecintele traumelor care se perpetueaza in timp, se transmit generatiilor, chiar si
generatiilor actuale” (Radio Europa Libera, 6 iulie, 2020).

Povestind, protagonistii din film isi depasesc intr-un fel fricile si traumele trecutului,
ajutand totodata si spectatorii sd faca acelasi lucru, sd vada si sd audd cd au existat acele
evenimente. Foarte multi oameni au avut de suferit, iar noi, ca neam, am ramas cu o rana care
trebuie tratatd cu grija.

Terapia colectiva prin cinematografie este un fenomen de amploare mondiala si poate
fi intalnita, din pacate, in cinematografiile mai multor natiuni. Zic ,,din pacate”, pentru ca
aceste filme sunt rezultatul unor drame catastrofale ale civilizatiei umane ce au avut loc pe
parcursul istoriei secolului XX si care au marcat si decimat constiinta colectiva a milioane de
oameni.

Astfel, desi tema filmelor sale este una universala, filmele Leontinei Vatamanu se
preteazd, in primul rand, spectatorilor care fac parte din acest context local sau regional.
Pentru un spatiu mai extins de privitori functioneaza Siberia din oase, dat fiind faptul ca
tragedia deportarilor a cuprins mai multe natiuni din fosta Uniune Sovietica (baltici,
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polonezi). La nivel international, filmografia Leontinei Vatamanu face parte din
cinematografia dedicatd dramelor nationale si identitare. Filmele ei sunt ca un portret cu
cicatrici, care pastreaza semnele ranilor din trecut, le tine minte, le ingrijeste, le canta si le
trateaza.

Prin faptul cad aceste filme existd si sunt privite, Leontina Vatamanu contribuie la
»terapia” poporului dintre Nistru si Prut. Aceste filme mentin vie memoria, deschid ochii si
educd noi generatii.

Probabil, regizoarea Leontina Vatamanu si-a gasit chemarea in expresia
cinematografica prin abordarea unor probleme si drame de importanta cruciald, din punct de
vedere istoric $i uman.

In prezent sunt putine personalititi in cinematografia din Republica Moldova care au
in palmares o atat de bogata filmografie dedicatd dramelor nationale precum cea a Leontinei
Vatamanu. Datorita filmelor sale, astdzi se vorbeste tot mai mult despre problemele natiunii
noastre, despre tragediile istorice prin care au trecut basarabenii, despre cultura noastra care
trebuie pusa in prim-plan si despre un viitor civilizat si pasnic pe care il dorim urmasilor.

Cuvinte-cheie: femeie, cinema, Leontina Vatamanu, Republica Moldova, deportari, identitate

With the dissolution of the Soviet Union and the creation of the new state, the
Republic of Moldova, in 1991, most of the socio-economic systems that had been established
for decades were simply reset or permanently shut down. Cinema was also among the
forgotten arts at the beginning of the major changes following the independence.

At the start of the 1990s, the prospect of new generations rebuilding the national film
industry was still distant. However, the romanticism, the fervor of the newly gained
independence, and the fall of the Iron Curtain catalyzed the connection between young people
from the Republic of Moldova and Romania.

One of these young individuals is director Leontina Vatamanu, who was part of the
first generation of Bessarabian students enrolled in Romania, specifically at the National
University of Theatre and Film I.L. Caragiale in Bucharest. To this day, she has built a
prolific career, demonstrating a special sensitivity to the socio-cultural life of the region
between the Dniester and Prut rivers. Inheriting the magic of poetry from her father, writer
lon Vatamanu, Leontina Vatamanu seeks poetry and transposes it onto the screen through
cinematic language.

The poetry on screen emerges from the subtleties we see in the films such as The
Village in the Mirror (2008), The Poor Woman on the Prut (2011), | Love You, lon and Doina
(2014), and Siberia in the Bones (2020). Symbolically, the sequence of these films reflects a
journey of reconnection with Romanian identity, longing, and the pain of the past.

Film is an artistic expression, a documentary investigation, and for some, even
therapy. This is particularly true for Siberia in the Bones, a documentary that combines
fictional scenes with documentary interviews featuring the victims of deportations. Beyond
the drama and tragedy staged with actors, the film also offers the protagonists reconciliation
with their tragic past. Gavril Boian, lon Radu, Elena-Curicheru Vatamanu, and Margareta
Spanu Cemortan speak about their past, the horrors, and the suffering they endured as
children when they were deported.

It is well known that many of those who survived the deportations preferred not to
speak about those events, turning them into an encapsulated collective trauma—one that could
not be treated or overcome because it was never discussed.

In an interview given in 2020 for Radio Free Europe, Leontina Vatamanu stated:
"We brought a psychological perspective to trauma. One of the characters in this film is
psychologist Zinaida Bolea, who speaks to us about the consequences of those traumas, about
how trauma perpetuates over time, passing down even to current generations."

By sharing their stories, the film's protagonists somehow overcome their fears and past
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traumas, while also helping audiences do the same—to see and hear that these events
happened, that many people suffered, and that as a nation, we are left with a wound that must
be carefully tended.

Collective therapy through cinema is a worldwide phenomenon and, unfortunately,
can be found in the film industries of many nations. | say unfortunately because these films
are the result of catastrophic human tragedies that occurred throughout the 20th century,
scarring and decimating the collective consciousness of millions of people.

Thus, while the themes of Leontina Vatamanu’s films are universal, her works
primarily resonate with audiences who belong to this local or regional context. Siberia in the
Bones, however, reaches a broader audience, given that the tragedy of deportations affected
multiple nations of the former Soviet Union (including the Baltic States and Poland). On an
international level, Leontina Vatamanu’s filmography belongs to the category of cinema
dedicated to national and identity-driven dramas. Her films are like a portrait with scars—
preserving the marks of past wounds, remembering them, tending to them, singing about
them, and healing them.

By creating and showing these films, Leontina VVatamanu contributes to the "therapy"
of the people between the Dniester and the Prut. These films keep memory alive, open eyes,
and educate new generations.

I believe that director Leontina Vatamanu has found her calling in cinematic expression by
addressing issues and dramas of crucial historical and human significance.

At present, there are few personalities in Moldovan cinema with a filmography as
dedicated to national dramas as that of Leontina Vatamanu. | believe that, thanks, in part, to
her films, there is now more discussion about the problems of our nation, the historical
tragedies endured by Bessarabians, the importance of our culture, and the need to prioritize it,
as well as the civilized and peaceful future we hope to build for future generations.

Keywords: woman, cinema, Leontina Vatamanu, Republic of Moldova, deportations, identity
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De-a lungul timpului, teatrul si arta actorului au evoluat, iar tehnicile actoricesti s-au
diversificat in functie de epocd, cultura si stiluri dramatice. Teatrul este o forma de artd care
utilizeaza diverse limbaje pentru a comunica idei, emotii si mesaje catre public. Aceste
limbaje sunt diverse si se pot combina in functie de stilul, scopul si natura spectacolului.
Limbajele teatrale reprezintd un set de tehnici, conventii si simboluri, prin care actorii,
regizorii si echipele de productie creeaza un univers dramatic. Limbajele teatrale se
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incadreaza, in esentd, in doud categorii mari: sonore si vizuale. Desi in teatrul de avangarda s-
au explorat si mijloace olfactive, prin arderea unor substante aromatice sau dispersarea
parfumurilor in sald, astfel de experimente au fost rare si limitate. De exemplu, Th monodrama
Astro-remisie de A. Rosca-Ichim, regia D. Acris, de la ART (Angelina Rosca Teatru), in sala
se simtea un miros abia perceptibil de spirt, iar spectatorii parca se aflau la spital impreuna cu
protagonistul. In perceptia umana, vizul si auzul riman principalele canale de comunicare cu
lumea exterioard, motiv pentru care limbajele teatrale pot fi grupate n limbaje sonore si
limbaje vizuale.

Limbajele sonore includ nu doar rostirea textului, ci si expresii non-verbale, precum
strigatele, rasetele, suspinele, gemetele sau cantecele — toate constituind modalitati de
expresie utilizate de actori. In plus, regia contribuie la redarea acestor expresii non-verbale cu
elemente sonore, precum muzica si efectele acustice de fundal.

Limbajele vizuale cuprind prezenta fizicd a actorilor, miscarea acestora pe scend,
expresiile faciale si corporale, gesturile, dar si alte elemente, precum costumele, mastile sau
machiajul. De asemenea, intregul spatiu scenic devine un cod vizual complex prin decor,
jocuri de lumini si umbre — toate contribuind la constructia universului teatral.

Monodrama este o forma de teatru In care un singur actor isi asuma rolul principal si
transmite o0 poveste sau un mesaj printr-o performanta solitard. Limbajul folosit pentru a
realiza 0 monodrama este variat si depinde in mare masura de contextul si tema piesei. Cel
mai frecvent limbaj verbal folosit in monodrami este monologul. In monodrama
monologurile sunt esentiale pentru a reda structura piesei, deoarece ele reprezinta principalul
mod de a transmite gandurile, emotiile si conflictele interioare ale personajului. In functie de
tonul, intentiile si stilul piesei, monologurile pot varia foarte mult. Prezentdm mai jos cateva
tipuri de monologuri frecvent utilizate Tn monodrama.

Monologul interior este un tip de monolog in care personajul isi exprima gandurile
interioare, reflectiile, dilemele sau conflictele interne. De multe ori acest tip de monolog poate
pdrea haotic sau neorganizat, deoarece reflecta fluxul natural al gandurilor si emotiilor. Drept
exemplu poate servi personajul lui Anatol Guzic din monodrama ADI, Adolf Hitler, in
ultimele zile ale razboiului Adolf Hitler sta izolat in buncérul sau si 1si interpreteaza ultimul
act in deplina solitudine. Aici observam si un alt fel de monolog — monologul confesiv, in care
personajul 1si dezvéluie adevarul sau o parte din trecutul sdu cu o sinceritate brutala.
Personajul 1s1 marturiseste public o greseald majord pe care a facut-o sau o experientd
dureroasa din viata sa, dar in cazul lui Adolf Hitler personajul nu denota nici un fel de regrete.
in monologul de autojustificare, prezent, de asemenea, in acest spectacol, personajul incearca
sd 1si explice sau sa isi justifice actiunile. Este un act de aparare in fata unei critici externe sau
interne.

Monologul adresat publicului presupune o forma directd de comunicare intre persona;
si public. Personajul vorbeste deschis cu audienta, adesea pentru a-i expune o idee, un
sentiment sau o viziune. Drept exemplu in acest caz poare servi personajul Tatianei Manoil
din monodrama O zi din viata lui Helen, unde Helen rupe ,,peretele” dintre personaj si public,
creand o experientd de comunicare directd si intima. Tot aici observam si monologul de
introspectie, in care personajul reflecta asupra propriei sale vieti, asupra alegerilor facute sau
asupra unei situatii in care se afld. Monologul implicd o autoanalizd profunda, in care eroina
se intreaba: ,,Ce ar fi fost, daca...?” sau 1si pune intrebari filozofice. Acest tip de monolog il
regasim si iIn monodrama Maria Tanase. As muri, moartea nu-mi vine, in care Maria Téanase
(Ecaterina Mardari) reflecta asupra vietii sale, asupra greselilor facute, asupra dorintelor
neimplinite sau la ceea ce ar fi putut schimba. In ambele monodrame este prezent si
monologul narativ — protagonistele povestesc un eveniment din trecut, o intdmplare din trecut
sau un caz semnificativ din viata lor. Este un monolog mai structurat, in care se istoriseste un
eveniment clar. Acest monolog permite publicului sa inteleagd mai bine contextul in care se
afld personajul si cum a ajuns in punctul in care se afla acum.
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Monologul dramatic este un monolog puternic si emotionant, unde personajul se afla
intr-o stare de criza, expunandu-si sentimentele de frustrare, furie, disperare sau orice alt
sentiment extrem. De exemplu, in monodrama Astro-remisie monologurile lui Sasa (Victor
Vorzonin) includ izbucniri de furie sau de tristete adanca. Monologul satiric este un monolog
plin de umor, ironie sau sarcasm, In care personajul comenteaza asupra unor aspecte ale
societatii, ale relatiilor interumane sau ale propriilor sale experiente, dar dintr-o perspectiva
criticd si adesea provocatoare.

Monologul filozofic, prezent in spectacol, include intrebari existentiale sau meditatii
asupra destinului si alegerilor individuale. Un personaj pune intrebari fundamentale despre
existentd, liberul arbitru sau destin, Incercand sa gaseasca un sens in viata.

In monodrame, pe langa limbajul verbal, se foloseste si limbajul non-verbal, care este
foarte important. Corpul actorului este folosit pentru a suplini cuvintele sau pentru a le
intensifica semnificatia. Gesturile si expresiile faciale sunt esentiale pentru a transmite emotii
si stari interioare. In functie de tipul monodramei, miscarile pe scena pot fi fluide sau foarte
precise, reflectand starile de agitatie sau de control ale personajului. Apoi monodramele
folosesc adesea imagini vizuale sau obiecte ca simboluri ale stdrilor interioare ale
protagonistului. Ritmul in vorbire si pauzele pot forma o situatie tensionatd, iar folosirea
acestora poate influenta modul in care publicul percepe actiunea si starile eroului.
Tehnologiile pot adiuga o dimensiune suplimentard si pot sustine intelegerea textului. In
unele productii moderne actorul poate interactiona cu elemente digitale, cum ar fi imaginile,
textele sau chiar realitatea augmentara, care pot adanci mesajul piesei.

Actorul trebuie sad stdpaneascd tehnici variate, de la psihologic (Stanislavski) la
expresionism si teatrul fizic (Meyerhold, Grotowski, Lecoq). El isi modeleaza corpul, vocea si
eXpresivitatea pentru a se integra in stilul specific al spectacolului. Uneori, in teatrul
experimental sau in monodrame actorul creeaza o relatie directd si intensd cu spectatorii,
implicandu-i in actiune.

Psihotehnica in arta actorului reprezinta un ansamblu de tehnici si metode psihologice
utilizate de actori pentru a se conecta profund cu personajele pe care le interpreteaza. Prin
aceste tehnici si metode actorul acceseaza si transforma trdirile interioare, reusind sa redea cu
autenticitate starile emotionale si conflictele personajului. Actorii din monodramele la care se
face referintd in acest articol au folosit elementele esentiale din psihotehnica, cum ar fi:
concentrarea $i relaxarea, accesarea memoriei afective (metodele propuse de Stanislavski sau
Strasberg), imersiunea in personaj, exercitii de imaginatie si vizualizare. Prin practicarea
psihotehnicilor actorul isi dezvoltd abilitatea de a transforma experientele interioare in
expresii artistice adevarate, contribuind astfel la intelegerea in profunzime si la formarea unei
imagini credibile a interpretarii teatrale.

Cuvinte-cheie: instrumente, limbaj teatral, monodrama, monolog, personaj, tehnici, public

Over time, the theater and the art of acting have evolved, and acting techniques have
diversified according to era, culture, and dramatic styles. The theater is an art form that uses
various languages to communicate ideas, emotions, and messages to the audience. These
languages are diverse and can be combined depending on the style, purpose, and nature of the
performance. Theatrical languages are a set of techniques, conventions, and symbols through
which the actors, directors, and production teams create a dramatic universe. Theatrical
languages essentially fall into two broad categories: sound and visual. Although the avant-
garde theater also explored olfactory means, by burning aromatic substances or dispersing
perfumes in the room, such experiments were rare and limited. As is the case, for example, in
the monodrama Astro-remission by A. Rosca-Ichim, directed by D. Acris from the Angelina
Rosca Teatru where the hall smelled of alcohol and the audience felt like they were in the
hospital with the protagonist. In human perception, sight and hearing remain the main
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channels of communication with the outside world, which is why the theatrical languages can
be grouped as follows:

Sound languages: include not only the utterance of the text, but also non-verbal
expressions such as shouts, laughter, sighs, groans or songs, all of which are the ways of
expression used by the actors. In addition, the direction contributes sound elements such as
music and background acoustic effects.

Visual languages: include the physical presence of the actors, their movement on
stage, facial and body expressions, gestures, but also external elements such as costumes,
masks or makeup. Also, the entire stage space becomes a complex visual code, through
decorations, plays of light and shadow, all contributing to the construction of the theatrical
universe.

Monodrama is a form of theater in which a single actor assumes the main role and
transmits a story or message through a solitary performance. And the languages used to create
a monodrama are varied and depend largely on the context and theme of the play. The most
common verbal language used in monodrama is the monologue. Monologues are essential to
the structure of the play, as they represent the main way to convey the thoughts, emotions and
internal conflicts of the character. Depending on the tone, intentions and style of the play, the
monologues can vary greatly. Here are some types of monologues frequently used in
monodrama:

Interior monologue - this is a type of monologue in which the character expresses his
inner thoughts, reflections, dilemmas or internal conflicts. Often, this type of monologue can
seem chaotic or disorganized, as it reflects the natural flow of thoughts and emotions. An
example is Anatol Guzic's character from the ADI Monodrama, Adolf Hitler in the last days
of the war, isolated in his bunker, performing his last act in complete solitude. Here we also
observe another type of monologue, which is the confessional monologue, in which the
character reveals the truth or part of his past, often with brutal honesty. A character publicly
confesses a major mistake he made or a painful experience in his life, but in the case of Adolf
Hitler, he has no regrets. In the self-justification monologue, also present in this show, the
character tries to explain or justify his actions. It is an act of defense in the face of external or
internal criticism.

The monologue addressed to the audience involves a direct form of communication
between the character and the audience. The character speaks openly with the audience, in
order to expose an idea, a feeling or a vision. As it happens in the case of Tatiana Manoil's
character in the monodrama A Day in Helen's Life, Helen breaks the "wall" between the
character and the audience, creating a direct and intimate communication experience. Here we
also observe the introspective monologue, where the heroine reflects on her own life, the
choices she has made, or on a situation she finds herself in. It involves a deep self-analysis, in
which the character asks herself "What if?" or asks herself philosophical questions. We also
find this type of monologue in the monodrama Even if You Die, | don't Care, in which Maria
Tanase, played by the actress Ecaterina Mardari, thinks about her life, the mistakes she has
made, her unfulfilled desires, or what she could have changed. In both monodramas, the
narrative monologue is also present - the protagonists narrate an event from the past or an
incident from the past or a significant incident in their lives. It is a more structured
monologue, in which a clear event is narrated with a beginning, middle, and end. It allows the
audience to better understand the context in which the character is and how they got to where
they are now.

The dramatic monologue is a powerful, emotional monologue in which the character is
in a state of crisis, exposing his feelings of frustration, anger, despair, or any other extreme
emotion. As in the monodrama Atro-remission, the monologues of Sasha, played by the actor
Victor Vorzonin, include outbursts of anger or deep sadness. The satirical monologue is a
monologue full of humor, irony, or sarcasm, in which the character comments on aspects of
society, interpersonal relationships, or his own experiences, but from a critical and often
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provocative perspective. The philosophical monologue may include existential questions or
meditations on destiny and individual choices. A character may ask fundamental questions
about existence, free will, or destiny, trying to find a meaning in the midst of the chaos of life.

In monodramas, in addition to the verbal language, the non-verbal language is very
important. The actor's body is used to replace words or to intensify their meaning. Gestures
and facial expressions are essential for conveying emotions and inner states. Depending on
the type of monodrama, the movements on stage can be fluid or very precise, reflecting the
character's states of agitation or control. Monodramas also often use visual images or objects
as symbols of the protagonist's inner states. The rhythm of speech and pauses can build
tension, and their use can influence how the audience perceives the hero's action and states.
Technologies can add an additional dimension and support the understanding of the text. In
some modern productions, the actor can interact with digital elements, such as images, texts,
or even augmented reality, which can deepen the message of the play.

The actor must master various techniques, from psychological (Stanislavski) to
expressionism and physical theater (Meyerhold, Grotowski, Lecoq). He shapes his body,
voice and expression to integrate into the specific style of the performance. Sometimes, in the
experimental theatre or in monodramas, the actor creates a direct and intense relationship with
the audience, involving them in the action.

“Psychotechnics” in the art of acting represents the set of psychological techniques
and methods used by actors to connect deeply with the characters they play. Through these
methods, the actor accesses and transforms his inner feelings, managing to authentically
reproduce the emotional states and conflicts of the character. The actors, in the monodramas
referred to in this article, used the essential elements of “psychotechnics” such as:
concentration and relaxation, accessing affective memory, immersion in the character,
imagination and visualization exercises. By practicing psychotechnics, the actor develops the
ability to transform inner experiences into true artistic expressions, contributing to the depth
and credibility of the theatrical performance.

Keywords: instruments, theatrical language, monodrama, monologue, character, techniques,
audience
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Robert Lepage este un recipient eficient al fondului traditional de expresivitate scenica a
teatrului asiatic. Acest regizor este fascinat de procesul de reinnoire a parghiilor de expresie
scenica din teatrul asiatic si de mobilitatea spatiald. Posibil cd tehnologiile formative din
spectacolul lui Lepage sunt alimentate de categoria ,,deschiderii ochilor” kaigen, la care Zeami,
autorul Celor sapte tratate secrete ale teatrului Noh, a acordat o atentie deosebita, subliniind ca
kaigen ,,este momentul in care combinatia de elemente vizuale surprinde publicul peste orice
masura, cand dansul si miscarea actorului se impletesc pentru a evoca o emotie speciald in
sufletele celor prezenti in sala”.

Aderarea lui Lepage la unele dintre principiile teatrului clasic japonez s-a manifestat in
,Dansul kimonoului” din piesa Cele sapte rduri ale fluviului Ota. Conform ideii regizorului, in
acest dans legatura personajelor intre ele este transmisa vizual, iar efectul asupra publicului prin
intermediul unui algoritm optic de Imbracare a actorilor in kimono este pe masura catharsisului.
Iatd descrierea acestei secvente kaigen din spectacolul lui Lepage: ,,De indata ce un personaj se
intoarce, urmatorul personaj — care intrase pe furis si se afla chiar in spatele lui — se strecoara in
costum, Intorcandu-se si anuntandu-se, in timp ce ceva ascunde plecarea celui precedent”.

Relevanta ideii de magie de neegalat a teatrului myosho, pretuitd de autorul Tratatelor,
este confirmatd de Lepage prin ,,convergenta corpului si a tehnologiei”. Nu in zadar este numit
»alchimistul relatiei dintre nou si vechi”. Rezultatul, dupa cum noteaza criticul roman, este un
spectacol ,,cu efecte audiovizuale aproape magice”. Suntem de parere cd Robert Lepage se
explica prin experienta acumulata de teatrul asiatic Tn manipularea celor cinci simturi.

Prin secretele maiestriei teatrelor Noh si Kabuki de a dilata spatiul de joc, regizorul a
desprins o formuld de constructie a spectacolului, In care constantd este prestatia actorului si
variabild — simbioza a locului si a timpul actiunii.

Despre impactul tehnicilor dezvoltate de acest regizor occidental se scrie 1n legatura cu
renasterea traditiilor Japoniei, remarcandu-se faptul ca datoritd echipamentelor digitale folosite
cu abilitate, spectatorul este transformat dintr-un observator detasat intr-un partener sedus al
actorilor. ,,Intr-un spectacol precum Eonnagata, care este un omagiu adus voluptitii senzuale a
Kabuki-ului, aceasta calitate extraordinara este cel mai usor de observat”.

In creatia sa Lepage se striduieste sa impleteasca doua sau mai multe lumi paralele ale
existentei actoricesti. Conceptul de estetica arhitecturald a regizorului contemporan a fost
comparatd cu ideile lui Gordon Craig privind combinatia armonioasa a corpului in miscare si a
volumelor scenice. Deoarece volumul in spectacolele lui Lepage este creat prin intersectia
perspectivelor, linearitatea naratiunii este, de asemenea, absentd. Astfel, inceputul spectacolului
Blue Dragon este reprezentat prin tehnica combinarii a trei dimensiuni de joc: ,,Pierre
reflecteaza asupra caligrafia chineza, avionul care o transportd pe Claire traverseaza o furtuna in
drum spre China, iar Lin executd un dans traditional cu maneci lungi”. Povestile eroilor sunt
tesute Tmpreund in mod repetat, dar solutia scenografica a finalului, ca si inceputul prezentat in
trei felii spatiale, este stratificata in mai multe variante de rezultate probabile.

Integritatea semantica a tehnicilor de expresivitate scenica in arhitectonica productiei lui
Lepage este caracterizatd prin dinamism. Mediul flexibil si mobil al spectacolului este bazat pe
acumularea continud de asocieri.

Setul de contra-naratiuni multiple din Cele sapte rdauri ale fluviului Ota a devenit o
provocare de a impleti sapte naratiuni care cuprind epoci si natiuni. Lectiile integrate de teatru
intercultural au oferit solutia, care a fost un spatiu scenic unificat, intrucat prevederea
»perceptiei simultane a spatiilor diferite”, valabila pentru teatrul chinezesc, caracterizeaza
teatrul traditional asiatic in ansamblu.

Cuvinte-cheie: Robert Lepage, teatrul japonez, teatrul chinez, expresivitatea scenicd,
arhitectonica spectacolului lui Robert Lepage

Robert Lepage is an effective recipient of Asian theater's traditional background of
scenic expressivity. This director is fascinated by the process of renewal of the levers of scenic
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expression in the Asian theater and spatial mobility. Possibly, the shaping technologies in
Lepage's performance are fueled by the category of “eye-opening” kaigen, to which Zeami, the
author of The Seven Secret Treatises of Noh Theater, paid particular attention, emphasizing that
kaigen "is the moment when the combination of visual elements surprises the audience beyond
measure, when the dance and movement of the actor intertwine to evoke a special emotion in
the souls of those present in the theater."

Lepage's adherence to some of the principles of classical Japanese theater was
manifested in the Kimono Dance from Seven Streams of the Ota. According to the director's
idea, in this dance the characters' connection to each other is conveyed visually and the effect on
the audience through an optical algorithm of the actors' kimono-garment is as catharsis. Here is
the description of this kaigen sequence from Lepage's performance: 'As soon as one character
turns around, the next character - who had entered by sneaking in and was right behind him -
slips into costume, turning and announcing himself, while something hides the departure of the
previous one.'

The relevance of the idea of the unrivaled magic of the myosho in theater, cherished by
the author of the Treatises, is confirmed by Lepage through "the convergence of body and
technology”. It is not in vain that he is called "the alchemist of the relationship between the new
and the old". The result, as the Romanian critic notes, is a performance "with almost magical
audiovisual effects". We believe that Robert Lepage's creativity is explained by the experience
of Asian theater in manipulating the five senses.

Through the secrets of the Noh and Kabuki theaters' techniques of expanding the
performance space, the director has developed a formula for constructing a performance in
which the actor's performance is constant and variable - the symbiosis of the place and time of
the action.

About the impact of the techniques developed by this Western director it is written in
connection with the revival of Japanese traditions, noting that thanks to skillfully used digital
equipments, the viewer is transformed from a detached observer into a seduced partner of the
actors. "In a show like Eonnagata, which is homage paid to the sensual voluptuousness of the
Kabuki, this extraordinary quality is most easily observed."

In his creation, Lepage strives to weave together two or more parallel worlds of acting
spaces. The contemporary director's concept of architectural aesthetics has been compared to
Gordon Craig's ideas of the harmonious combination of the moving body and scenic volumes.
Because the volume in Lepage's performances is created through the intersection of
perspectives, the linearity of the narrative is also absent. Thus, the beginning of the show Blue
Dragon is represented by the technique of combining three dimensions of play: 'Pierre reflects
on Chinese calligraphy, the airplane carrying Claire passes through a storm on its way to China,
and Lin performs a traditional dance with long sleeves'. The stories of the heroes are woven
together repeatedly, but the scenographic solution of the ending, like the beginning presented in
three spatial slices, is layered in multiple variants of probable outcomes.

The semantic integrity of the techniques of scenic expressivity in the architectonics of
Lepage's production is characterized by dynamism. The flexible and mobile environment of the
performance is based on the continuous accumulation of associations.

The set of multiple counter-narratives in the Seven Streams of the Ota has evolved into a
challenge of interweaving seven narratives spanning eras and nations. The integrated lessons of
intercultural theater provided the solution, which was a unified stage space, because the
stipulation of “simultaneous perception of different spaces” that is valid for the Chinese theater,
characterizes the traditional Asian theater as a whole.

Keywords: Robert Lepage, Japanese theater, Chinese theater, scenic expression, Robert
Lepage's performance architectonics
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,, Cine vrea sd invete sa zboare, trebuie Sa invete mai intdi sa stea, Sa meargd,
sa alerge, sa se catere si sa danseze: nu poti invdata imediat sa zbori” .
Friedrich Nietzsche

Inainte de a crea, este necesar si se studieze treptat subiectul creativitatii. Astfel,
gasirea tiparelor comune si a trasaturilor distinctive in sistemul semiotic teatral va ajuta
creatorii de continut.

Estrada, la moment, este una dintre cele mai raspandite forme ale artei. Prin
multitudinea intercalarilor genurilor si diversitatea mijloacelor de expresivitate atat a
limbajului cét si a mijloacelor tehnice, estrada devine o arti complexa si perceptibild. In
ultimii ani, mijloacele si modalitdtile de expresie caracteristice estradei, capata repede
amploare si in arta dramatica. Arta spectacolului de estrada este o artd imediata a procesului,
si nu a rezultatului. Estrada poarta in sine un caracter aparent distractiv. O forma caracteristica
de spectacol artistic, constand din prezentarea in public a lucrarilor muzicale este concertul.
Estrada concertisticd la moment consider ci, este inca in stadiul de reflectie creativa. In acest
sens, modelele de creare a unui concert de estradd sunt interesante, sunt specificate
caracteristicile lor functionale. In procesul complex de creare a concertului, sunt sintetizate o
mare varietate de forme de arta, care diferd semnificativ in limbajul lor artistic si mijloacele
de expresie. Prin urmare, un concert este un eveniment important in viata creativa a multor
interpreti, ale caror actiuni sunt complet supuse acelorasi legi si modele specifice.

Un punct important in teoria artei concertistice ar trebui considerat si separarea
treptatd a interpretului de autor. Motivele care au determinat aceastd demarcatie, multi
cercetitori le asociazi cu cresterea criteriilor artistice ale publicului. In fata cererilor tot mai
mari din partea publicului, a fost necesar sd se caute noi forme originale. Adesea, multi
cercetatori compara crearea unui concert cu un spectacol de teatru. Interpretii din cadrul unui
concert de estradd sunt ca si actorii din cadrul unui spectacol dramatic, care sunt capabili sa
transmitd intregul sistem de sentimente si ganduri incorporate in repertoriu. Concertul de
estrada este creat pe baza unor lucrari laconice si a unei simple sinteze a artelor. Explorand
caracteristicile crearii unui concert, este necesar sa se identifice si sd se determine semnele si
proprietatile concertului. Principalele caracteristici sunt:

e Varietate de gen a numerelor artistice;
e numarul si popularitatea participantilor la concert si gradul de angajare a acestora in
spatiul temporar din alte locuri;

7 E-mail: elenagutul978@gmail.com
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e tipul si capacitatea locului de concert (sala filarmonica, palatul sportului etc.);
e timpul si publicul etc.

Concertul de estrada este unul dintre tipurile de spectacole publice in care sunt
implicate
diferite tipuri de arte intr-o anumitd forma si cu ajutorul unor mijloace expresive specifice:
muzica, literatura, coregrafie, teatru. Concertul este un spectacol bazat pe un program de
divertisment, amploare, pompozitate exterioard si decorativitate a spectacolului. Odata cu
dezvoltarea artei concertistice in Occident, a aparut conceptul de ,,show business” - industria
divertismentului.

Show-ul in arta concertisticd este asociata cu revolutia stiintifica si tehnologica, ale
artistice. Echipamentele acustice, tehnologia computerizata si laser pentru iluminarea scenei,
proiectiile de film si video fac posibild realizarea unor efecte expresive extraordinare si
neasteptate, decoratiuni spatiale, efect de prezentd — toate acestea fac ca spectacolul modern sa
fie spectaculos, extrem de impresionant.

Metodele de construire a unui concert se bazeaza pe principiile diversitatii,
contrastului, surprizei si sunt in mare masura dictate de dorinta naturald a spectatorului pentru
dinamica si intrigd. Diversitatea contrastantd implica necesitatea unei restructurdri constante a
perceptiei privitorului. Aceasta inseamna ca trebuie gasite asa-numitele ,,formule de tranzitie”
emotional-semantice de la un numar la altul, comunicarea improvizatd intre interpret si
public. Un concert de estradd, al carui program se bazeazd pe contraste si diversitate,
graviteazd Incd spre integritate, spre unitate, deoarece diversitatea genurilor nu asigura
intotdeauna unitatea de perceptie, deoarece publicul este format din oameni cu gusturi foarte
diferite. Prin urmare, un concert ar trebui sd aibd o idee unificatoare si sa o transmitad
spectatorului-ascultator. Tocmai aceasta este esenta sintezei, care este realizatd de scenarist,
regizor si interpret. In cele din urma, logica construirii unui program concertistic combinat se
bazeazid pe legile perceptiei spectator-ascultitor. In consecintd, procesul de elaborare a
programului unui concert constd in cadutarea variantei optime de alternare a atitudinilor
psihologice ale publicului la perceptia numerelor interpretate. Aceasta Inseamna ca
principalele modele de creare a unui concert de estrada sunt diversitatea, compatibilitatea,
contrastul, armonia, integritatea etc. Varietatea intr-un concert este organizatd in functie de
principiul unei astfel de combinatii a acestora, atunci cand fiecare numar difera de cele
invecinate Intr-o calitate notabild a continutului sau a formei. Contrastul este un mijloc prin
care putem capta rapid atentia publicului dupd numarul anterior. Specificul credrii unui
concert de estradd constd atat n natura sa diversd de gen cat si in numarul mare de
participanti.

Modalitatea de exprimare este o caracteristica formatd in timp, care spune cd arta
spectacolelor de estradd trebuie sa lase In permanentd publicului spectator cele mai mari
emotii, deoarece acest gen de spectacole deseori este prezentat doar o singura data. Paradoxal,
mai tot timpul un spectacol de estrada bun poate sa genereze emotii vii pentru zeci de ani
inainte, cu toate acestea, un spectacol de estrada triieste numai o data.

Cuvinte-cheie: estrada concertisticd, concert de estradd, program de concert

Before creating, it is necessary to gradually study the subject of creativity. Thus,
finding common patterns and distinctive features in the theatrical semiotic system will help
content creators.

Estrada (variety show), at the moment, is one of the most widespread forms of art.
Through the multitude of genres and the diversity of means of expressiveness, both language
and technical means the stage becomes a complex and perceptible art. In recent years, the
means and ways of expression characteristic of stage, are quickly gaining scope in dramatic
art as well. The art of variety show is an immediate art of the process, and not of the result.
Estrada itself carries a seemingly fun character. A characteristic form of artistic performance,
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consisting of the public presentation of musical works, is the concert. At the moment, |
believe that the concert scene is still in the stage of creative reflection. In this sense, the
models for creating a stage concert are interesting, their functional characteristics are
specified. In the complex process of creating the concert, a wide variety of art forms are
synthesized, which differ significantly in their artistic language and means of expression.
Therefore, a concert is an important event in the creative life of many performers, whose
actions are completely subject to the same specific laws and patterns.

An important point in the theory of concert art should also be considered the gradual
separation of the performer from the author. Many researchers associate the reasons that
determined this demarcation with the increase in the public's artistic criteria. In the face of the
increasing demands from the public, it was necessary to look for new original forms. Many
researchers often compare the creation of a concert with a theater performance. Performers in
a pop concert are like actors in a dramatic performance, who are able to convey the whole
system of feelings and thoughts embedded in the repertoire. The stage concert is created on
the basis of laconic works and a simple synthesis of the arts. Exploring the features of creating
a concert, it is necessary to identify and determine the signs and properties of the concert. The
main features are:

. the genre variety of artistic numbers;

 the number and popularity of concert participants and their degree of employment in the
temporary space in other places;

* the type and capacity of the concert venue (philharmonic hall, sports palace, etc.);

* the time and audience, etc.

The stage concert is one of the types of public performances in which are involved
different types of arts in a certain form and with the help of specific expressive means: music,
literature, choreography, theater. The concert is a performance based on an entertainment
program, ampleness, external pomp and show decorativeness. With the development of
concert art in the West, the concept of "show business" - the entertainment industry -
appeared.

The show in concert art is associated with the scientific and technological revolution,
whose possibilities have made it possible to equip modern forms of concerts with new artistic
techniques. Acoustic equipment, computer and laser technology for stage lighting, film and
video projections make it possible to achieve extraordinary and unexpected expressive effects,
spatial decorations, presence effect - all this makes the modern show spectacular, extremely
impressive.

The methods of building a concert are based on the principles of diversity, contrast,
surprise and are largely dictated by the viewer's natural desire for dynamics and intrigue.
Contrasting diversity implies the need for a constant restructuring of the viewer's perception.
This means that the so-called emotional-semantic “transition formulas™ from one number to
another, the improvisational communication between the performer and the audience, must be
found. A pop concert, whose program is based on contrasts and diversity, still gravitates
towards integrity, towards unity, because the diversity of genres does not always ensure unity
of perception, because the audience consists of people with very different tastes. Therefore, a
concert should have a unifying idea and convey it to the viewer-listener. This is precisely the
essence of the synthesis, which is made by the screenwriter, director and performer. Finally,
the logic of building a combined concert program is based on the laws of spectator-listener
perception. Consequently, the process of developing the program of a concert consists in the
search for the optimal variant of alternation of the psychological attitudes of the public to the
perception of the performed numbers. This means that the main patterns of creating a pop
concert are diversity, compatibility, contrast, harmony, integrity, etc. The variety in a concert
is organized according to the principle of such a combination of them, when each number
differs from the neighboring ones in a notable quality of content or form. Contrast is a means
by which you can quickly capture the attention of the audience after the previous number. The
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specificity of creating a pop concert consists both in its multi-genre nature and in the large
number of participants.

The way of expression is a characteristic formed over time, which says that the art of
pop shows must always leave the audience with the greatest emotions, because this kind of
shows are often presented only once. Paradoxically, a good variety show can always generate
vivid emotions for decades to come however, a variety show lives only once.

Keywords: concert show, stage concert, concert program
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Lucrarea exploreaza specificitatea si caracteristicile limbajului scenic in teatrul de
animatie contemporan, evidentiind evolutia si tendintele actuale inovatoare din spatiul
european, cu accent pe ultimele trei decenii.

Teatrul de animatie s-a conturat ca o forma de arta multidimensionald, in care limbajul
scenic joacd un rol esential, fiind influentat de schimbari culturale, sociale, politice si
tehnologice semnificative.

Conceptul de limbaj teatral se concentreazd pe diverse modalititi de comunicare
specifice acestui gen, unde papusa este elementul central si punctul de plecare pentru diverse
elemente artistice si forme noi de exprimare. Diversitatea mijloacelor expresive In teatru s-a
dezvoltat in functie de particularitatile culturale ale fiecdrei tari, dar si in urma interactiunii cu
tendintele globale.

Lucrarea analizeaza sincretismul artelor, impactul inovatiilor tehnologice, importanta
elementului vizual, explorarea materialelor si texturilor, sistemele de pdpusi si obiecte,
tehnicile de animatie si tehnologiile, modernitatea scenograficd, deconstructia narativitatii si
interactiunea cu publicul.

Intr-o lume in continui schimbare, teatrul de animatie a cunoscut o revitalizare
substantiald, datoritd viziunilor inovatoare ale unor regizori si reformatori remarcabili, care au
experimentat noi modalitati de exprimare artistica, depasind granitele traditionale prin
modernizarea productiilor teatrale, pentru a raspunde nevoilor contemporane ale publicului.
Specificitatea limbajului se manifesta printr-o serie de trasaturi distinctive, care contribuie la
unicitatea acestui gen teatral. Unele dintre aspectele importante sunt: interactiunea dintre
diverse forme de arta (muzicd, dans, arte vizuale si multimedia). Aceasta interdisciplinaritate
permite o expresie artistica complexa, care depaseste limitele traditionale ale teatrului.

*% E-mail: strungarudana@gmail.com
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O influentd majora a avut dezvoltarea rapida a tehnologiei in ultimele doua decenii,
care a schimbat si modul de comunicare cu publicul. Fuziunea noilor formate vizual-
tehnologice joacad un rol crucial in aceasta transformare, deschizand noi orizonturi vizionare
prin proiectii video, animatie digitala si realitate virtuald. Aceste inovatii nu sunt doar
instrumente tehnice, ci si limbaje artistice, care permit crearea unor efecte vizuale
spectaculoase si extinderea granitelor spatiului scenic.

Integrarea proiectiilor holografice in spectacole pentru a crea efecte vizuale
spectaculoase, cu imagini tridimensionale, permite crearea unor lumi fantastice si interactive.

Un exemplu semnificativ este modul in care se utilizeaza video-mapping-ul sau
proiectiile pe diverse suprafete, pentru a da viatd unor papusi sau obiecte care interactioneaza
cu actorii sau cu publicul.

Tehnologia realitatii virtuale (VR) este integratd in scenografia de teatru, pentru a crea
experiente imersive si captivante, oferind posibilitatea papusilor si interactioneze cu
elementele virtuale.

Explorarea materialelor si a texturilor pentru crearea papusilor, aplicarea tehnologiei
de imprimare 3D si de fabricatie digitald, permit crearea unor papusi complexe si sustenabile
cu forme si texturi neobisnuite.

Combinarea functiilor actorului manipulator si partener al papusii de cétre un singur
interpret, care comunica cu papusa pe care o controleaza, este un alt mijloc interesant.

Punerea in valoare a limbajului expresiei corporale ale actorului prin elemente
coregrafice, pentru a manipula papusile si obiectele.

O altd tendintd inovatoare a fost dezvoltarea papusilor mecanice sau automate, care
sunt controlate nu doar manual, dar si prin intermediul unor sisteme mecanice sau chiar
robotice.

Limbajul vizual in teatrul de animatie contemporan se caracterizeaza printr-0
diversitate de stiluri si estetici, care reflectd tendintele globale, dar si specificul local:
minimalismul si simbolismul, estetica corpului si a miscdrii, fuzionarea formelor artistice.

Simbolismul vizual este o altd influentd definitorie, in care papusile si obiectele devin
metafore puternice, capabile sa exprime emotii si teme complexe.

Animatia cu obiecte este o tehnicd fundamentala in teatrul de animatie, iar in ultimele
decenii a fost folosita mai creativ si mai experimental. Obiectele (de la jucarii la obiecte de uz
cotidian) devin personaje sau instrumente de naratiune, iar modul in care sunt manipulate pe
scena pune accent pe interactiunea fizica si simbolica dintre actor si obiect.

In ultima perioada spectacolele de animatie incearci si creeze o legaturi mai puternici
intre spectatori si spectacol. Deconstructia narativitatii si interactiunea cu publicul au
transformat spectatorul dintr-un observator pasiv intr-un participant activ.

Un alt element definitoriu al modalitatilor de exprimare este nonverbalitatea, un limbaj
bazat pe miscare, gesturi si expresii ale papusilor sau actorilor, dar si pe utilizarea sunetului si
muzicii, interpretarea live de catre actori, pentru a transmite emotii si mesaje profunde.

Au devenit puncte de referinta influentele interculturale, colabordrile internationale si
festivalurile de profil ce se remarcd prin contributia dinamicad la diversificarea limbajului
teatral, permitand schimbul de idei si tehnici inovatoare, promovand totodata diversitatea
artistica.

In prezent procesul teatral modern dezvolti noi forme de expresie artisticd, ceea ce
face ca produsul cultural sa fie unul inedit si, In pofida vietii efemere pe care o are un
spectacol de teatru, trebuie sd ramana un instrument important de educare a valorilor umane.

In concluzie, mijloacele de exprimare a teatrului de animatie contemporan din spatiul
european este unul hibrid, dinamic si inovator, care imbina elemente traditionale cu abordari
experimentale si tehnologii moderne.

Pentru a asigura dezvoltarea si conservarea acestui gen teatral unic si valoros, este
esentiald recunoasterea teatrului de animatie, ca parte cruciald a patrimoniului cultural
european si a peisajului artistic contemporan.
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Cuvinte-cheie: teatru, specificitate, limbaj, animatie, tehnologie, experimentare, inovatie,
sincretism

This paper explores the specificity and characteristics of the scenic language in the
contemporary animation theater, highlighting the evolution and current innovative trends in
the European space, with an emphasis on the last three decades.

The animation theater has emerged as a multidimensional art form, in which the scenic
language plays an essential role, being influenced by significant cultural, social, political, and
technological changes.

The concept of theatrical language focuses on various communication modalities
specific to this genre, where the puppet is the central element and the starting point for diverse
artistic elements and new forms of expression. The diversity of expressive means in the
theater has developed according to the cultural particularities of each country, as well as
through interaction with the global trends.

The paper analyzes the syncretism of arts, the impact of technological innovations, the
importance of the visual element, the exploration of materials and textures, puppet and object
systems, animation techniques and technologies, scenographic modernity, the deconstruction
of the narrative, and audience interaction.

In a constantly changing world, the animation theater has experienced a substantial
revitalization, thanks to the innovative visions of some remarkable directors and reformers,
who have experimented with new modalities of artistic expression, transcending the
traditional boundaries by modernizing the theater productions to meet the contemporary needs
of the audience.

The specificity of the language is manifested through a series of distinctive features
that contribute to the uniqueness of this theatrical genre. Some of the important aspects are:
the interaction between various art forms (music, dance, visual arts, and multimedia). This
interdisciplinarity allows for a complex artistic expression that transcends the traditional
limits of the theater.

A major influence has been the rapid development of technology in the last two
decades, which has also changed the way of communicating with the audience. The fusion of
new visual-technological formats plays a crucial role in this transformation, opening new
visionary horizons through video projections, digital animation, and virtual reality. These
innovations are not just technical tools but also artistic languages, allowing for the creation of
spectacular visual effects and the expansion of the boundaries of the scenic space.

The integration of holographic projections in shows, to create spectacular visual
effects with three-dimensional images, allows for the creation of fantastic and interactive
worlds.

A significant example is the way video-mapping or projections on various surfaces are
used to bring to life the puppets or objects that interact with actors or the audience.

Virtual reality (VR) technology integrated into theater scenography, to create immersive and
captivating experiences, offering the possibility for puppets to interact with virtual elements.

The exploration of materials and textures for puppet creation, the application of 3D
printing and digital fabrication technology, allow for the creation of complex and sustainable
puppets with unusual shapes and textures.

The combination of the functions of the manipulating actor and the puppet partner by a
single performer, who communicates with the puppet he controls, is another interesting
means.

The enhancement of the actor's body expression language through choreographic elements is
to manipulate puppets and objects.

Another innovative trend has been the development of mechanical or automated
puppets, which are controlled not only manually, but also through some mechanical or even
robotic systems.
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The visual language in the contemporary animation theater is characterized by a
diversity of styles and aesthetics, which reflect global trends, but also local specificities:
minimalism and symbolism, the aesthetics of the body and movement, the fusion of artistic
forms.

Visual symbolism is another defining influence, in which the puppets and objects
become powerful metaphors, capable of expressing complex emotions and themes.

Object animation is a fundamental technique in the animation theater, and in the recent
decades it has been used more creatively and experimentally. The objects (from toys to
everyday objects) become characters or narrative tools, and the way they are manipulated on
stage emphasizes the physical and symbolic interaction between actor and object.

In recent times, animation shows try to create a stronger connection between the
viewers and the show. The deconstruction of the narrative and audience interaction has
transformed the viewer from a passive observer into an active participant.

Another defining element of the expressive modalities is nonverbal communication, a
language based on movement, gestures, and expressions of puppets or actors, as well as the
use of sound and music, and live performance by actors, to convey profound emotions and
messages.

Intercultural influences, international collaborations, and profile festivals, which stand
out through their dynamic contribution to the diversification of the theatrical language,
allowing for the exchange of ideas and innovative technigues, while promoting artistic
diversity, have become points of reference.

Currently, the modern theatrical process develops new forms of artistic expression,
which makes the cultural product unique, and despite the ephemeral life of a theater show, it
must remain an important instrument for educating human values.

In conclusion, the means of expression in the contemporary animation theater within
the European space are a hybrid, dynamic, and innovative one, combining traditional elements
with experimental approaches and modern technologies.

To ensure the development and preservation of this unique and valuable theatrical
genre, it is essential to recognize the animation theater as a crucial part of European cultural
heritage and the contemporary artistic landscape.

Keywords: theatre, specificity, language, animation, technology, experimentation, innovation,
syncretism
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In perioada anilor 1980 scena artistica din RSS Moldoveneasci a fost caracterizati de
o intensificare a cautarilor identitare, influentate de contextul istoric si politic tumultuos al
regiunii. Acest deceniu a adus schimbari profunde in viata sociald si culturala a tarii, iar
pictura a devenit un instrument important prin care artistii moldoveni si-au exprimat
preocuparile legate de traditiile si cultura locala, dar si de realitatile sociale si politice din acea
perioada.

Artistii din RSS Moldoveneasca au fost martorii unei perioade de tensiuni si schimbari
fundamentale, iar trasaturile distincte, precum etnicul, autenticitatea artistica si cautarile unui
limbaj artistic propriu, au fost esentiale in lucrarile lor. In aceasta perioadi a existat o tendinti
de a recupera traditiile si valorile nationale ca raspuns la uniformizarea culturala impusa de
regimul sovietic. In pofida cerintelor oficiale ale autorititilor, pictorii moldoveni au inceput sa
abordeze tot mai mult teme legate de mitologia locala, istoria nationald si traditiile populare,
folosind aceste teme pentru a-si construi o identitate culturala distincta.

Una dintre trasaturile definitorii ale acestei perioade a fost utilizarea simbolismului
national si a motivelor din folclorul moldovenesc. Artistii au reinterpretat simbolurile
traditionale, aducandu-le intr-un context contemporan, astfel transformandu-le in instrumente
de afirmare a unei identitati culturale in plind cautare. Astfel, in lucrarile lor, se poate observa
o fuziune intre formele traditionale ale artei populare si tehnicile moderne de pictura.

Printre cei mai reprezentativi pictori ai acestei perioade se numara Mihai Grecu, ale
carui lucrdri sunt caracterizate de o profundad cdutare a radacinilor culturale moldovenesti,
reinnoind traditiile nationale prin forme si tehnici moderne. Igor Vieru a fost un alt artist care
a reflectat dorinta de afirmare a identitatii nationale, iar lucrarile sale pot fi privite ca o
adevdrata pledoarie pentru cultura moldoveneasca. Alti artisti, precum Eleonora Romanescu,
Ada Zevin si Elena Bontea, au explorat teme simbolice si etnice, fiind influentati de dorinta
de revitalizare a elementelor traditionale din cultura moldoveneasca.

In paralel, creativitatea tinerelor generatii de artisti, printre care Dimitrie Peicev, Mihai
Jomir, Sergiu Cuciuc, Gheorghe Oprea, Mihai Statnii, Petru Jireghea, Sergiu Galben, Timotei
Batranu, Tudor Zbarnea, lurie Platon, Ludmila Tonceva si altii, a fost marcata de diversitatea
stilisticd si modurile in care au abordat cautarile artistice legate de paradigma nationala.
Fiecare dintre acesti artisti a contribuit la o reinnoire a limbajului vizual, reinterpretand
traditiile locale intr-un context contemporan.

In a doua jumatate a anilor 1980, pe masura ce regimul sovietic a inceput sa slabeasca,
artistii moldoveni au devenit tot mai curajosi in abordarea unor teme sensibile legate de istoria
si cultura nationald. Renasterea nationald din acea perioada a avut un impact semnificativ
asupra picturii din Republica Moldova, iar artistii au inceput sa puna in valoare patrimoniul
cultural local, contribuind la afirmarea unei identitati nationale si culturale specifice.

Astfel, cautarile paradigmei nationale in creatia pictorilor moldoveni din anii 1980 au
fost un raspuns direct la uniformizarea culturald impusa de regimul sovietic si au contribuit la
consolidarea unei imagini artistice originale si distincte a Republicii Moldova, in contextul
schimbarilor politice si sociale ale vremii.

Cuvinte-cheie: paradigmad, artd, picturd, stil, manierd, tehnicd, traditie, national

In the 1980s, the art scene in the Moldavian SSR was characterized by an
intensification of identity searches, influenced by the tumultuous historical and political
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context of the region. This decade brought profound changes in the social and cultural life of
the country, and painting became an important tool through which Moldovan artists expressed
their concerns related to the local traditions and culture, as well as the social and political
realities of that time.

The artists from the Moldavian SSR were witnesses to a period of tensions and
fundamental changes, and distinct traits such as ethnicity, artistic authenticity, and the search
for a unique artistic language were essential in their works. During this time, there was a
tendency to recover national traditions and values as a response to the cultural uniformity
imposed by the Soviet regime. Despite the official requirements of the authorities, Moldovan
painters increasingly began to address themes related to local mythology, national history, and
folk traditions, using these topics to construct a distinct cultural identity.

One of the defining features of this period was the use of national symbolism and
motifs from Moldovan folklore. Artists reinterpreted traditional symbols, bringing them into a
contemporary context, thus transforming them into tools for affirming a cultural identity in
full search. As a result, in their works, one can observe a fusion between the traditional forms
of folk art and modern painting techniques.

Among the most representative painters of this period was Mihai Grecu, whose works
are characterized by a profound search for Moldovan cultural roots, renewing national
traditions through modern forms and techniques. Igor Vieru was another artist who reflected
the desire for the affirmation of national identity, and his works can be seen as a true plea for
Moldovan culture. Other artists such as Eleonora Romanescu, Ada Zevin, and Elena Bontea
explored symbolic and ethnic themes, influenced by the desire to revitalize the traditional
elements of Moldovan culture.

Meanwhile, the creativity of the younger generations of artists, such as Dimitrie
Peicev, Mihai Jomir, Sergiu Cuciuc, Gheorghe Oprea, Mihai Statnii, Petru Jireghea, Sergiu
Galben, Timotei Batranu, Tudor Zbarnea, Iurie Platon, Ludmila Tonceva, and others, was
marked by stylistic diversity and the ways in which they approached artistic searches related
to the national paradigm. Each of these artists contributed to a renewal of the visual language,
reinterpreting local traditions in a contemporary context.

In the second half of the 1980s, as the Soviet regime began to weaken, Moldovan
artists became increasingly bold in addressing sensitive topics related to national history and
culture. The national revival of that period had a significant impact on painting in the
Republic of Moldova, and the artists began to highlight the local cultural heritage,
contributing to the affirmation of a distinct national and cultural identity.

Thus, the search for the national paradigm in the works of Moldovan painters in the
1980s was a direct response to the cultural uniformity imposed by the Soviet regime and
contributed to the consolidation of an original and distinct artistic image of the Republic of
Moldova, in the context of the political and social changes of the time.

Keywords: paradigm, art, painting, style, manner, technigue, tradition, national
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Pictura in aer liber (plein-air) are o traditie Tndelungata care asigura artistului plastic
contactul nemijlocit cu natura si constd in transpunerea pe suport (panza, hartie etc.) a
senzatiilor, emotiilor vizual-fugitive obtinute in fata motivului.

In comunicarea de fatd vom puncta pentru tehnica picturii in ulei, realizati pe suport
picturale deosebite, prin redarea prospetimii culorilor, prin efecte si texturi deosebite pe care
nu le poti obtine in mod normal cu o pensula. Straturile groase si indraznete de vopsea/culoare
aplicata cu un cutit de paleta pot fi combinate cu urmele delicate lasate de pensula, astfel incat
sa obtii o tehnica completa.

Un alt avantaj al tehnicii picturii realizat cu ajutorul cutitului de paleta constd in
posibilitatea de a aplica straturi de vopsea chiar daca cele precedente nu s-au uscat, lucru ce
nu poate fi realizat cu pensula si permite finisarea lucrarii ,,alla prima”®". Cu ajutorul cutitului
de paleta poti crea pete de culoare precise sau abstracte, in diferite forme, pe o panza curata
sau peste alte straturi de culoare aplicate anterior. Deoarece nu este necesar ca vopseaua sa fie
diluata, culoarea va fi mai intensa, mai vibrantd si indrdzneata. lar dacd este aplicatd prea
multd vopsea, ai posibilitatea de a razui excesul cu lama cutitului, fard a pierde din
intensitatea culorii.

Cutitul de paletd este un instrument ideal pentru a realiza atat peisaje arhitecturale cat
sl pentru a crea artd abstractd, oferind posibilitatea obtinerii iluziei unei texturi
tridimensionale, cat si a texturii in sine.

Prin atingerea fina a cutitului de paletd pe suprafata picturald putem imita structura
diferitor materiale precum lemnul sau iarba proaspat tunsa si, viceversa, prin aplicarea
grosoland obtinem texturi ce ies n afara panzei. Acest efect tridimensional conferd un aer
deosebit si original lucrarilor.

Totodata, folosirea tehnicii cutitului de paletd in plein-air duce la formarea unei
viziuni artistice originale si dezvoltd cunostinte, competente, abilitdti si aptitudini tehnice si
estetice, care se educa prin abordarea tuturor aspectelor conceptului artistic, de la elaborarea

®0E-mail: ion.jabinschi@amtap.md

%1 alla prima (italiana, adica la prima incercare) — pictura directd sau au premier coup, este o tehnica de picturd in
care straturi de vopsea umeda sunt aplicate pe straturi de vopsea umeda administrate anterior. Folositd mai ales
in pictura in ulei, tehnica necesitd un mod rapid de lucru, deoarece lucrarea trebuie sa fie terminata inainte ca
primele straturi s se fi uscat. https://en.wikipedia.org/wiki/Wet-on-wet.
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lucrarilor pana la transpunerea lor in material.

V. Paéslaru stabileste ca raportul artistului plastic/pictorului fatd de naturd si fata de
sine ca relatie de cunoastere este determinat de raportul subiect-obiect (artistul plastic —
mediul inconjurdtor). Deoarece existenta umana este unitara in diversitatea ei, raportul de
cunoastere al omului cu lumea (universul exterior) si cu sine (universul interior/intim) se
manifestd In varia forme de cunoastere si anume in cea artistico-estetica. Cercetatorul mai
mentioneazd cd cunoasterea artistico-estetica este un tip aparte de cunoastere, realizatd prin
traire (emotionald) — imaginatie — gandire — creatie (artisticd), orientate spre cunoasterea de
sine si spre crearea universului intim uman. Asociind si identificdnd termenul educatie cu
termenul cunoastere, autorul deduce/constatd cd cunoasterea formeazd si dezvolta fiinta
umanad, o culturalizeaza, iar educatia este aferentd cunoasterii, o insoteste si o realizeaza, caci
tot ce face omul se face pentru om pe tot parcursul vietii, avand si o consecintd, un rezultat
educativ.

In cadrul studiului in plein-air punctim si pentru o dezvoltare corecta si eficienta a
perceptiei vizuale, unde specificam cd, prin aplicarea tehnicilor si tehnologiilor picturale
realizate cu ajutorul cutitului de paleta, artistul insuseste cele mai importante structuri si
modele ale tabloului artistic al naturii/din naturd, se familiarizeaza cu sistemul perceptiv-
vizual si estetic, care este imposibil de realizat fara senzatiile produse direct de contactul cu
natura.

Citandu-1 pe Stefan Coman, mentionam ca, daca vrei sa-ti expui trdirile, trebuie sa
pictezi din naturd. Emotiile pe care le resimti Tn mediul naturii le poti expune in ideea ca vor
trai, caci, daca le vei ascunde, ele vor muri. Lucrérile la plein-air reusesc sd ne surprinda prin
multitudinea de tonalitati, redate subtil de umbre si reflexe, in special, cele ale apei, obtinute
cu ajutorul cutitului de paletd. Aflandu-se in sanul naturii, unde predomind inspiratia pentru
muzica si picturd, artistul plastic, care nu picteazd pamantul, taranii si cerul, nu va gasi
miscarea spre univers. Lucrul 1n plein-air testeaza artistul, punandu-i la incercare capacitatile
de receptare a culorii, luminii vibrante si umbrei. Alegerea subiectului si modului de
interpretare a naturii este individual si atesta caracterul, temperamentul si maiestria pictorului.
Pentru realizarea lucrarilor in/la plein-air nu este necesara o tehnica anume stabilita, fiecare
pictor poate folosi un procedeu de lucru individual, dupa temperament si indemanare, cu
culori mai calde sau mai reci, in functie de subiect/motiv. De altfel, in pictura tehnica nu
trebuie considerata un scop in sine, procedeele tehnice urmand sa duca la o executie artistica
valoroasa, la durabilitate si, in final, la exprimarea cat mai clara a unei imagini sau a unui
subiect.

Maretia unui pictor constd nu doar in talentul sdu oglindit in subiectele si viziunile
despre lume in panze/picturi, ci si in capacitatea de a lua din ceea ce este pretios in propriul
suflet si a transmite atit privitorului/receptorului cat si discipolilor sai, viitorilor artisti
plastici.

Din cele expuse, mentiondm ca tehnica picturii in ulei, realizata pe suport din panza cu
ajutorul cutitului de paletd, include atat experienta precedentd a artistului plastic céat si
capacitatea sa de a percepe vizual natura/mediul inconjurator, de a manui cu usurintd
instrumentele, prin care se manifesta in forma de reprezentari si cunostinte, dezvoltate prin
diverse procese si fenomene psihice, precum gandirea, limbajul, sentimentul, vointa, propriile
interese etc., care certifica atat nivelul de educatie si cultura atins cat si practicarea/exersarea
continud a acestor valori ale personalitatii artistului plastic.

Cuvinte-cheie: plein-air, pictura, tehnica, cutit de paleta, perceptie vizuala, artist plastic

Plein-air painting has a long tradition that provides the artist with direct contact with
nature and consists in transposing onto a support (canvas, paper, etc.) the sensations and
visual-figurative emotions obtained in front of the motif.

In this paper, we will highlight the technique of oil painting, made on canvas with the
help of a palette knife, which offers us special technical and technological pictorial
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possibilities, by rendering the freshness of colors, through special effects and textures that you
cannot normally obtain with a brush. The thick and bold layers of paint/color applied with a
palette knife can be combined with the delicate traces left by the brush, so as to obtain a
complete technique.

Another advantage of the painting technique made with the palette knife is the
possibility of applying layers of paint even if the previous ones have not dried, something that
cannot be done with the brush and allows the work to be finished ,,alla prima®. With the
help of the palette knife you can create precise or abstract spots of color, in various shapes, on
a clean canvas or over other layers of color previously applied. Since it is not necessary to
dilute the paint, the color will be more intense, vibrant and bold. And if too much paint is
applied, you have the possibility to scrape off the excess with the blade of the knife, without
losing the intensity of the color.

The palette knife is an ideal tool for creating both architectural landscapes and abstract
art, allowing you to achieve the illusion of a three-dimensional texture, as well as the texture
itself. By gently touching the palette knife on the painting surface, we can imitate the structure
of different materials such as wood or freshly cut grass, and vice versa, by applying it roughly
we obtain textures that protrude beyond the canvas. This three-dimensional effect gives a
special and original air to the works.

At the same time, using the palette knife technique in plein-air leads to the formation
of an original artistic vision and develops knowledge, skills, abilities and technical and
aesthetic aptitudes, which are educated by approaching all aspects of the artistic concept, from
the development of the works to their transposition into material.

V. Paslaru establishes that the relationship of the plastic artist/painter to nature and to
oneself as a relationship of knowledge is given by the subject-object relationship (plastic
artist-environment). Since human existence is unitary in its diversity, the relationship of
knowledge of man with the world (the external universe) and with himself (the
internal/intimate universe) is manifested in various forms of knowledge, namely in the
artistic-aesthetic one. The researcher also mentions that artistic — aesthetic knowledge is a
special type of knowledge, achieved through (emotional) experience — imagination — thinking
— creation (artistic), oriented towards self-knowledge and the creation of the intimate human
universe. By associating and identifying the term education with the term knowledge, the
author deduces/observes that knowledge forms and develops the human being, enlightens
him/her, and education is related to knowledge, accompanies it and achieves it, because
everything that man does is done for man throughout his life, having a consequence, an
educational result.

Within the plein-air study, we also emphasize a correct and efficient development of
visual perception, where we specify that by applying pictorial techniques and technologies
made with the help of a palette knife, the most important structures and models of the artistic
painting of/from nature are acquired, and the perceptual-visual and aesthetic system is
familiarized, which is impossible without the sensations produced directly by contact with
nature.

Quoting Stefan Coman, we mention that if you want to express your feelings, you
must paint from nature. You can express the emotions you feel in the natural environment
with the idea that they will live, because if you hide them, they will die. Plein-air works
manage to surprise us with the multitude of tones, subtly rendered by shadows and reflections,
especially those of water, obtained with the help of a palette knife. Being in the bosom of
nature, where inspiration for music and painting prevails, the plastic artist who does not paint

%2alla prima (ltalian, meaning at the first attempt) — direct painting or au premier coup, is a painting technique in
which layers of wet paint are applied on previously applied layers of wet paint. Used mainly in oil painting, the
technique requires a fast way of working, as the work must be finished before the first layers have dried.
https://en.wikipedia.org/wiki/Wet-on-wet
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the earth, the peasants and the sky will not find movement towards the universe. Working in
plein-air tests the artist, putting to the test his capacities for receiving color, vibrant light and
shadow. The choice of subject and the way of interpreting nature is individual and attests to
the character, temperament and mastery of the painter. To create works in/at pen-air, is not
necessary a specific established technique, each painter can use an individual working
process, according to temperament and skill, with warmer or cooler colors, depending on the
subject/motif. Moreover, in painting, technique should not be considered an end in itself, the
processes/techniques should lead to a valuable artistic execution, to durability and, ultimately,
to the clearest possible expression of an image or subject.

The greatness of a painter lies not only in his talent, in the subjects and visions of the
world reflected in canvases/paintings, but also in the ability to take from what is precious in
his own soul and transmit it to both the viewer/receiver and his disciples, future plastic artists.

From the above, we mention that the technique of oil painting, performed on canvas,
with the help of a palette knife, includes the plastic artist's previous experience, as well as his
ability to visually perceive nature/the surrounding environment, to easily handle the
instruments, through which they manifest themselves in the form of representations and
knowledge, developed through various processes and psychic phenomena such as thinking,
language, feeling, will, own interests, etc., which certify the level of education and culture
achieved, as well as the continuous practice/exercise of these values of the plastic artist's
personality.

Keywords: plein air, painting, technique, palette knife, visual perception, plastic artis
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Monumentele Unirii sunt creatii sculpturale edificate In perioada interbelica, atunci
cand Basarabia era parte integranta a Romaniei Mari. Sculptura monumentala din Basarabia
de pana la perioada Marii Uniri era reprezentatd doar de doud monumente la Chisindu, cele
ale tarilor rusi: Monumentul lui Alexandru al 1l-lea si Monumentul Imparatului Alexandru I.
Ambele monumente au fost demolate in 1918, in valtoarea evenimentelor Unirii. De fapt,
istoria monumentelor de for public in Moldova interbelica incepe cu edificarea Monumentului
lui Stefan cel Mare si Sfant, In 1928, la Chisindu. Personalitatea renumitului voievod al
Moldovei, Stefan cel Mare si Sfant (anii de domnie 1457-1504), si victoriile repurtate de
acesta in peste 40 de razboaie si lupte, efortul lui de a pastra integritatea si independenta tarii,
pe buna dreptate, au meritat indltarea unui monument in inima Chisindului. Acest monument
este cununa de glorie in creatia sculptorului Alexandru Plamadeald (1888-1940) si cea a
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arhitectului Eugen A. Bernardazzi (1883-1931). Monumentul a continut trei variante-machete.
Prima variantd a monumentului lui Stefan cel Mare si Sfint, elaboratd de sculptorul
Alexandru Plamadeala, are aspectul specific unei lucrari ancorate la modernism. Autorul a
tinut cu tot dinadinsul sa reproduca realist proportiile corpului voievodului, dupa cum acesta
apare descris in cronica lui Grigore Ureche. Varianta a doua reprezenta soclul sub forma de
turn de cetate, la baza caruia se aflau figuri de ostasi raniti, soclul fiind incununat de figura
voievodului biruitor. Dar aceastd variantd a fost consideratd neconvingatoare. Astfel a fost
necesard a treia variantd a monumentului, in care domnitorul paseste maiestuos spre spectator,
sprijinindu-se cu mana dreapta de un palos si tinand in mana stanga, ridicata, crucea, a carei
forma are caracteristici medievale, specifice epocii voievodului.

Unul din monumentele emblematice ale Unirii este cel al lui Ferdinand |. Lucrata de
sculptorul Oscar Han, statuia il reprezenta pe Regele Romaniei in haine de ostean, cu mantie,
sprijinindu-se cu ambele maini pe o sabie. Statuia era destinatd sa impodobeasca fatada de
langa Mitropolia Chisindului. Dezvelirea oficiala a avut loc cu participarea Regelui Carol al
Il-lea si a Ministrului de Réazboi, Nicolae Ciuperca, precum si a altor ministri, la 5 februarie
1939. Insd monumentul a avut o existenta scurti: in vara anului 1940 el a fost evacuat intr-0
directie necunoscuta.

Lupoaica capitolini a infrumusetat orasul Chisindu din 1925 pana in 1940. in 1921,
municipalitatea orasului Roma a oferit orasului Chisindu o replica a statuii Lupa Capitolina,
realizata de sculptorul Ettore Ferrari. Lupoaica capitolina, cu figurile lui Romulus si Remus,
in perioada interbelica s-a aflat in fata Liceului Alexandru Donici din capitald. Odata cu
anexarea Basarabiei de URSS, statuia a fost demontata si topita.

Un alt monument al Unirii este cel denumit Monumentul celor trei martiri: Simion
Murafa, Alexei Mateevici, Andrei Hodorogea. Cei trei martiri au fost portretizati de catre
sculptorul roman Vasile lonescu-Varo si a fost inaugurat la 29 septembrie 1923, la Chisinau.

Un monument al Unirii, rdmas nerealizat Tn material si care niciodatd nu a mai aparut
in fata spectatorilor, este Monumentul Unirii, a cdrui macheta a fost lucratd de Alexandru
Pladmadeala.

Statuia lui Vasile Lupu din municipiul Orhei, instalata in 1937, in centrul orasului, a
fost lucratd de sculptorul Oscar Han (1891-1976) si turnata in bronz la turnatoria I. Guran din
Bucuresti. Pe langd acestea, in intreg spatiul Basarabiei interbelice a fost realizat un spectru
tematic larg de monumente, dedicate Regelui Ferdinand I, lui Stefan cel Mare si Sfant, lui
Ioan Voda cel Viteaz s.a.

Aceste monumente reprezintd un punct de plecare, ferm si incontestabil, al
manifestarii artei monumentale moldovenesti, care incepea sa-si afirme tot mai pregnant
caracterul autentic si original.

Cuvinte-cheie: sculpturd, artd monumentald, perioada interbelicd, aspecte istorice, aspecte
plastice

The Monuments of the Union are sculptural creations erected in the interwar period,
when Bessarabia was an integral part of Greater Romania. The monumental sculpture in
Bessarabia up to the period of the Great Union was represented by only two monuments in
Chisinau, those of the Russian tsars: the Monument to Alexander Il and the Monument to
Emperor Alexander I. Both monuments were demolished in 1918, in the whirlwind of the
events of the Union. In fact, the history of public forum monuments in interwar Moldova
begins with the construction of the Monument to Stephen the Great and Saint, in 1928, in
Chisinau. The personality of the famous voivode of Moldova, Stephen the Great and Saint
(reign 1457-1504) and the victories he won in over 40 wars and battles, his effort to preserve
the integrity and independence of the country, rightly deserved the erection of a monument in
the heart of Chisinau. This monument is the crown of glory in the creation of the sculptor
Alexandru Plamadeala (1888-1940) and that of the architect Eugen A. Bernardazzi (1883-
1931). The monument contained three model versions. The first version of the monument to
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Stephen the Great and Saint, elaborated by the sculptor Alexandru Plamadeala, has the
specific appearance of a work anchored to modernism. The author was keen to realistically
reproduce the proportions of the voivode's body, as it is described in Grigore Ureche's
chronicles. The second version represented the pedestal in the form of a fortress tower, at the
base of which there were figures of wounded soldiers, the pedestal being crowned by the
figure of the victorious voivode. But this version was considered unconvincing. Thus, a third
version of the monument was necessary, in which the ruler steps majestically towards the
spectator, leaning with his right hand on a sword and, with his raised left hand holding the
cross whose shape has medieval characteristics, specific to the voivode's era.

One of the emblematic monuments of the Union is that to Ferdinand |I. Made by the
sculptor Oscar Han. The statue represented the King of Romania in military outfit with a
mantle, leaning with both hands on a sword. The statue was intended to adorn the facade next
to the Metropolis of Chisinau. The official unveiling took place with the participation of King
Carol Il and the Minister of War, Nicolae Ciuperca and other ministers, on February 5, 1939.
But the monument had a short existence: in the summer of 1940, it was evacuated in an
unknown direction.

The Capitoline She-wolf beautified the city of Chisinau from 1925 to 1940. In 1921,
the municipality of Rome offered the city of Chisinau a replica of the statue of the Capitoline
Wolf (Italian: Lupa Capitolina), made by the sculptor Ettore Ferrari. In the interwar period,
the Capitoline She-wolf, with the figures of Romulus and Remus, was situated in front of the
Alexandru Donici High School in the capital. With the annexation of Bessarabia by the
USSR, the statue was dismantled and melted down.

Another monument of the Union period is the one called the Monument of the Three
Martyrs: Simion Murafa, Alexei Mateevici, Andrei Hodorogea. The three martyrs were
portrayed by the Romanian sculptor Vasile lonescu-Varo and it was inaugurated on
September 29, 1923, in Chisinau.

A monument of the Union, which remained not materially realized and never appeared
in front of the spectators, is the Monument of Union, whose model was created by Alexandru
Plamadeala.

The statue of Vasile Lupu, installed in 1937 in the Orhei city centre, was created by
the sculptor Oscar Han (1891-1976) and cast in bronze at the I. Guran foundry in Bucharest.
In addition to the above, a wide thematic spectrum of monuments was created throughout the
interwar Bessarabia, dedicated to King Ferdinand I, Stephen the Great and Saint, loan-Voda
the Brave and others.

These monuments represent a starting point of a firm and undeniable expression of the
Moldovan monumental art, which began to increasingly assert its authenticity and origin.

Keywords: sculpture, monumental art, interwar period, historical aspects, plastic aspects
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In acest articol vom aborda o serie de aspecte legate de creativitate: ce este si cum poate
fi stimulata creativitatea, dar si rolul pe care il are la nivel individual si societal, evidentiind
printr-o serie de expozitii semnate de artisti ieseni, universul creativ, transpus in naratiuni
picturale sau viziuni sculpturale, cautand sd decriptim din simbolistica si algoritmii
constructiilor compozitionale semnificatiile exprimarilor vizuale.

VVom face referire, din aceasta perspectiva, la patru expozitii personale realizate de Tania
Solomon (picturd), Alexandru Solinschi (sculpturd), Andrei Tiba (picturd), Mihaela Bucur
(picturd), expozitii ce exploreazd teme si concepte actuale intr-o dinamica compozitionala,
racordatd la tendintele stilistice contemporane.

Creativitatea este o capacitate umand fascinantd, vazutd ca un proces complex si
multidimensional, prin care pot fi generate idei noi, pot fi gasite solutii inovatoare la diverse
probleme ale societatii, dar este si un mod de a privi lumea dintr-o perspectiva diferita.

»Creativitatea este combustibilul pentru progresul speciei noastre rebele” afirma autorii
David Eagleman si Anthony Brandt, in cartea Specia Rebeld. Autorii vorbesc despre
creativitatea oamenilor si despre modul in care ea schimba lumea, pe buna dreptate, deoarece,
creativitatea nu este specificd domeniului artistic, ci navigheaza in absolut toate domeniile —
de la stiintd, tehnologie la afaceri sau in viata de zi cu zi. Evident, arta oferd un spatiu imens
explorare a noilor tehnici, materiale si stiluri, precum si de exprimare a capacitatii
imaginative.

Elizabeth Gilbert in cartea sa Lectii de Magie lanseazad ideea putintei de a ne cultiva
creativitatea, afirmand: ,,Creativitatea este o forti care vrijeste”. In aceastd ordine de idei,
considerdm ca este esential sa ne antrendm creativitatea, deoarece este o abilitate valoroasa
care poate deschide noi oportunitdti si perspective, care ne ajutd sa evoluam atat din punct de
vedere personal cat si social.

Noile generatii de artisti sunt mai dispuse sd experimenteze tehnici, materiale, stiluri, teme
care-1 preocupa in mod constant, ceea ce genereaza lucrari de arta originale si Incantatoare.
Semnificatiile simbolisticii si sensul metaforelor desprinse din explordrile artistice ale
tinerilor plasticieni conduc spre un dialog cultural valoros, in care toti cei implicati in educatia
artisticd, culturd, administratie contribuie surprinzdtor la evolutia fascinanta a artelor vizuale
iesene.

Tania Solomon si-a construit proiectul expozitional Simte diferit in jurul a doua
dimensiuni relationale, pe de o parte — o dimensiune interogativa, in care sunt transpuse
plastic diverse emotii si sentimente pe care le-a trdit si le-a gestionat In propria manierd, iar pe
cea de-a doua o plaseaza in jurul unui experiment compus din lucrari interactive, precum:
,Cum te simti?”, ,,Sentimente si alte chestii”, ,,Deseneaza ce simti”, vazute ca stimuli
energetici, in dorinta de a descifra starile emotionale ale publicului, care se implica emotiv in
acest cadru comun al experientelor artistice.

Demersul expozitional Din lacrima Demiurgului conceput de Alexandru Solinschi sta sub
semnul destinului. Sculptura lui Alexandru Solinschi este imersatd unui univers poetic
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traversat de multiple ipostaze ale sinelui, inserand in lucrarile sale semnificatii si amprente ale
propriilor trairi si frimantari interioare. Sintetizate intr-o calatorie prin universul simturilor si
sentimentelor, antrenat de vise si sperantd, de iubire si deznadejde, de suferinta si fericire,
lucrarile proiecteaza metaforic o impletire a tuturor emotiilor si energiilor ce se oglindesc in
fiinta umana.

Andrei Tiba ne invita sa exploram o serie de picturi in expozitia Screens of reality, in care
abordeaza cu sinceritate si curaj teme majore care definesc societatea contemporand, teme
care ne determind sa ne punem intrebari si, cel mai important, sd cdutam raspunsuri. De la
schimbadrile climatice la tehnologie si digitalizare, de la pandemie si sanatate la violenta
razboiului, artistul ne oferd prin compozitiile sale perspective unice si emotionante asupra
lumii actuale.

Expozitia Mihaelei Bucur Exuvii este conceputd ca o metafora a descoperirii de sine,
artista apeland la amintirile pe care le elibereaza in picturile ei intr-un timp prezent, intr-0
sincronie perpetud. Credinta ei este cad identitatea, personalitatea 1si pierd consistenta daca
renunta la pasii anteriori din viata sa. Nu suntem doar ceea ce suntem acum, 1n prezent, ci $i
ceea ce am fost.

Consideram ca este fundamental ca tinerii artisti sd fie incurajati sa iasa in fata publicului
cu creatiile lor, atat prin expozitii personale cat si in expozitii colective, acest aspect le ofera
sansa de a interactiona cu artistii consacrati, colegii, criticii de arta si cu publicul.

Cuvinte-cheie: creativitate, semnificatie, exprimari plastice, imaginatie, galerie de artd

In this paper | will address a number of issues related to creativity: what creativity is and
how it can be stimulated, as well as the role it plays at the individual and societal level,
highlighting, through a series of exhibitions signed by young artists from lasi, the creative
universe, transposed into pictorial narratives or sculptural visions, seeking to decipher the
meanings of visual expressions from the symbolism and algorithms of compositional
constructions.

From this perspective, | will refer to four solo exhibitions realized by Tania Solomon
(painting), Alexandru Solinschi (sculpture), Andrei Tiba (painting), Mihaela Bucur (painting),
exhibitions that explore current themes and concepts, in a compositional dynamics connected
to contemporary stylistic trends.

Creativity is a fascinating human capacity, seen as a complex and multidimensional
process through which new ideas can be generated, innovative solutions can be found to
various societal problems, but it is also a way of looking at the world from a different
perspective.

,»Creativity is the fuel for the progress of our Rebellious Species” say the authors Davis
Eagleman and Anthony Brandt, in their book The Runaway Species. The authors talk about
people’s creativity and how the world changes and rightly so, because creativity is not
specific to the arts, but it navigates in absolutely every field from science, technology, to
business or in everyday life. Obviously, art offers a huge space for the development of
creativity, and artists have multiple possibilities for experimentation, for exploring new
techniques, materials and styles, as well as for expressing their imaginative capacity.

Elizabeth Gilbert launches in her book Big Magic the idea that ,,Creativity is a force
which spells”, and on this note, I believe that it is essential to train our creativity because it is
a valuable skill that can open up new opportunities and perspectives, help us to evolve both
personally and as a society.

The new generations of artists are more willing to experiment with techniques, materials,
styles, and themes that constantly preoccupy them, which generate original and delightful
works of art.

The meanings of symbolism and the meaning of metaphors derived from the artistic
explorations of young visual artists lead to a valuable cultural dialog, in which all those
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involved in art education, culture, administration contribute surprisingly to the fascinating
evolution of visual arts from lasi.

Tania Solomon built her exhibition project Feel Different around two relational
dimensions, on the one hand, an interrogative dimension, in which she transposes various
emotions and feelings that she has experienced and managed in her own way, and on the
second one, she places it around an experiment composed of interactive works, like: How do
you Feel?, Feelings and Other Things, Draw what You Feel. These works are seen as
energetic encouragement, in the desire to decipher the emotional states of the audience who
emotionally involve themselves in this common framework of artistic experiences.

The exhibition From the Demiurge's Tear conceived by Alexandru Solinschi is a sign of
destiny. Alexandru Solinschi's sculpture is immersed in a poetic universe traversed by
multiple hypostases of the self, inserting into his works meanings and imprints of his own
feelings, his own inner turmoil. Synthesized in a journey through the universe of senses and
feelings, driven by dreams and hope, love and despair, suffering and happiness, the artist's
sculptures metaphorically project an interweaving of all the emotions and energies that are
reflected in the human being.

Andrei Tiba invites us to explore a series of paintings in his exhibition Screens of Reality
which he tackles with sincerity and courage the major themes that define contemporary
society, themes that make us ask questions and, most importantly, seek answers. From
climate change to technology and digitalization, from pandemics and health, to the
violence of war, the artist offers us unique and moving perspectives on the world today
through his compositions.

In each painting, Mihaela Bucur's exhibition Exuvii is conceived as a metaphor for self-
discovery, the artist appealing to the memories that she releases in her paintings in a present
time, in a perpetual synchronicity. Her belief is that identity and personality lose their
consistency if she gives up the previous steps in her life. We are not only what we are now, in
the present, but also what we were.

| believe that it is fundamental that young artists are encouraged to present their work to
the public, both in solo and group exhibitions, as this gives them the chance to interact with
accomplished artists, colleagues, art critics and the public.

Keywords: creativity, meaning, visual expressions, imagination, art gallery
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Vasile Dohotaru este un artist plastic din Republica Moldova cu o vocatie coloristica
si o libertate a expresiei interioare deosebite. Practica cu pasiune pictura de sevalet, grafica
de sevalet, acuarela, sculptura si pastelul. Abordeaza genurile picturii unde subiectele
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tematice — peisajul rural si urban, portretul sau nudul — se afld intr-un raport egal, fara a
acorda prioritate unuia sau altuia.

De-a lungul carierei sale, ce depaseste mai bine de 40 de ani, artistul a realizat o serie
de picturi in diferite tehnici — acuarela, pastel, ulei pe panza, avand ca subiecte manastiri,
catedrale, porti, case si fantani traditionale cu gradini si curti inundate in flori.

Lucreaza foarte mult in naturd si calatoreste prin satele Moldovei, unde se incarca de
inspiratie. Peisajele sale, reprezentate simbolic, reflectd ambianta incantatoare a lumii
inconjuratoare, fundamentate pe cultul contemplativ al naturii. Ca urmare, paleta cromatica
si modalitatile de expresie ale plasticianului s-au diversificat.

Pictura, suferind schimbari esentiale, in cadrul cdreia creatorul opteaza pentru
dezechilibrarea, dezmembrarea sau strapungerea formei prin diverse procedee tehnice, este
orientatd sd sugereze idei existentiale sau culturale complexe. Ulterior, executd serii de
panouri decorative realizate 1in diferite tehnologii neexplorate anterior, in care
implementeaza o structurd compozitionala expresiva.

Vasile Dohotaru urmareste sa dezvolte necontenit limbajul plastic, imbogateste
mijloacele de expresie din arsenalul picturii moderne. Folosind un variat amestec de
viziuni, artistul adauga picturii moderne si elemente grafice, creeaza compozitii in care este
prezent enigmaticul, evoluand astfel spre o picturd epuratd. Atmosfera misterioasd a
tablourilor este realizatd printr-0 organizare spatiald aplatizata, printr-un montaj arbitrar si
neasteptat al formelor, prin conferirea unei vieti interioare obiectelor. Ceea ce-l intereseaza
cu precadere pe Vasile Dohotaru este imaginea formelor reduse la esential. Artistul reuseste
sa-si configureze individualitatea artistica si intruchipeaza o evolutie de exceptie in cadrul
manifestdrilor publice de anvergurd, conturand o sintezd a fenomenului artistic
contemporan din Moldova.

Cuvinte-cheie: pictura, peisaj, pastel, artist plastic, naturd, formad

Vasile Dohotaru is a plastic artist from the Republic of Moldova with a special
coloristic vocation and a freedom of inner expression. He passionately practices easel
painting, easel graphics, watercolor, sculpture and pastel. He approaches the genres of
painting, where the thematic subjects — rural and urban landscape, portrait or nude — are in
an equal ratio, without giving priority to one or the other.

Throughout his career, which exceeds more than 40 years, the artist has created a
series of paintings in different techniques — watercolor, pastel, oil on canvas, having as
subject monasteries, cathedrals, gates, houses and traditional fountains with gardens and
courtyards flooded with flowers.

He works a lot in nature and travels through the villages of Moldova, where he is
charged with inspiration. His landscapes, represented symbolically, reflect the enchanting
ambiance of the surrounding world, based on the contemplative cult of nature. As a result,
the artist's chromatic palette and modes of expression have diversified.

Painting, undergoing essential changes, in which the creator opts for unbalancing,
dismembering or piercing the form through various technical procedures, is oriented to
suggest complex existential or cultural ideas. Later, he executes series of decorative panels
made in different previously unexplored technologies, in which he implements an
expressive compositional structure.

He aims to constantly develop the plastic language, enriches the means of expression
in the arsenal of modern painting. Using a varied mixture of visions, adding graphic
elements to modern painting, he creates compositions in which the enigmatic is present,
thus evolving towards a refined painting. The mysterious atmosphere of the paintings is
achieved through a flattened spatial organization, through an arbitrary and unexpected
montage of forms, by giving an inner life to objects. What interests Vasile Dohotaru most is
the image of forms reduced to their essentials. The artist manages to configure his artistic

162



individuality and embodies an exceptional evolution within large-scale public
manifestations, outlining a synthesis of the contemporary artistic phenomenon in Moldova.
Keywords: painting, landscape, pastel, plastic artist, nature, form
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Subiectul esteticii in designul ambiental este de amploare si se subordoneaza
subiectului general de proiectare, insd se poate dezbate si separat, apeland chiar la partea
umana de comunicare si interpretare a esteticii. Estetica reprezinta partea vizuald a unui
proiect de design, reprezintd creatia ce emand o anumitd stare care ne introduce intr-un
anumit subiect.

In sistema artelor vizuale, care se impart pe genuri de arti, se regiseste designul
ambiental — de interior. Metodele de cercetare sunt universal valabile in toate genurile de
artd si se bifeaza etapizat, dupa cum urmeaza: documentarea, analiza, sinteza.

Estetica unui ambient doreste sd activeze in subconstientul oamenilor anumiti
parametrii de regdsire a stilului, a personalitdtii si, de ce nu, poate chiar sa trezeasca
sentimentul de curiozitate, facandu-i astfel pe indivizi sa le ,,treacd pragul”.

In etapele procesului de design dimensiunea estetica este definitorie in importanta
finalitatii proiectului, per total. Functia estetica este in conexiune cu functia sintactica si cea
functionala. Estetica in designul ambiental se bazeaza pe principiile de compozitie spatiala,
in care se regdseste conceptul armoniei dintre elemente, unde intrd notiunile ce tin de
amplasare si scalare a obiectelor de decor, ceea ce poate duce spre un ritm anume.

Preferintele estetice se remarca dupd preocupdrile indivizilor si dupa abilitatile,
scopurile si intentiile lor. Totodatd, deciziile acestora nu se limiteaza doar pe plan estetic, ci
0 alegere de design poate proveni din convingerile lor culturale, religioase, economice, dar
tin, bineinteles, si de partea functionala a designului.

Complexitatea reactiilor indivizilor iIn momentul contactului cu partea esteticd a
lucrurilor sau in momentul in care intra intr-un spatiu interior se poate descrie mai precis
prin citatul ,,Experienta estetica este intotdeauna mai mult decat estetica” — Shusterman,
idee preluata de la Dewey; ceea ce semnifica faptul ca in fundamentul experientei estetice
se regaseste o responsabilitate morala desprinsa din educarea civica a individului.

Amenajarea unui interior creeaza o experientd vizuala care se justifica prin felul in
care sunt organizate lucrurile. Atentia asupra detaliilor tine tot de partea esteticd si de
capacitatea designerului de a crea o compozitie armonioasd. Organizarea esteticd poate
reprezenta modul in care se utilizeaza forma, culoarea, textura si linia stilistica in ambient.
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Gustul are legatura cu placerea esteticd si depinde de satisfactia utilizdrii unui
produs sau de satisfactia petrecerii timpului intr-un ambient. Senzatia estetica reprezinta
modul 1n care oamenii trec prin filtrul mintii orice amdnunt ce graviteaza in jurul perceptiei,
a conditiei psihice personale, senzatie ce poate avea diferite grade de placere. Designul
trebuie sa fie placut la vedere si estetic.

Comunicarea vizual-estetica urmeaza o linie stilisticd care urmareste tendintele;
intreaga naratiune a designului unui produs este rezultatul unui proces complex de gandire a
acestuia si de integrare a produsului intr-o stilistica potrivita a spatiului ambiental.

Experienta estetici in ambient, modalitatea de gandire a proiectelor de design,
partea esteticd de organizare a spatiului ambiental si limbajul estetic privind subtilitatea
detaliilor sunt subiectele ce traseaza directii adiacente de discutii pe baza céarora se pot
extrapola chiar in alte arii ale designului sau ale artelor, dezvoltindu-se astfel noi idei.
Conexiunea acestora este importantd de avut in vedere de catre un designer ambiental,
deoarece astfel isi sporeste creativitatea esteticd si nu numai.

Cuvinte-cheie: esteticd, design, ambiental, spatiu, interior, comunicare, vizual, detalii

The topic of aesthetics in environmental design is a broad one, which falls under
the general subject of design, but it can also be discussed separately, even involving the
human aspect of communication and interpretation of aesthetics. Aesthetics represents the
visual aspect of a design project; it is the creation that emanates a certain mood, introducing
us to a particular subject.

Within the visual arts system, which is divided into art genres, environmental
design — specifically interior design — is included. Research methods are universally
applicable in all art genres and are carried out in stages, as follows: documentation,
analysis, synthesis.

The aesthetics of an environment aims to activate certain parameters in people's
subconscious related to finding style, personality, and perhaps even sparking curiosity, thus
encouraging individuals to ,,cross its threshold”.

In the stages of the design process, the aesthetic dimension is essential in
determining the overall significance of the project's outcome. The aesthetic function is
connected to both the syntactic and functional functions. Aesthetics in environmental
design relies on principles of spatial composition, where the concept of harmony between
elements is found, including notions related to the placement and scaling of decorative
objects, which can lead to a specific rhythm.

Aesthetic preferences are marked by the individuals' concerns, abilities, goals, and
intentions. At the same time, their decisions are not limited to just the aesthetic aspect; a
design choice may stem from their cultural, religious, or economic beliefs, but, of course,
they also consider the functional side of the design.

The complexity of individuals' reactions when encountering the aesthetic aspects of
things or entering an interior space can be more precisely described by the quote ,,Aesthetic
experience is always more than aesthetics” — Shusterman, an idea borrowed from Dewey;
meaning that the foundation of aesthetic experience carries a moral responsibility derived
from the individual's civic education.

The arrangement of an interior creates a visual experience that is justified by the
way things are organized. Attention to detail is part of the aesthetic aspect and the
designer's ability to create a harmonious composition. Aesthetic organization can represent
the way in which form, color, texture, and stylistic lines are used in the environment.

Taste is related to aesthetic pleasure and the satisfaction of using a product or
spending time in a particular environment. Aesthetic sensation represents how people
perceive every detail that revolves around their perception and personal psychological state,
a sensation that can have different degrees of pleasure. Design must be visually pleasing
and aesthetic.
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Visual-aesthetic communication follows a stylistic line that reflects trends; the
entire narrative of a product's design is the result of a complex thinking process and the
integration of the product into an appropriate stylistic context within the environmental
space.

The aesthetic experience in the environment, the way design projects are
conceptualized, the aesthetic organization of the environmental space, and the aesthetic
language regarding the subtlety of details are topics that outline adjacent discussion
directions, from which ideas can be extrapolated into other areas of design or the arts, thus
developing new ideas. The connection between these aspects is important for an
environmental designer to consider, as it enhances not only their aesthetic creativity but
also other facets of their work.

Keywords: aesthetics, design, environmental, space, interior, communication, visual,
details
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Motivul pomului, prezent in decorul tesaturilor traditionale din spatiul basarabean,
constituie un element esential al patrimoniului cultural, cu rddacini adanci in simbolistica
universald si in mitologia locald. Studiul de fatd analizeaza originea acestui simbol, formele
sale de manifestare in diferite categorii de textile — covoare, stergare, paretare — si
transformarile sale stilistice de-a lungul timpului. Diversitatea formelor in care se
concretizeaza aceste imagini ilustreaza atat continuitatea traditiei cat si adaptarea la noile
contexte estetice si culturale. Acest motiv vegetal, dar mai mult simbolic, are semnificatii
spirituale si magico-religioase. In contextul traditiei populare, pomul este mai mult decat un
element decorativ — el incorporeaza credinte ancestrale legate de fertilitate, prosperitate,
continuitatea vietii si regenerare. Ramurile cresc simetric, reflectdnd echilibrul cosmic si
armonia dintre fortele opuse — viata si moarte, lumind si intuneric. Pomii sunt pusi in valoare
de motivele asociate — ramuri de flori, flori stilizate — sau chiar de motive geometrice,
antropomorfe, zoomorfe si amfimorfe.

Motivul pomului nu este doar un element ornamental, c¢i si un mesaj codificat, o punte de
legdtura Intre sacru si profan, intre identitatea comunitard si mitologia arhaicd. Acesta reflecta
viziunea holisticd asupra lumii pe care o aveau mesterii populari, fiind totodatd o marturie vie
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a patrimoniului cultural imaterial al Moldovei.

Pomul stilizat din textilele traditionale moldovenesti face parte dintr-un limbaj simbolic
arhaic, comun multor culturi agro-pastorale, ceea ce il transforma intr-un veritabil element de
patrimoniu universal. Totusi, fiecare cultura i-a imprimat o nota specifica, in cazul Moldovei,
geometrizarea sa reflectd nu doar influente estetice locale, ci si capacitatea mesterilor de a
transforma credintele in forme vizuale recognoscibile si adaptabile la tehnica tesutului ori a
broderiei. In textilele traditionale care sunt cercetate compozitiile motivului reflecti toate
elementele traditionale ale simbolului: rddacina, din care se ramificd mai multe increngéturi,
tulpina dreaptd cu ramuri oblice, inegale si asimetrice, uneori incarcate cu frunze, flori si
fructe mari. De-a lungul timpului, in contact cu traditiile culturii locale, motivul a evoluat,
uneori suferind modificari in structura sa: pomul a fost transformat in coloana, cruce sau stela,
iar pasarile au fost inlocuite cu figuri umane sau animale fantastice. Cu toate acestea, In
centrul tuturor acestor variatiuni se afla simbolul sacru al pomului vietii, impregnat de un
profund sens religios. Pe teritoriul tarii noastre cele mai remarcabile reprezentari ale pomului
au fost realizate pe tesaturile traditionale, in special, pe campurile laicerelor si ale scoartelor.
Totusi, Tn putine cazuri se poate identifica specia exactd a pomului, Intrucét, printr-0
combinatie de linii drepte si frante s-a redat mai mult ideea abstractd a pomului. Datoritd
staturii lor impunatoare, arborilor si copacilor le-au fost atribuite semnificatii cosmice,
devenind simboluri ale dinamicii ciclului vesnic al anotimpurilor (asemanator cu cel al vietii
omenesti), al mortii i reinvierii naturii.

Cuvinte-cheie: decor, traditie, simbolistica, textile, motivul pomului

The tree motif, present in the decoration of traditional fabrics from the Bessarabian
area, is an essential element of the cultural heritage with deep roots in universal symbolism
and local mythology. The present study analyzes the origin of this symbol, its forms of
manifestation in different categories of textiles —carpets, towels, wall coverings - and its
stylistic transformations over time. The diversity of the forms in which these images are
materialized illustrates both the continuity of tradition and its adaptation to new aesthetic and
cultural contexts. This vegetal, but more a symbolic motif, has spiritual and magical-religious
meanings — in the context of folk tradition, the tree is more than a decorative element — it
embodies ancestral beliefs about fertility, prosperity, continuity of life and regeneration. The
branches grow symmetrically, reflecting cosmic balance and harmony between opposing
forces — life and death, light and darkness. The trees are enhanced by associated motifs —
branches of flowers, stylized flowers or even geometric motifs, anthropomorphic,
zoomorphic, and amphimorphic motifs.

The tree motif is not just an ornamental element but a coded message, a bridge between
the sacred and the profane, between community identity and archaic mythology. It reflects the
holistic worldview of folk craftsmen and is a living testimony to Moldova's intangible cultural
heritage.

The stylized tree in late-modern Moldovan textiles is part of an archaic symbolic
language, common to many agro-pastoral cultures, which makes it a truly universal heritage
element. However, each culture has imprinted it with a specific touch, and in the case of
Moldova, its geometrization reflects not only local aesthetic influences, but also the ability of
craftsmen to transform beliefs into recognizable visual forms that can be adapted to the
weaving or embroidery technique. In the traditional textiles that are investigated, the
compositions of the motif reflect all the traditional elements of the symbol: the root, from
which several intertwining branches come out, the straight stem with oblique, uneven and
asymmetrical branches, sometimes laden with leaves, flowers and large fruits. Over time, in
contact with the traditions of the local culture, the motif has evolved, sometimes undergoing
changes in its structure: the tree has been transformed into columns, a cross or stele and the
birds have been replaced by human figures or fantastic animals. At the center of all these
variations, however, is the sacred symbol of the tree of life, imbued with a deep religious
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meaning. In our country, the most remarkable representations of the tree have been made on

traditional weavings, especially on the fields of strips of carpets or rugs. In few cases,

however, it is possible to identify the exact species of the tree, as a combination of straight

and broken lines has given a more abstract idea of the tree. Because of their imposing stature,

trees have been attributed cosmic significance, becoming symbols of the dynamics of the

eternal cycle of the seasons (similar to the human life cycle), death and rebirth of nature.
Keywords: decoration, tradition, symbolism, textiles, tree motif
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Procesul educational modern in domeniul designului grafic si graficii de carte este de
neconceput fara tehnologiile digitale. Acestea nu mai sunt doar un supliment, ci si o parte
integrantd a instruirii, permitdnd studentilor sd invete diverse tehnici grafice, sa lucreze cu
machetele si tipografia, sa optimizeze procesul de lucru si sa se adapteze cerintelor industriei
editoriale contemporane. Instrumentele digitale deschid noi orizonturi creative, extinzand
instrumentelor digitale nu garanteazd o pregatire de calitate, care se reduce adesea la
stdpanirea mecanicd a softului si la adaptarea tehnologicd. Prin urmare, este necesar sa
determindm care instrumente digitale sunt cele mai eficiente si cum pot fi integrate in
programele educationale, astfel incat studentii sd nu dobandeascd doar competente tehnice, ci
si sa 1s1 dezvolte potentialul creativ.

Utilizarea software-ului pentru design grafic si ilustratie formeaza competentele
profesionale esentiale ale studentilor. Printre principalele instrumente care ofera solutii
convenabile si functionale pentru activitatea creativd se numara aplicatiile grafice: grafica
raster — Adobe Photoshop si Corel Painter; grafica vectoriala — Adobe Illustrator si
CorelDRAW; iar pentru paginare — Adobe InDesign si aplicatia mobila Procreate. Integrarea
acestor instrumente in procesul educational le permite studentilor sd invete metodele moderne
de lucru, sd studieze aspectele tehnice ale pregatirii materialelor pentru publicare si sa-si
perfectioneze abilitatile artistice.

Unul dintre principalele avantaje ale tehnologiilor digitale este flexibilitatea si
multifunctionalitatea acestora. Acestea permit crearea ilustratiilor n diverse stiluri si formate,
adaptate atdt pentru imprimare cat si pentru publicatiile digitale. Interactivitatea procesului
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educational si automatizarea sarcinilor practice simplificd semnificativ proiectarea si
realizarea ilustratiilor de carte. Utilizarea sabloanelor, texturilor si pensulelor predefinite
economisesc timpul, iar cu ajutorul instrumentelor digitale folosite pentru editare se pot
efectua mai rapid modificarile necesare. Pensulele si texturile speciale permit reproducerea
tehnicilor traditionale prin redarea/imitarea diferitor efecte, precum acuarela, creionul, tusul
etc., asigurand o calitate 1naltd a graficii si facand procesul de creatie mai accesibil si mai
putin costisitor.

Un alt aspect important al instrumentelor digitale este interactivitatea. Astazi
ilustratorii nu se limiteaza doar la crearea imaginilor statice, ci pot dezvolta elemente animate,
realitate virtuala si realitate augmentatd pentru cartile electronice, deschizand astfel noi
perspective pentru studenti.

Lucrul in echipa si tehnologiile cloud joaca, de asemenea, un rol esential in procesul
educational. Platformele Adobe Creative Cloud, Google Drive si Dropbox permit studentilor
sd lucreze in echipa la proiecte, sd primeasca feedback de la profesori si sd-si impartaseasca
ideile — aspect deosebit de important in contextul invatamantului la distanta si al muncii in
grup.

Stapanirea instrumentelor digitale nu mai reprezintd doar o competenta optionala, ci si
0 necesitate pentru o cariera de succes in domeniul designului grafic si graficii de carte.
Editurile si studiourile de design grafic se bazeaza pe utilizarea tehnologiilor digitale, iar
abilitatea de a lucra cu software profesionist, aldturi de competentele traditionale, ofera
studentilor un avantaj competitiv evident.

In viitor dezvoltarea tehnologiilor, precum inteligenta artificiala si retelele neuronale,
va oferi si mai multe oportunitati pentru progresul profesional al studentilor. Sistemele de
invatare personalizate, interfetele adaptive si atelierele virtuale vor permite perfectionarea
continud a procesului educational.

Cu toate acestea, pe langa beneficii, exista si provocdri: costul ridicat al software-ului
specializat, echipamentele insuficiente in institutiile de Invatdmant si ritmul accelerat al
evolutiei tehnologice. Acesti factori creeaza obstacole semnificative in calea unui proces
educational eficient, crescand sarcina profesorilor, care trebuie sa actualizeze si sd adapteze
constant programele de predare.

Astfel, instrumentele digitale joacd un rol esential in formarea viitorilor specialisti in
domeniul ilustratiei de carte si al designului grafic. Acestea ofera studentilor competentele
necesare pentru a proiecta si crea ilustratii de inalta calitate. Integrarea tehnologiilor digitale
in procesul educational construieste o baza solida pentru dezvoltarea profesionala si expresia
artistica a studentilor.

Cuvinte-cheie: instrumente digitale, tehnologii informationale, ilustratie, grafica de carte,
design grafic

The modern educational process in graphic and book design is unimaginable without
digital technologies. They have become not just an addition but an integral part of learning,
enabling students to master various graphic techniques, to work with layouts and typography,
optimize workflows, and adapt to the demands of the contemporary publishing industry.
Digital tools open new creative horizons, expanding the students' opportunities. However,
despite their clear advantages, merely mastering digital tools does not guarantee high-quality
education, which often boils down to mechanical tool proficiency and technology adaptation.
This raises the need to determine which digital tools are most effective and how to integrate
them into curricula so that students can not only acquire technical skills but also unleash their
creative potential.

The use of software for graphic design and illustration helps students develop essential
professional competencies. Among the key tools that offer convenient and functional
solutions for creativity are graphic editors such as the raster-based Adobe Photoshop and
Corel Painter, vector-based Adobe Illustrator and CorelDraw, and for pagination the Adobe
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InDesign, and the mobile illustration app Procreate. Integrating all these programs into the
educational process allows students to learn modern working methods, explore the technical
aspects of publication preparation, and refine their artistic skills.

One of the main advantages of digital technologies is their flexibility and multi-
functionality. They allow the creation of illustrations in various styles and formats, adapting
them for both print and digital publications. Interactive learning and automated execution of
practical tasks significantly simplify the process of designing and creating book illustrations.
The use of simple templates, ready-made textures, and brushes saves time, while digital
editing tools enable quick adjustments. Brushes and special textures replicate the effects of
traditional techniques (such as watercolor, pencil, and ink), ensuring high-quality graphics
and making the drawing process more convenient and less resource-intensive.

Another significant aspect of digital tools is their interactivity and multimedia
capabilities. Today, illustrators can not only create static images but also develop animated
elements, virtual and augmented reality content for e-books, opening new opportunities for
student development.

Collaboration and cloud technologies also play a crucial role in the educational
process. Platforms like Adobe Creative Cloud, Google Drive, and Dropbox enable students to
work on projects collaboratively and receive feedback from instructors, which is especially
important in remote learning and group work settings.

Mastering digital tools is no longer just an additional skill but a necessary competency
for a successful career in graphic and book design. Modern publishing houses and design
studios rely on digital technologies, making proficiency in professional software, alongside
traditional skills, a significant advantage for students.

Looking ahead, the advancement of technologies such as artificial intelligence and
neural networks will offer even more opportunities for the students' professional growth.
Personalized learning systems, adaptive interfaces, and virtual workshops will enhance the
educational process.

However, alongside these advantages, challenges remain: the high cost of specialized
software, insufficient technical resources in educational institutions, and the rapid evolution of
digital technologies. These factors create significant obstacles to effective learning, increasing
the burden on educators who must constantly update and adapt curricula.

Thus, digital tools play a key role in preparing future professionals in book graphics
and graphic design. They provide students with the necessary skills for designing and creating
high-quality illustrations. Integrating digital technologies into the educational process lays a
solid foundation for professional growth and creative self-expression.

Keywords: digital resources, information technologies, illustration, book graphics, graphic
design
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Baletul si moda sunt considerate a fi intr-o simbiozad creativa profundd, avand in
vedere cd ambele discipline se bazeaza pe estetica si expresivitatea corpului uman.

Fiind o componentd esentiald a dansului, costumul nu este doar un mijloc de acoperire,
ci este gandit cu scopul de a sublinia miscarile, de a adanci caracterul si emotiile personajului
interpretat. Ele pot transforma o simpla reprezentatie intr-o experientd vizuald mai complexa,
avand un impact direct asupra perceptiei spectatorului. La fel ca dansul insusi, costumul are
capacitatea de a spune o poveste si de a transmite un mesaj, iar prin combinarea celor doua
aceste povesti prind viata.

Baletul initial, creat ca un dans destinat elitei societatii, odata cu trecerea timpului, s-a
raspandit si a devenit mai incluziv, fiind si un prieten influent al modei. Panglicile, fundele,
topurile petrecute, sosetele, dresurile si alte stiluri specifice esteticului ,,balletcore” au fost, de
asemenea, introduse in moda.

Existd numeroase dovezi ale influentei baletului asupra designerilor de moda. De-a
lungul timpului, au fost realizate colaborari intre designeri de moda de lux, coregrafi si
companii de dans. Aceste colaborari au dus la crearea unor costume care imbind lumea
dansului cu cea a modei, evidentiind cele mai interesante aspecte ale fiecarui domeniu creativ.

De exemplu, in cadrul Sezoanelor Rusesti ale lui Diaghilev costumele au fost create de
Yves Saint Laurent, Coco Chanel si alti adepti francezi ai haute couture, la fel de celebri.
Azzedine Alaia a creat costume pentru New York City Ballet si Riccardo Tisci (actualul
director creativ al Givenchy) pentru Baletul Operei din Paris.

Legendara Coco Chanel a imbracat-0 pe Maya Plisetskaya, creand costumele pentru
Antigona in 1922, apoi pentru Expresul Albastru, a céarui premiera a avut loc in 1924.
Costumele Chanel reprezinta un exemplu rar in care ,,cotidianizarea” costumului de balet nu a
daunat productiei. Costumele pentru Expresul Albastru au demonstrat cd moda poate dicta
direct estetica baletului. Ea reusise, deja intr-un stil extravagant, sd introducd in moda piese
extrem de simple, motiv pentru care Paul Poiret a numit stilul Chanel ,,pauvreté de luxe”,
adica ,,saracia de lux”.

Coco Chanel a fost autoarea coafurii clasice de balet, iar acum parul balerinelor este
pieptanat neted si adunat intr-un coc la ceafa. Potrivit lui Coco Chanel, aceastd coafura nu
interfereaza cu dansul si face balerina mai gratioasa.

Astazi costumele Sezoanelor Rusesti, inclusiv costumul Expresului Albastru sunt
expuse in muzee din intreaga lume: la Galeria Nationala din Australia, la Stockholm, Londra
si la Muzeul Teatral din Sankt-Petersburg. Cea mai mare colectie se afla la Muzeul Victoria si
Albert din Londra.

Una din ultimele colaborari intre balet si moda este legata de un alt nume celebru din
lumea modei contemporane, si anume Olivier Rousteing de la Casa de Moda Balmain.
Rousteing a creat recent costumele pentru Renaissance, un balet coregrafiat de dansatorul
Sébastien Bertaud, al Baletului Operei din Paris. Baletul a fost creat pentru a ,,onora Scoala
Franceza de Dans din Versailles din perioada lui Ludovic al XIV-lea”, cu propriile modele si
stilul de marca a lui Rousteing care se armonizeaza cu imbracamintea bogat ornamentata si
rafinata din acea perioada, reinterpretand trecutul si aducandu-l in prezent.

Costumele de balet sunt renumite pentru maiestria lor exceptionala si atentia acordata
detaliilor. Liniile elegante, materialele delicate si miscarile fluide ale balerinelor de-a lungul
anilor au inspirat nenumadrati designeri de moda. Designul inspirat de balet adaugéd o notd de
finete si elegantd in moda, fie cd este vorba despre o fustd ampld din tul, asemandtoare unui
tutu, sau un corset mulat, care reproduce liniile unui costum de balet. Accentul baletului pe
liniile curate si minimalism a patruns in industria modei, inspirdnd designerii sa creeze
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modele elegante si rafinate.

Prin esenta sa moda a fost Intotdeauna o forma de arta, la fel ca si dansul: colaborand
cu companiile de dans, designerii au avut ocazia sa se implice pe ei nsisi si proiectele lor in
crearea unor povesti, ceea ce, adesea, se pierde in lumea modei.

Desi colectiile prezentate pe podiumuri au, in mare parte, acelasi scop — de a transmite
un mesaj sau o poveste, acest lucru este, adesea, uitat in anturajul unei industrii ce poate fi
efemeri si superficiald, orientatd spre vanziri si profit. Impreuna cu coregrafii, designerii pot
sda se dedice pe deplin viziunilor lor, ceea ce, la randul sau, ofera posibilitatea de a
experimenta aceste doud forme puternice de artd, lucrand impreuna in armonie.

Cuvinte-cheie: coregrafie, balet, costum, moda, artad, balletcore, designer

Ballet and fashion are considered to be in a deep creative symbiosis, given that both
disciplines are based on the aesthetics and expressiveness of the human body.

Being an essential component of dance, the costume is not just a means of covering,
but is designed to emphasize the movements, to deepen the character and emotions of the
interpreted character. They can transform a simple performance into a more complex visual
experience, having a direct impact on the perception of the viewer. Like dance itself, the
costume has the ability to tell a story and convey a message, and by combining the two, these
stories come to life.

Originally created as a dance for the elite of society, ballet has spread and become
more inclusive over time, becoming an influential friend of fashion. Ribbons, bows, wrap
tops, socks, tights, and other styles specific to the ,balletcore” aesthetics have also been
introduced into fashion.

There is ample evidence of the ballet's influence on fashion designers. Over time,
collaborations have taken place between luxury fashion designers, choreographers, and dance
companies. These collaborations have led to the creation of costumes that merge the world of
dance with that of fashion, highlighting the most intriguing aspects of each creative field.

For example, during Diaghilev's Russian Seasons, costumes were designed by Yves
Saint Laurent, Coco Chanel, and other equally famous French couturiers. Azzedine Alaia
designed costumes for the New York City Ballet and Riccardo Tisci (the current creative
director of Givenchy) for the Paris Opera Ballet.

Legendary Coco Chanel dressed Maya Plisetskaya, designing the costumes for
Antigone in 1922, followed by Le Train Bleu, which premiered in 1924. Chanel’s costumes
represent a rare example where the ,,quotidianization” of the ballet attire did not harm the
production. The costumes for Le Train Bleu demonstrated that fashion could directly dictate
the aesthetics of ballet. She had already managed, in an extravagant way, to introduce
extremely simple pieces into fashion, which led Paul Poiret to call Chanel’s style ,,poverty de
lux”.

Coco Chanel was also the creator of the classic ballet hairstyle — now, ballerinas’ hair
is combed smoothly and gathered into a bun at the nape of the neck. According to Coco
Chanel, this hairstyle does not interfere with dancing and enhances the ballerina’s grace.

Today, the costumes from the Russian Seasons, including the Le Train Bleu costume,
are displayed in museums around the world: at the National Gallery of Australia, in
Stockholm, London, and at the Theater Museum in St. Petersburg. The largest collection is
housed at the Victoria and Albert Museum in London.

One of the most recent collaborations between ballet and fashion is linked to another
renowned name in contemporary fashion — Olivier Rousteing of the Balmain Fashion House.
Rousteing recently designed the costumes for Renaissance, a ballet choreographed by dancer
Sébastien Bertaud of the Paris Opera Ballet. The ballet was created to ,,honor the French
School of Dance in Versailles during the reign of Louis XIV”, with Rousteing’s signature
designs blending with the richly ornamented and refined clothing of that era, reinterpreting
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the past and bringing it into the present.

Ballet costumes are renowned for their exceptional craftsmanship and attention to
detail. The elegant lines, delicate fabrics, and fluid movements of ballerinas over the years
have inspired countless fashion designers. Ballet-inspired designs bring a touch of finesse and
elegance to fashion, whether through a voluminous tulle skirt reminiscent of a tutu or a fitted
corset that mirrors the lines of a ballet costume. Ballet’s emphasis on clean lines and
minimalism has influenced the fashion industry, inspiring designers to create sophisticated
and refined designs.

By its very nature, fashion has always been a form of art, just like dance. Through
collaborations with dance companies, designers have had the opportunity to immerse
themselves and their projects in storytelling — something often lost in the fashion world.

While runway collections generally serve the same purpose — to convey a message or
tell a story — this aspect is sometimes overlooked in the midst of an industry that can be
fleeting and superficial, driven by sales and profit. Working alongside choreographers,
designers can fully dedicate themselves to their creative visions, allowing these two powerful
art forms to merge in harmony and inspire one another.

Keywords: choreography, ballet, costume, fashion, art, balletcore, designer
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Argintul este un metal cu o estetica unicd, care a fascinat artistii s1 mestesugarii de-a
lungul istoriei. Stralucirea sa nu este orbitoare ca cea a aurului, ci rece, subtild si
schimbitoare — asemenea reflexiilor lunare pe suprafata apei. In arta bijuteriilor argintul a
fost perceput nu doar vizual, ci si tactil. Suprafetele sale lucioase, texturile oxidate sau
finisajele mate creeaza o experientd multisenzoriala, influentdnd modul in care un obiect
este perceput.

Aceasta lucrare exploreaza rolul argintului 1n arta bijuteriilor, punand accent pe relatia
dintre formd, culoare si material prin prisma sinesteziei. Sinestezia este un fenomen
perceptiv in care stimulii dintr-un domeniu senzorial declanseaza senzatii intr-un alt
domeniu. In acest context, textura argintului poate fi resimtitd ca o vibratie vizuala, ca o
armonie cromatica sau chiar ca un ritm tactil, influentdnd perceptia emotionala si artistica.
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Aceasta interactiune intre percepere si atingere face ca argintul sa fie mai mult decat un
simplu material.

In bijuteriile de autor argintul devine mai mult decat un metal pretios — argintul capata
un caracter artistic, fiind o extensie a viziunii designerului. Spre deosebire de productia
industriald, unde argintul este utilizat ca un element standardizat, in creatiile de autor acesta
devine un mediu de experimentare, in care suprafetele mate si lucioase, gravurile fine sau
finisajele oxidate creeaza contraste vizuale si senzoriale puternice.

Interactiunea dintre argint si alte materiale este esentiala. De exemplu, combinatiile cu
pietre translucide (opal, cuart), sticld fuzionata sau emailuri adauga nu doar culoare, ci
creeazd si efecte optice, care influenteazd perceptia luminozitatii si a texturii. Aceste
combinatii genereaza bijuterii sinestezice, unde relatia dintre material si senzatie devine
fundamentald. Reflexiile argintului pot schimba modul in care sunt percepute culorile,
creand o iluzie de miscare sau profunzime.

Proprietatile acustice ale argintului contribuie, de asemenea, la perceptia sa
multisenzoriala. Foile subtiri de argint produc sunete fine la atingere, consolidand legatura
sa cu sinestezia auditivd. Aceastd caracteristica a inspirat artistii sa exploreze modul in care
proprietatile vizuale si tactile ale argintului pot fi asociate cu ritmul si muzicalitatea,
facandu-l un material extrem de expresiv.

Un alt aspect important este sustenabilitatea argintului. In ultimii ani, tot mai multi
creatori de bijuterii au ales sa utilizeze argint reciclat, reducdnd impactul asupra mediului.
Capacitatea argintului de a fi reciclat la infinit fara a-si pierde proprietdtile este definitorie
in folosirea acestuia ca material esential in designul ecologic. Multi bijutieri contemporani
dezvolta tehnici noi pentru a imbunatati utilizarea sa etica, inclusiv refolosirea pieselor
vechi si combinarea lor cu materiale moderne.

In plus, tehnologiile digitale, precum imprimarea 3D cu pulbere de argint,
revolutioneazad designul bijuteriilor. Aceste inovatii permit o utilizare minima a materialului
si un control artistic precis, asigurdnd cd argintul rdmane un mediu sustenabil, dar, in
acelasi timp, experimental pentru designerii contemporani.

In concluzie, mentionam ca argintul este mai mult decit un metal pretios — argintul
este un limbaj artistic, un simbol cultural si o punte de legatura intre perceptiile vizuale,
tactile si emotionale. in bijuteriile de autor argintul devine un material fluid, care se
adapteaza viziunii designerului si creeaza o experientd senzorialda profunda. Prin
interactiunea sa cu lumina, culoarea si textura argintul depaseste forma sa fizica pentru a
evoca emotii, amintiri si chiar asocieri auditive.

Astfel, argintul raméane un element central in arta bijuteriilor contemporane, imbinand
traditia, inovatia si estetica sinestezicd. Pe madasurd ce practicile sustenabile si noile
tehnologii evolueazd, potentialul argintului ca mediu artistic continud sd se extinda,
asigurandu-i relevanta atat in mestesugurile traditionale cét si in designul avangardist.

Cuvinte-cheie: argint, artd de bijuterii, bijuterii de autor, sinestezie, culoare, formd, texturd,
design, sustenabilitate, perceptie multisenzoriala

Silver is a metal with a unique aesthetics that has fascinated artists and craftsmen
throughout history. Unlike gold, whose brilliance is intense and warm, silver's glow is cool,
subtle, and constantly shifting — akin to moonlight reflecting on water. In jewelry art, silver
has always been perceived not only visually but also tactilely. Its polished surfaces,
oxidized textures, or matte finishes create a multisensory experience that influences how a
piece of jewelry is felt and interpreted.

This paper explores the role of silver in jewelry art, emphasizing the relationship
between form, color, and material through the prism of synesthesia. Synesthesia is a
perceptual phenomenon in which stimuli from one sensory domain trigger sensations in
another. In this context, silver’s texture can be experienced as a visual vibration, a
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chromatic harmony, or even a tactile rhythm, shaping the emotional and artistic perception
of a jewelry object. This interplay between sight and touch elevates silver beyond being just
a material — it becomes a sensory experience.

In author jewelry, silver is more than a precious metal — it takes on an artistic role,
serving as an extension of the designer’s vision. Unlike mass-produced jewelry, where silver
is used as a standardized element, in handcrafted pieces it becomes a medium for
experimentation, where matte and polished surfaces, fine engravings, or oxidized finishes
create striking visual and sensory contrasts.

The interaction between silver and other materials is fundamental to author jewelry.
Combinations with translucent stones (opal, quartz), fused glass, or enamel not only
introduce color but also alter how form and luminosity are perceived. These combinations
generate synesthetic jewelry, where material and sensation become deeply intertwined.
Silver’s reflective properties can modify the perception of colors, creating an illusion of
movement and depth.

Additionally, the acoustic properties of silver contribute to its multisensory perception.
Thin silver sheets produce delicate sounds when touched, reinforcing its connection to
auditory synesthesia. This unique characteristic has inspired artists to explore how silver’s
visual and tactile properties can align with rhythm and musicality, making it a material with
profound expressive potential.

Another important aspect is the sustainability of silver. In recent years, an increasing
number of jewelry designers have chosen to work with recycled silver, reducing the
environmental impact of mining. Silver’s ability to be infinitely recycled without losing its
properties makes it a crucial material in the eco-conscious design. Many contemporary
jewelers are innovating new ethical approaches, including reusing antique silver pieces and
combining them with modern materials.

Furthermore, digital fabrication techniques such as 3D printing with silver powder are
revolutionizing jewelry design. These advancements allow for minimal material waste and
precise artistic control, ensuring that silver remains both a sustainable and highly
experimental medium for contemporary designers.

In conclusion, we note that silver is more than a precious metal — it is an artistic
language, a cultural symbol and a bridge between visual, tactile and emotional perceptions.
In designer jewelry, it becomes a fluid material, adapting to the designer’s vision and
creating a profound sensory experience. Through its interaction with light, color and
texture, silver transcends its physical form to evoke emotions, memories and even auditory
associations.

Thus, silver remains a central element in contemporary jewelry art, merging tradition,
innovation, and synesthetic aesthetics. As sustainable practices and new technologies
evolve, silver’s artistic potential continues to expand, ensuring its relevance in both
traditional craftsmanship and avant-garde design.

Keywords: silver, jewelry art, author jewelry, synesthesia, color, form, texture, design,
sustainability, multisensory perception
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Sensibilitatea culturald reprezintd un element esential in dezvoltarea personalitatii
tinerilor, iar artele plastice joacd un rol semnificativ in acest proces. Educatia artistica
contribuie la formarea unei perceptii estetice rafinate, la intelegerea diversitatii culturale si la
dezvoltarea empatiei prin intermediul expresiei vizuale. Prin contactul direct cu arta tinerii
invatd sa interpreteze simboluri, sa analizeze stiluri si sd inteleagd contextul istoric si social al
operelor de arta.

Artele plastice dezvoltd sensibilitatea esteticd si capacitatea de a aprecia frumosul in
multiplele sale forme. Activitatile artistice, precum desenul, pictura sau sculptura, le permit
elevilor sa experimenteze si sd-si exprime trdirile interioare, stimuland astfel creativitatea si
gandirea critica. In plus, studiul istoriei artei ii ajuti si descopere traditiile culturale ale
diferitelor civilizatii, cultivand respectul pentru diversitate si pentru patrimoniul artistic
universal.

Prin educatia artistica tinerii sunt expusi unor valori culturale si estetice fundamentale,
ceea ce contribuie la formarea identitatii lor culturale. Procesul de creatie artistica i1 ajutd sa-si
dezvolte o conexiune emotionala profundd cu lumea din jur, invatand sa isi exprime ideile si
sentimentele intr-un mod autentic. De asemenea, implicarea in proiecte artistice colective
favorizeaza dezvoltarea spiritului de echipa si a colabordrii, elemente esentiale in societatea
contemporana.
diferentele culturale. Prin explorarea operelor de artd din diverse colturi ale lumii tinerii
invatd sa vada frumusetea in diversitate si sa adopte o perspectivd deschisda asupra altor
culturi. Aceasta experientd nu doar cd le imbogateste cunostintele, dar contribuie si la
dezvoltarea empatiei si a tolerantei.

Arta plasticd are un impact profund asupra dezvoltarii inteligentei emotionale a tinerilor.
Prin creatia artistica acestia pot exprima emotii complexe, chiar si atunci cand nu gasesc
cuvintele potrivite pentru a le descrie. De exemplu, un adolescent care se confruntd cu
anxietate sau stres poate folosi pictura sau desenul ca mijloc de eliberare emotionala. Astfel,
educatia artisticd devine un instrument valoros pentru gestionarea emotiilor si pentru
dezvoltarea echilibrului emotional.

Utilizarea tehnologiilor digitale in artele plastice adauga o noud dimensiune in formarea
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augmentatd oferd noi modalitdti de explorare si exprimare artistica, facilitind accesul la
patrimoniul cultural global. Aceasta abordare interdisciplinara stimuleaza interesul pentru arta
si creeazd o punte de legdturd intre traditie si inovatie.

Educatia artisticd nu are doar un rol estetic, ci si unul social si civic. Prin studiul artei
tinerii invatd sd Inteleagd fenomene sociale, sa analizeze mesajele transmise prin arta si sd
participe activ la viata culturala a comunitatii lor. Expozitiile de arta, atelierele creative si
concursurile artistice sunt doar cateva dintre modalitatile prin care elevii pot fi implicati in
viata culturala.

In concluzie, artele plastice reprezintd un instrument valoros in educatia tinerilor, avand
empatiei si aprecierii estetice educatia artistica contribuie la conturarea unei generatii capabile
sd inteleagd si sa respecte diversitatea culturald, asigurand astfel un viitor mai armonios si
incluziv.

Cuvinte-cheie: educatie artistica, sensibilitate culturald, diversitate, creativitate, patrimoniu
artistic, identitate culturala, tehnologii digitale, expresie vizuala

Cultural sensitivity is an essential element in the development of young people's
personalities, and visual arts play a significant role in this process. Artistic education
contributes to shaping a refined aesthetic perception, understanding cultural diversity, and
developing empathy through visual expression. Through direct contact with art, young people
learn to interpret symbols, analyze styles, and understand the historical and social context of
artworks.

Visual arts develop aesthetic sensitivity and the ability to appreciate beauty in its many
forms. Artistic activities such as drawing, painting, and sculpture allow students to experiment
and express their inner emotions, thereby stimulating creativity and critical thinking.
Additionally, studying art history helps them discover the cultural traditions of different
civilizations, fostering respect for diversity and the universal artistic heritage.

Through artistic education, young people are exposed to fundamental cultural and
aesthetic values, which contribute to shaping their cultural identity. The process of artistic
creation helps them develop a deep emotional connection with the world around them,
teaching them to express their ideas and feelings authentically. Moreover, involvement in
collective artistic projects promotes teamwork and collaboration, essential elements in
contemporary society.

An important aspect of cultural sensitivity is the ability to recognize and appreciate
cultural differences. By exploring artworks from various parts of the world, young people
learn to see beauty in diversity and adopt an open perspective toward other cultures. This
experience not only enriches their knowledge but also contributes to the development of
empathy and tolerance.

Visual arts have a profound impact on the development of young people's emotional
intelligence. Through artistic creation, they can express complex emotions, even when they
struggle to find the right words to describe them. For example, a teenager dealing with anxiety
or stress can use painting or drawing as a means of emotional release. Thus, artistic education
becomes a valuable tool for managing emotions and achieving emotional balance.

The use of digital technologies in visual arts adds a new dimension to the formation of
young people's cultural sensitivity. Digital platforms, graphic design applications, and
augmented reality provide new ways to explore and express artistic creativity, facilitating
access to the global cultural heritage. This interdisciplinary approach stimulates interest in art
and builds bridges between tradition and innovation.

Avrtistic education has not only an aesthetic role but also a social and civic one. Through
the study of art, young people learn to understand social phenomena, analyze the messages
conveyed through art, and actively participate in their community’s cultural life. Art
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exhibitions, creative workshops, and art competitions are just a few ways students can engage
in cultural activities.

In conclusion, visual arts represent a valuable tool in young people's education, having a
profound impact on the development of their cultural sensitivity. By fostering creativity,
empathy, and aesthetic appreciation, artistic education helps shape a generation capable of
understanding and respecting cultural diversity, thus ensuring a more harmonious and
inclusive future.

Keywords: artistic education, cultural sensitivity, diversity, creativity, artistic heritage, cultural
identity, digital technologies, visual expression
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Broderia nu mai este doar o artd decorativad traditionald — ea s-a transformat intr-un
limbaj vizual sofisticat in moda contemporana.

Designerii folosesc broderia pentru a crea contraste Intre minimalism si complexitate,
redand un sentiment de autenticitate intr-o lume a modei adesea dominatd de productia in
masa, devenind astfel un mijloc de diferentiere si rafinament.

Tehnicile de broderie au suferit o evolutie semnificativd. Pastrandu-si farmecul
artizanal 1n timp, acestea au adoptat inovatiile tehnologice. Broderia manuald, transmisa prin
generatii, presupune precizie si timp, reflectind adesea identitatea culturald a regiunii de
origine. Tehnici precum punctul in cruce, broderia pe panza de casa sunt incad practicate in
zonele rurale. Pe de altd parte, broderia digitala permite replicarea rapida a designului
complex, ideal pentru productia de serie limitata. Software-urile moderne pot genera tipare
care apoi sunt executate cu fidelitate de masini automate. Astazi designerii valorificd ambele
modalitati: inovatia tehnologica — pentru productivitate — si broderia traditionalda — pentru
valoare emotionald si esteticd. Aceastd sinergie redefineste conceptul de autentic in moda
contemporand. Prin abordarea provocarilor si oportunitatilor din domeniul broderiei putem
contura o directie viitoare pentru acest mestesug, avand in vedere importanta sustenabilitatii si
inovatiei in designul modern.

Brandurile de lux au fost printre primele care au reintrodus broderia in moda
contemporand, valorificadndu-i potentialul de a crea produse memorabile si recognoscibile. De
exemplu, Gucci, sub directia creativa a lui Alessandro Michele, a transformat broderia Intr-un
cod stilistic, utilizdnd motive florale, animale fantastice si simboluri mitologice brodate pe
jachete, rochii si genti. Broderia este folositd ca un accent stilistic Tn designul modern,

"2 E-mail: karoll2028@gmail.com

177


https://orcid.org/0009-0005-2531-2005
mailto:karoll2028@gmail.com

aducand un aer de sofisticare si originalitate articolelor de imbracaminte, de la rochii de seara
la colectii streetwear.

Fuziunea broderiei cu alte genuri de arta si tehnici inovatoare in moda contemporana,
cum ar fi broderie cu materiale neconventionale, fire luminiscente, broderie pe plastic,
ceramicd, broderie si picturd, broderie si teatru, este un fenomen care redefineste limitele
dintre artizanat si inovatie, aducand la suprafatd o estetica sofisticatd ce imbina traditia cu
modernitatea.

Intr-o era dominati de consumul rapid, broderia redevine un aliat al
sustenabilitatii. Reconditionarea hainelor prin addugarea broderiilor oferda o noud viatd
pieselor uzate, reducand deseurile textile. Firele vegetale, bumbacul organic si vopselele non-
toxice sunt utilizate din ce In ce mai mult. Astfel, broderia contribuie la redefinirea modei ca
spatiu de expresie responsabild si durabila.

Datorita creativitatii si provocdrilor constante prin adaptarea noilor tehnologii,
broderia se mentine mereu in echilibru intre traditie si inovatie, fiind actuald atat in designul
vestimentar cat si in lumea artei.

Cuvinte-cheie: broderie, moda, tendinte, artd, traditie, inovatie, tehnologie, sustenabilitate

Embroidery is no longer just a traditional decorative art — it has transformed into a
sophisticated visual language in contemporary fashion.

Designers use embroidery to create contrasts between minimalism and complexity,
restoring a sense of authenticity in a fashion world often dominated by mass production, thus
becoming a means of differentiation and refinement.

Embroidery techniques have undergone a significant evolution, preserving their
artisanal charm over time, which have adopted technological innovations. Manual
embroidery, passed down through generations, requires precision and time, often reflecting
the cultural identity of the region of origin. Techniques such as cross stitch, embroidery on
homemade canvas are still practiced in rural areas. On the other hand, digital embroidery
allows for the rapid replication of complex designs, ideal for limited series production.
Modern software can generate patterns that are then faithfully executed by automatic
machines. Today, designers capitalize on both modalities: technological innovation — for
productivity — and traditional embroidery — for emotional and aesthetic value. This synergy
redefines the concept of authenticity in contemporary fashion. By addressing the challenges
and opportunities in the field of embroidery, we can outline a future direction for this craft,
given the importance of sustainability and innovation in modern design.

Luxury brands were among the first to reintroduce embroidery into contemporary
fashion, capitalizing on its potential to create memorable and recognizable products. EX:
Guceci, under the creative direction of Alessandro Michele, has transformed embroidery into a
stylistic code, using floral motifs, fantastic animals and mythological symbols embroidered on
jackets, dresses and bags. Embroidery is used as a stylistic accent in modern design, bringing
an air of sophistication and originality to garments, from evening dresses to streetwear
collections.

The fusion of embroidery with other art genres and innovative techniques in
contemporary fashion, such as: embroidery with unconventional materials, luminescent
threads, plastic embroidery, ceramics, embroidery and painting, embroidery and theater — is a
phenomenon that redefines the boundaries between craftsmanship and innovation, bringing to
the surface a sophisticated aesthetic that combines tradition with modernity.

In an era dominated by fast consumption, embroidery is once again becoming an ally
of sustainability. Reconditioning clothes by adding embroidery gives new life to worn pieces,
reducing textile waste. Vegetable yarns, organic cotton and non-toxic dyes are increasingly
used. Embroidery, in this way, contributes to the redefinition of fashion as a space for
responsible and sustainable expression.
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Due to creativity and constant challenges, by adapting to new technologies,
embroidery is always in balance between tradition and innovation, being always current both
in fashion design and in the art world.

Keywords: embroidery, fashion, trends, art, tradition, innovation, technology, sustainability
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Pictura pe matase naturald este un gen de arta fina care se caracterizeaza prin claritatea si
transparenta culorilor. Efectul sidefat al matasii naturale aduce plus valoare lucrdrii create.
Odata cu dezvoltarea artei vestimentare si confectionarea Imbracamintei fine, apare
necesitatea crearii accesoriilor, menite sa defineascd tot ansamblul vestimentar. Cele mai
expresive accente capata florile textile.

Incd in Evul Mediu oamenii au inventat diverse modalititi de a transforma stofa in flori
textile unice, menite sa decoreze costumele nobilimii, tinutele pentru ocazii speciale, cum ar
fi: nunta, evenimente culturale, aranjamente florale, obiecte artistice etc.

Florile din matase naturald se deosebesc prin finete, reflectd o nota de lux si sunt cele mai
solicitate. Se folosesc tesaturi de matase naturald, cum ar fi organza, taftaua sau satinul,
pentru a imita aspectul si textura petalelor reale.

In scopul obtinerii unor lucriri calitative, durabile in timp, care ar corespunde tuturor
cerintelor tehnice si estetice, este necesar sd fie respectatd consecutivitatea lucrului si toate
etapele de producere. Pentru a conferi stofei densitatea necesara, dar si pentru a evita
destramarea marginilor in procesul de croire a detaliilor, aceasta va trece prin procesul de
gelatinizare. Se pregateste o solutie din gelatina si apa calda dupd urmatoarea proportie: o
linguritd de gelatind uscata la un pahar de 200 ml de apa cédldutd. Dupd dizolvarea completa a
gelatinei, introducem matasea in acest lichid. La uscare, materialul, dupa aspect vizual si
tactil, seamana cu hartia. Gelatina ,,lipeste” fibrele textile, conferd stofei un aspect lucios si nu
creeaza impedimente in procesul de pictura.

Sabloanele de lucru se modeleaza dupd florile vii sau se elaboreaza individual, in
dependentd de destinatie, apoi, dupd conturul acestora, se decupeazd detaliile din stofa
gelatinizata. De asemenea, se pregateste furnitura pentru decor si alte materiale auxiliare.

La etapa de picturd se folosesc vopsele pe bazd de apa, care se caracterizeazd prin
fluiditate si efect de acuareld. Aici se aplicd tehnica baticului, pictura liberd pe matase
naturald. Pentru aceasta toate detaliile croite se umezesc si se aplicd pigmentul, respectand o
consecutivitate de aplicare — de la tonurile deschise la cele intunecate. Pe suprafata umeda
culorile se disperseaza usor, creand efecte si degradeuri cromatice deosebite.

7 E-mail: linada.arts@gmail.com
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Dupa uscare, toate petalele se prelucreaza cu instrumente speciale din fier, infierbantate
electric sau la plita de gaz. Astfel se modeleaza forma florilor si a diferitor compozitii florale.

In concluzie, trebuie de mentionat ci decorul a jucat intotdeauna un rol important in
designul vestimentar, florile textile fiind cele mai solicitate elemente. In cazul respectirii
tuturor etapelor tehnologice de gelatinizare a matasii naturale si a picturii libere — batic, se
obtin niste flori si compozitii irepetabile, care sunt adevarate opere de arta.

Cuvinte-cheie: floristica, matase, textile, picturd, cromatic, fluiditate, gelatinizare

Silk painting is a fine art form characterized by the clarity and transparency of colors. The
pearlescent effect of natural silk adds value to the created artwork.

With the development of fashion art and the crafting of fine clothing, the need arose to create
accessories that define the entire outfit. The most expressive accents are textile flowers.

Since the Middle Ages, people have invented various ways to transform fabric into unique
textile flowers, designed to decorate the costumes of the nobility, attire for special occasions such
as weddings, cultural events, floral arrangements, artistic objects etc.

Flowers made from natural silk stand out for their delicacy, reflect a sense of luxury, and are in
great demand. Fabrics such as organza, taffeta, or satin are used to imitate the look and texture of
real petals.

To obtain high-quality, durable works that meet all technical and aesthetic requirements, it is
necessary to follow a precise working sequence and all the stages of production. To give the fabric
the necessary density and to prevent the edges from falling apart during the cutting process, it
undergoes a gelatinization process. A solution is prepared from gelatin and warm water in the
following proportion: one teaspoon of dry gelatin per 200 ml of warm water. After the gelatin is
completely dissolved, the silk is immersed in this liquid. Once dry, the fabric resembles paper in
both appearance and texture. The gelatin ,,bonds” the textile fibers, gives the fabric a glossy finish,
and does not create obstacles in the painting process.

The working templates are created after real flowers or designed individually, depending on
their purpose. The fabric is then cut along the contours of these templates. Additionally, decorative
accessories and other auxiliary materials are prepared.

During the painting stage, water-based paints are used, known for their fluidity and watercolor
effect. The batik technique is applied, along with freehand painting on natural silk. For this
process, all the cut details are moistened before applying the pigment in a sequential manner —
from light to dark tones. On the wet surface, colors blend easily, creating unique effects and
chromatic gradients.

After drying, all petals are shaped using special iron tools, heated either electrically or on a gas

stove. This process gives form to the flowers and various floral compositions.
In conclusion, it should be mentioned that decoration has always played an important role in
fashion design, the textile flowers being among the most desired elements. By carefully following
all technological stages of silk gelatinization and freehand batik painting, unique flowers and
compositions can be created, that are true works of art.

Keywords: floristry, silk, textiles, painting, chromatic, fluidity, gelatinization
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In contextul globalizarii si al dezvoltarii accelerate a tehnologiilor, inteligenta artificiala
(TIA) joaca un rol din ce in ce mai important in modelarea si reinterpretarea valorilor culturale.
Acest proces ridica intrebari esentiale despre caracterul autentic al identitdtii culturale,
adaptabilitatea valorilor traditionale si impactul noilor tehnologii asupra modului in care oamenii
percep si isi definesc mostenirea culturald. Explorarea efectelor IA asupra identitdtii europene
necesitd o perspectiva interdisciplinard asupra provocarilor si oportunitatilor emergente.

Identitatea europeand este un concept dinamic, modelat de istorie, culturd si schimbari
sociale. Digitalizarea si inteligenta artificiala au addugat noi dimensiuni acestui proces,
transformand modurile de expresie, comunicare si conservare a valorilor culturale. In acest
context, este esential sd analizam cum IA contribuie la redefinirea identitatii culturale europene si
la adaptarea acesteia la noile realitati tehnologice.

IA faciliteaza digitalizarea patrimoniului cultural prin arhivare, restaurare si reconstructie
virtuala a operelor de artd si a monumentelor istorice. Tehnologiile de invatare automata permit
interpretarea si analizarea textelor, imaginilor si artefactelor culturale, contribuind la o mai buna
intelegere a mostenirii europene.

Valorile culturale europene, precum diversitatea, democratia si libertatea de expresie, sunt
influentate de interactiunea dintre om si inteligenta artificiald. IA influenteaza consumul cultural,
personalizdnd experientele utilizatorilor si promovand continut bazat pe preferinte algoritmice.
Aceasta poate conduce atat la o mai mare accesibilitate culturald, cat si la riscuri precum filtrarea
informatiilor si omogenizarea perspectivelor.

Educatia joacd un rol fundamental in construirea si dezvoltarea identitdtii culturale

" Elaborat in cadrul proiectului 101085561 — TEIDCIPEI — ERASMUS-JMQ-2022-HEI-TCH-RSCH The
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europene. IA este utilizatd in sisteme educationale adaptative, cursuri online si aplicatii interactive
care faciliteaza invatarea limbilor, istoriei si traditiilor europene. Cu toate acestea, utilizarea 1A
ridica provocari legate de obiectivitatea continutului si impactul asupra gandirii critice.

IA redefineste identitatea culturala europeana prin mecanisme inovatoare de conservare,
reinterpretare si diseminare a valorilor culturale. In fata acestor schimbri, este esentiald o
abordare echilibrata, care sa valorifice potentialul tehnologic fara a compromite autenticitatea si
diversitatea culturald europeana. Politicile culturale si educationale trebuie sa tina pasul cu aceste
evolutii, asigurand o integrare responsabila a IA in spatiul cultural european.

Cuvinte-cheie:  identitate europeand, digitalizare, inteligenta artificiald, valori culturale,
patrimoniu digital, modernitate si traditie

In the context of globalization and the rapid development of technologies, artificial
intelligence (Al) plays an increasingly important role in shaping and reinterpreting cultural values.
This process raises essential questions about the authenticity of cultural identity, the adaptability
of traditional values, and the impact of new technologies on the way people perceive and define
their cultural heritage. Exploring the effects of Al on European identity requires an
interdisciplinary perspective on emerging challenges and opportunities.

European identity is a dynamic concept, shaped by history, culture, and social changes.
Digitalization and artificial intelligence have added new dimensions to this process, transforming
the ways in which cultural values are expressed, communicated, and preserved. In this context, it
is essential to examine how Al contributes to the redefinition of European cultural identity and its
adaptation to new technological realities.

Al facilitates the digitization of cultural heritage through archiving, restoration, and the
virtual reconstruction of artworks and historical monuments. Machine learning technologies allow
for the interpretation and analysis of texts, images, and cultural artifacts, contributing to a better
understanding of European heritage.

European cultural values such as diversity, democracy, and freedom of expression are
influenced by the interaction between humans and artificial intelligence. Al impacts cultural
consumption by personalizing user experiences and promoting content based on algorithmic
preferences. This can lead both to greater cultural accessibility and to risks such as information
filtering and the homogenization of perspectives.

Education plays a fundamental role in building and developing European cultural identity.
Al is used in adaptive educational systems, online courses, and interactive applications that
facilitate the learning of European languages, history, and traditions. However, the use of Al
raises concerns related to content objectivity and its impact on critical thinking.

Al is redefining European cultural identity through innovative mechanisms for the
preservation, reinterpretation, and dissemination of cultural values. In the face of these changes, a
balanced approach is essential—one that harnesses technological potential without compromising
the authenticity and cultural diversity of Europe. Cultural and educational policies must keep pace
with these developments, ensuring the responsible integration of Al into the European cultural
space.

Keywords: European identity, digitalization, artificial intelligence, cultural values, digital
heritage, modernity and tradition
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In contextul globalizarii si al diversitatii culturale, identitatea europeani se
construieste pe un fundament psihosocial complex, unde increderea in sine joacd un rol
central. Aceasta nu este doar o trasdtura individuala, ci o resursa colectiva care influenteaza
coeziunea sociala, participarea civica si adaptarea la schimbari. Prin prisma psihologiei
sociale, aceasta lucrare exploreaza relatia dintre: perceptia de sine si valorizarea personal;
sistemul reprezentational (imagini mentale despre sine si grupul de apartenentd) si sentimentul
de apartenentd la un spatiu cultural comun, cel al identitatii europene. De asemenea, o
reprezentare negativa poate submina increderea in sine a grupurilor marginalizate, afectand
participarea lor la constructia identitatii europene. Din acest, considerent este necesar sd avem
programe educationale care combat stereotipurile (ex: Erasmus+) sporesc increderea in sine
prin experiente de mobilitate.

Increderea in sine se formeaza prin interactiunea dintre conceptul de sine si feedback-
ul social, iar indivizii cu un concept de sine pozitiv sunt mai deschisi la experiente
interculturale, esentiale pentru identitatea europeand, avand reprezentari despre "europeni” ca
fiind deschisi si toleranti. Depasirea convingerilor limitative si promovarea unei comunicari
eficiente, ofera un cadru eficient pentru consolidarea increderii in sine.

Increderea in sine este un produs al sistemului reprezentational, atat individual cat si
social, de altfel, cultivarea increderii in sine, la nivel social, este descrisa in teoria identitatii
sociale a lui Tajfel si Turner, care ne aduce la cunostintd, faptul cd indivizii 1si construiesc
identitatea prin apartenenta la grupuri (ex.: ,.europeni” vs. ,nationali”), iar identitatea
europeana este o identitate inclusiva, care nu inlocuieste identitatile nationale, ci le
completeaza.

De altfel, cultivarea increderii in sine, la nivel social poate fi consolidatd prin
atribuirea de norme si valori culturale comune, care devin resurse psiho-sociale, asigurand
sentimentul de competenta si control al persoanelor.

Articolul analizeaza legatura dintre perceptia de sine si identitatea europeand; sistemul
reprezentational si stereotipurile; valorile europene drept resurse psihosociale, participare
civicd si coeziune sociala.
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Cuvinte-cheie: conceptul de sine, sistemul reprezentational, identitate europeand

In the context of globalization and cultural diversity, European identity is built upon a
complex psychosocial foundation, where self-confidence plays a central role. This is not
merely an individual trait, but a collective resource that influences social cohesion, civic
participation, and adaptability to change. Through the lens of social psychology, this paper
explores the relationship between self-perception and personal value; the representational
system (mental images of oneself and one’s in-group) and the sense of belonging to a shared
cultural space — that of European identity.

Moreover, a negative representation can undermine the self-confidence of
marginalized groups, affecting their participation in shaping European identity. For this
reason, educational programs are needed to counter stereotypes (e.g., Erasmus+), and to
strengthen self-confidence through mobility experiences.

Self-confidence is formed through the interaction between self-concept and social
feedback, and individuals with a positive self-concept are more open to intercultural
experiences — which are essential for the development of European identity — as they tend to
perceive ,,Europeans” as open and tolerant. Overcoming limiting beliefs and promoting
effective communication provides a solid framework for building self-confidence.

Self-confidence is a product of the representational system — both individual and
social. Moreover, cultivating self-confidence at a social level is described in Tajfel and
Turner's Social Identity Theory, which emphasizes that individuals construct their identity
through group membership (e.g., ,,Europeans” vs. ,nationals”). European identity is an
inclusive identity that does not replace national identities but rather complements them.

In addition, fostering self-confidence on a social level can be reinforced by promoting
shared cultural norms and values, which serve as psychosocial resources, ensuring a sense of
competence and personal control.

The article analyses the link between self-perception and European identity; the
representational system and stereotypes; European values as psychosocial resources; civic
participation and social cohesion.

Keywords: self-concept, representational system, European identity
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Aceastd investigatie isi propune sa analizeze sursele moderniste care au contribuit la
dezvoltarea spontaneitatii gestuale in creatia pictoritei Tatiana Cojocaru, punand accent pe
influentele stilistice, tehnicile utilizate si directiile conceptuale specifice artei sale. Stilul
abstract-expresiv al artistei se remarcd printr-o abordare spontand a gestului pictural,
utilizarea unor tuse ample, pete de culoare dinamice si o cromaticd vibrantd, menitd sa
accentueze dimensiunea emotionala a lucrarilor sale.

Cercetarea examineaza impactul curentelor moderniste asupra viziunii plastice a
Tatianei Cojocaru, in special al abstractionismului, expresionismului abstract, tachismului si
gestualismului. Expresionismul abstract, promovat de artisti precum Jackson Pollock sau
Willem de Kooning, a consacrat spontaneitatea ca principiu esential al actului creator,
influenta regasitd in maniera libera si intuitiva de a picta a artistei basarabene. De asemenea,
tichismul, ca expresie europeana a gestualismului, a influentat modalitatile de aplicare a
culorii si explorarea texturilor, atit picturale cat si cele ale suportului lucrarilor sale.

Un alt aspect important al investigatiei este analiza modului in care spontaneitatea
gestuald din creatia Tatianei Cojocaru se raporteazd la tendintele contemporane din arta
basarabeand. Un element esential al operei sale este reprezentat de Incarcatura alegorica si
simbolica a patrunderii in alte dimensiuni, dincolo de ceea ce este vizibil, care da forma
caracterului fundamental al picturii sale.

Se va urmari felul in care gestualitatea picturald devine un mijloc de expresie
personald si un mod de comunicare a trdirilor interioare, integrandu-se totodatd intr-un context
artistic mai larg, influentat de modernism si postmodernism. Izvoarele gandirii plastice
abstracte ale artistei se regasesc in tematica abordatd de pictorii moldoveni precum Mihai
Grecu, Andrei Sarbu, Ilie Cojocaru, Tudor Zbarnea, Gheorghe Oprea si altii. Acesti plasticieni
exploreaza directii cromatice specifice artei abstracte, inspirandu-se din elemente vizuale ale
interiorului traditional si peisajului natal. Artista abordeaza teme filosofice existentiale,
investigheaza interconexiunea dintre spatiile interioare si exterioare si exploreaza simbolistica
portilor, precum si expresia vizuald a starilor interioare, continuand astfel directiile tematice
initiate de predecesorii sai. Reflexia interioara si exterioara a peisajului natal a devenit sursa
principala a creatiei artistei. Aceasta exploreaza conexiunile dintre lumea exterioara, naturala,
si perceptiile interioare, intercalandu-le intr-un dialog constant ce reflecta profund legatura sa
cu locurile si amintirile originare. In lucririle sale peisajul nu este doar o reprezentare vizuala,
ci si un camp al introspectiei, unde natura devine un mediu simbolic ce exprima stari
interioare si traume personale, dar si dorinta de apartenentd si regasire. Artista reinvie peisajul
natal nu printr-o tehnica meticuloasa, ci si printr-o viziune care transcede simpla observatie,
devenind un loc al reflectiei, al descoperirii si al reconcilierii cu sine.

Prin aceasta investigatie se doreste evidentierea particularitatilor stilistice si
conceptuale care definesc spontaneitatea gestuald in creatia Tatianei Cojocaru, subliniind
impactul surselor moderniste asupra evolutiei sale artistice. Astfel, studiul va contribui la o
mai bund Intelegere a dinamicii artei contemporane basarabene si a modului in care un artist
contemporan se afld in dialog cu traditia modernista.

Cuvinte-cheie: picturd, tablou, artd, european, modern, contemporan, abstract, spatiu

This investigation aims to analyze the modernist sources that have contributed to the
development of gestural spontaneity in the work of painter Tatiana Cojocaru, emphasizing
stylistic influences, applied techniques, and conceptual directions specific to her art. The
artist’s abstract-expressive style stands out through a spontaneous approach to pictorial
gesture, the use of broad brushstrokes, dynamic patches of colour, and a vibrant chromatic
range designed to enhance the emotional dimension of her works.
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The research examines the impact of modernist currents on Tatiana Cojocaru’s artistic
vision, particularly abstractionism, abstract expressionism, tachism, and gesturalism. Abstract
expressionism, promoted by artists such as Jackson Pollock and Willem de Kooning,
established spontaneity as an essential principle of the creative act, an influence reflected in
the free and intuitive manner in which the Bessarabian artist paints. Additionally, tachism, as
an European expression of gesturalism, influenced the ways in which colour is applied and
textures are explored, both pictorially and in the materiality of her works’ support surfaces.

Another important aspect of this investigation is the analysis of how gestural
spontaneity in Tatiana Cojocaru’s work relates to contemporary trends in Besssarabian art. An
essential element of her artwork is represented by the allegorical and symbolic charge of
entering other dimensions, beyond what is visible, which shapes the fundamental character of
her painting.

The study explores how pictorial gesturality becomes a means of personal expression
and a way of communicating inner emotions, while also integrating into a broader artistic
context influenced by modernism and postmodernism. The sources of the artist’s abstract
visual thinking are found in the themes explored by Moldovan painters such as Mihai Grecu,
Andrei Sarbu, Ilie Cojocaru, Tudor Zbarnea, Gheorghe Oprea, and others. These artists
explore the chromatic directions specific to abstract art, drawing inspiration from visual
elements of traditional interiors and the native landscape. Cojocaru addresses existential
philosophical themes, investigates the interconnection between interior and exterior spaces,
and explores the symbolism of gates, as well as the visual expression of inner states, thus
continuing the thematic directions initiated by her predecessors. The inner and outer reflection
of the native landscape has become the main source of the artist's creation. She explores the
connections between the outer, natural world and inner perceptions, intertwining them in a
constant dialogue that deeply reflects her bond with the places and memories of her origin. In
her works, the landscape is not just a visual representation but also a field of introspection,
where nature becomes a symbolic environment expressing inner states, personal traumas, and
the desire for belonging and rediscovery. The artist brings the native landscape to life not
through meticulous technique but also through a vision that transcends simple observation,
turning it into a space for reflection, discovery, and reconciliation with the self.

Through this investigation, the study seeks to highlight the stylistic and conceptual
particularities that define gestural spontaneity in Tatiana Cojocaru’s work, emphasizing the
impact of modernist sources on her artistic evolution. As a result, this research will contribute
to a better understanding of the dynamics of contemporary Bessarabian art and how a
contemporary artist engages in dialogue with the modernist tradition.

Keywords: painting, canvas, art, European, modern, contemporary, abstract, space
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In pofida existentei unor norme care o guverneazi, socictatea este departe de a
reprezenta un proces uniform, echilibrat, total, transparent. In esentd, societatea este o retea de
relatii interumane, organizata in jurul unor interese, scopuri si aspiratii comune. Dintotdeauna,
cercetarile savantilor se axau pe definirea identitatii personale §i sociale, la exprimarea
grupurilor si la schimbarile sociale.

Omul este cel care da sens vietii sociale. Toata inteligibilitatea umand este generatd in
cadrul relatiilor. Din relatii oamenii 1si deriva conceptiile despre ceea ce este real, rational si
bun. Procesele relationale din societate, din care provin rationalitatea si moralitatea, sunt
puternic ancorate in cultura din care face parte individul uman.

Cultura are un rol transformator, operand deopotriva cu factori obiectivi si subiectivi ai
socializarii. Socializarea este un fenomen complex, de patrundere a indivizilor intru-un mod
organizat de viatd si intr-o traditie culturald stabilitd. Socializarea contribuie la introducerea
individului in lumea obiectivd a unei societdti. Perceperea lumii ca realitate sociald se
realizeaza prin internalizarea normelor, valorilor contextului personal de viatd, prin
comportamentele si abilitdtile sociale necesare pentru a interactiona eficient cu ceilalti in
societate.

Ganditorii antici au fost mereu preocupati de problema constructiei sociale. Interesul
lui Platon sunt ideile, unde adevarului este obtinut prin intuitie filosofica, iar realitatea este
consideratd eternd, neschimbatoare si constantd. Pe cand viziunea materialista a lui Aristotel
contureaza mediul politic, de gestionare a societatii, unde cunoasterea provine din observatie,
clasificare si experientd. Aristotel numea ,,phronesis” o bund judecatd sau o intelepciune
practica.

Constructia sociala se concentreaza pe procese sociale si este strans legatd de practica
si cercetarea actiunii. Lumea sociala este modelata de cultura, limbaj, de practici de construire
a realitatii, realitatea obiectiva fiind produsul unei constructii sociale. Omul este o fiintd, prin
ea insasi, valorizatoare a fenomenelor sociale, a valorilor si normelor sociale care guverneaza
comportamentul uman si interactiunile sociale.

Stiinta sociologicd descrie modul in care fenomenele sociale sunt organizate si ce
anume reprezintd acestea. Analiza formei si continutului ne ajuta sd intelegem mai bine
complexitatea fenomenelor sociale si sd le explicim mai bine. Forma si continutul sunt
concepte strans legate, dar distincte.

Forma poate fi inteleasa ca:

— Organizare internd a unui grup sau institutii:

Se are In vedere modul cum sunt distribuite puterile, regulile, rolurile si procedurile
(de exemplu, forma ierarhica a unei companii).

— Model de interactiune sociala:

De exemplu, comunicarea, cooperarea, coeziunea sau conflictul sunt procese esentiale
care enunta modul in care oamenii interactioneaza intre ei.

— Structurd sociala:

Relatiile si legaturile dintre indivizi, grupuri si institutii intr-0 societate, cum ar fi
clasele sociale sau retelele sociale (trei indicatori folositi frecvent, care surprind
multidimensionalitatea clasei sociale, sunt: nivelul de ocupatie, nivelul venitului si nivelul
educatiei).

Continutul poate fi inteles ca:

— Semnificatia profunda a unui fenomen social:

Ce valori, credinte sau norme sunt implicate intr-un fenomen social, ce reprezintd
acest fenomen pentru indivizi sau grupuri (de exemplu, un obicei, dupa continutul sau, poate
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fi despre dragoste, fidelitate, credinta, speranta sau comuniune).

— Valorile si normele sociale:

Ideile abstracte despre ceea ce o societate crede cd este bun, corect si placut (valori
umane perene, precum frumusetea, adevarul, intelepciunea, dreptatea, caritatea, fidelitatea,
bucuria, curajul, onoarea etc.) si asteptdrile care guverneaza comportamentul uman si
interactiunile sociale. Conservarea si transmiterea valorilor si normelor sociale se face in mod
sistematic prin educatie, de exemplu, valorile patriotice sunt alcatuite din norme morale
referitoare la felul in care cetdtenii responsabili ar trebui sd se comporte (dragoste si respect
de patrie, de neam, de limba natala, de simbolurile care ne identificd ca natiune).

— Puterea si influenta:

Modul in care un fenomen social afecteaza indivizii, grupurile si societatea in
ansamblu (de exemplu, pauperizarea societatii).

Relatia dintre forma si continut este una dinamicd, interconectatd. Forma poate
influenta continutul si invers. Reciprocitatea dintre forma si continuturi in societate este un
aspect fundamental al dinamicii sociale, care poate fi inteles si utilizat pentru a promova
schimbarea si dezvoltarea intr-0 societate.

In concluzie:

— Realitatea este construitd social. Modul in care vorbim despre noi si despre ceilalti
modeleazi relatiile si intelesurile. Intelegerea vine din ascultare activd si co-construirea
sensului, nu din impunerea unei perspective.

— Nu exista o realitate obiectiva absoluta, ceea ce consideram ,,adevar” este creat prin
interactiuni sociale.

— Identitatea nu este un atribut intern, ci rezultatul relatiilor si contextelor sociale.

— Intr-o lume pluralistd putem construi o moralitate practicd bazatd pe colaborare,
dialog si respect reciproc. Etica comportamentala in societate trebuie conceputd ca un proces
relational.

— Creatorii de continut trebuie sa posede responsabilitate sociala, deoarece dansii pot
modela perceptii, valori si comportamente. Avem nevoie de pedagogi formati in pedagogia
valorilor, de oameni care reflecta asupra reperelor lor axiologice.

— Educatia este un proces social prin care educabilii nu doar absorb informatii, ci
construiesc cunoastere prin dialog, colaborare si reflectie. Educatie exista in societdtile unde
invatarea tinerii generatii este bazata pe probleme reale, unde sunt ingrijite si cultivate valorile
demne de statutul cultural al omului in lume.

— Forma si continutul se influenteaza reciproc. Reciprocitatea formei si continuturilor
este esentiald pentru societate, se produce interactiunea dinamicd si interdependenta dintre
structurile sociale, culturale si economice (forma) si valorile, ideile si practicile (continutul)
care caracterizeaza societatea respectiva.

Cuvinte-cheie: societate, procese relationale, culturd, socializare, constructie sociald,
reciprocitate, forma si continut social, schimbare si dezvoltare social

Despite the existence of norms that govern it, society is far from representing a
uniform, balanced, total, and transparent process. In essence, society is a network of human
relationships, organized around common interests, goals, and aspirations. Since ancient times,
scholars have focused their research on defining personal and social identity, on the
expression of groups, and on processes of social change.

The human being is the one who gives meaning to social life. All human intelligibility
is generated within relationships. From relationships, individuals derive their conceptions of
what is real, rational, and good. Relational processes in society, from which rationality and
morality originate, are deeply anchored in the culture to which the human individual belongs.

Culture plays a transformative role, operating simultaneously with both objective and
subjective factors of socialization. Socialization is a complex phenomenon, through which
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individuals penetrate an organized way of life and an established cultural tradition.
Socialization contributes to introducing the individual into the objective world of a society.
The perception of the world as a social reality is achieved through the internalization of norms
and values from one’s personal life context, as well as through the social behaviors and skills
required to interact effectively with others in society.

Ancient thinkers were always preoccupied with the problem of social construction.
Plato’s interest lay in ideas, where truth is attained through philosophical intuition, and reality
is considered eternal, immutable, and constant. By contrast, Aristotle’s materialist vision
outlined the political environment of managing society, where knowledge derives from
observation, classification, and experience. Aristotle referred to “phronesis™ as the capacity
for sound judgment or practical wisdom.

Social construction focuses on social processes and is closely linked to practice and
action research. The social world is shaped by culture, language, and practices of constructing
reality, with objective reality being the product of a social construction. The human being is,
in itself, a valuer of social phenomena, of social values and norms that govern human
behavior and social interactions.

Sociological science describes how social phenomena are organized and what they
represent. The analysis of form and content helps us to better understand the complexity of
social phenomena and to explain them more adequately. Form and content are closely related
yet distinct concepts.

Form can be understood as:

- The internal organization of a group or institution:

This refers to the distribution of power, rules, roles, and procedures (for example, the

hierarchical form of a company).

- The pattern of social interaction:

Processes such as communication, cooperation, cohesion, or conflict are essential, as

they indicate how people interact with one another.

- Social structure:

The relationships and connections among individuals, groups, and institutions in a

society, such as social classes or social networks (three commonly used indicators that

capture the multidimensionality of the social class are the occupational level, income
level, and educational level).

Content can be understood as:

- The deeper meaning of a social phenomenon:

What values, beliefs, or norms are involved in a social phenomenon, and what it

represents for individuals or groups (for example, a custom, depending on its content,

may concern love, fidelity, faith, hope, or communion).

- Social values and norms:

Abstract ideas about what a society believes to be good, right, and desirable (perennial

human values such as beauty, truth, wisdom, justice, charity, fidelity, joy, courage,

honor, etc.) and the expectations that govern human behavior and social interactions.

The preservation and transmission of social values and norms are carried out

systematically through education. For instance, patriotic values consist of moral norms

relating to how responsible citizens should behave (love and respect for the homeland,
for the nation, for the native language, for the symbols that identify us as a nation).

- Power and influence:

The manner in which a social phenomenon affects individuals, groups, and society as

a whole (for example, the pauperization of society).

The relationship between form and content is dynamic and interconnected. Form can
influence content and vice versa. The reciprocity between form and content in society is a
fundamental aspect of social dynamics, which can be understood and applied to promote
change and development within society.
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Conclusion

- Reality is socially constructed. The way we speak about ourselves and others shapes
relationships and meanings. Understanding arises from active listening and the co-
construction of meaning, not from the imposition of a single perspective.

- There is no absolute objective reality; what we consider “truth” is created through
social interactions.

- ldentity is not an internal attribute but the result of relationships and social contexts.

- In a pluralist world, we can construct a practical morality based on collaboration,
dialogue, and mutual respect. Behavioral ethics in society must be conceived as a
relational process.

- Content creators should possess social responsibility, as they can shape perceptions,
values, and behaviors. We need educators trained in the pedagogy of values,
individuals who reflect on their axiological benchmarks.

- Education is a social process through which learners not only absorb information but
construct knowledge through dialogue, collaboration, and reflection. Education exists
in societies where the learning of younger generations is based on real issues, where
values worthy of the cultural status of humankind in the world are nurtured and
cultivated.

- Form and content mutually influence each other. The reciprocity of form and content
is essential for society, producing a dynamic interaction and interdependence between
social, cultural, and economic structures (form) and the values, ideas, and practices
(content) that characterize that society.

Keywords: society, relational processes, culture, socialization, social construction, reciprocity,

social form and content, social change and development
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Inteligenta artificiald schimbd modul in care trdim, lucrdm si interactiondm cu
tehnologia. Impactul IA va fi profund si de lungd durata; va aduce cu sine o serie de schimbari
pozitive care ne pot ajuta la imbunatatirea calitatii vietii, dar si cateva provocari de infruntat.
Inteligenta artificiald poate reprezenta o mare oportunitate pentru progresul uman, cu conditia
sa intelegem mai bine implicatiile si efectele acesteia asupra vietii noastre de zi cu zi, pentru
ca aceasta sd fie gestionatd cu atentie si intr-un mod corect si incluziv. Astfel, in era inovatiei
tehnologice, Inteligenta Artificiala revolutioneaza scoala digitald, cu metodologii de predare
inovatoare, adaptate studentilor, cu instrumente de predare autonome si sisteme de sprijin
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pentru profesori, aducand cu ea o transformare fara precedent.

Lucrarea de fatd prezinta provocarile si oportunitatile utilizarii acestei tehnologii in
sectorul educational si analizeaza modul in care IA revolutioneaza educatia, cercetarea si
managementul academic si devine treptat un instrument indispensabil pentru a gestiona
lectiile si a produce materiale didactice in salile de clasa din Intreaga lume. De la aplicatiile de
zi cu zi, precum Google Assistant, Siri, Alexa, ChatGPT, Amazon si Netfllix, care au devenit
0 prezentd obisnuitd in viata cotidiand, si pand la utilizarea in domeniul educational al
ChatGPT si DALL-E, se poate releva caracterul inovativ al acestor noi instrumente.
Integrarea inteligentei artificiale in educatie revolutioneazd STEM, evoluand cétre STE(A)M.
Aceastd abordare interdisciplinard promoveaza competentele transversale si abordeaza
provocari reale, imbunatatind invatarea.

Pentru a raspunde in mod adecvat provocdrilor globale si a tine pasul cu inovatiile
tehnologice, educatia este conditionatd sa evolueze continuu. Tehnologia precum inteligenta
artificiald, care are deja de ceva vreme un impact semnificativ asupra societatii, nu poate sa
nu faca parte din experientele educationale oferite/propuse de institutiile educationale, mai
precis in misiunea de a integra tehnologiile in activitatile didactice ca instrumente utile nu
numai pentru promovarea si dezvoltarea competentelor digitale si a competentelor
transversale, ci si pentru Tmbunatatirea abordarii pedagogice, a Invatarii disciplinare si
interdisciplinare. De aceea, pentru a reliefa noua paradigma educationald am optat pentru o
sintezd dihotomica a prezentdrii avantajelor inteligentei artificiale in educatie, dar si a
riscurilor si a limitelor utilizarii acesteia.

Printre argumentele care pledeazd pentru integrarea IA in sistemul educational am
putea identifica personalizarea invatarii, un acces sporit la educatie, imbunatatirea procesului
didactic, generarea accelerata de cunostinte si diferitele modalitdti de acces la informatii,
automatizarea sarcinilor repetitive si, nu in ultimul rand, invatarea continud si feedbackul
instant. Printre argumentele contra [A in procesul didactic se pot enumera dependenta de
tehnologie, scaderea interactiunii umane, probleme de confidentialitate si securitate, calitatea
incertd a continutului generat, redefinirea rolului profesorului sau uniformizarea gandirii si
inhibarea creativitatii.

In concluzie, Inteligenta Artificiali (IA) este o resursa puternica, capabila si rezolve
probleme complexe si sd Tmbundtateasca calitatea vietii si care transforma profund societatea
noastra, aducand beneficii semnificative, dar si crednd probleme etice, economice si sociale
importante. Astazi este 0 tehnologie-cheie a vietii moderne cu un potential foarte mare de a
propune o noua paradigma In educatie si de a imbunatati calitativ experienta educationala.
Impactul acestuia asupra predarii, mediului de invatare, evaludrii si cercetarii dar si asupra
tuturor sarcinilor administrative incepe deja sd fie perceput si va fi exponential in urmatorii
ani. Cu toate acestea, rapiditatea evolutiei A necesitd o reflectie critica asupra efectelor
acesteia asupra societdtii, atat pozitive, cat si negative.

Cuvinte-cheie: Inteligenta Artificiala (IA), educatie, societate, schimbare de paradigmd,
competente, inovatie

Artificial intelligence is changing the way we live, work and interact with technology.
The impact of Al will be profound and long-lasting; it will bring on a series of positive
changes that can help improve life quality but will also bring some challenges. Artificial
intelligence can represent a great opportunity for human progress, provided that we
understand better its implications and effects on our daily lives, so that it is managed carefully
and in a fair and inclusive way. Thus, in the era of technological innovation, artificial
intelligence is revolutionizing the digital school with innovative teaching methodologies,
adapted to students, with autonomous teaching tools and teacher support systems, bringing
with it an unprecedented transformation.

This paper presents the challenges and opportunities of using this technology in the
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educational sector and analyses how Al is revolutionizing education, research, and academic
management and is gradually becoming an indispensable tool to manage lessons and produce
teaching materials in classrooms around the world. From everyday applications such as
Google Assistant, Siri, Alexa, ChatGPT, Amazon and Netflix, which have become a common
presence in everyday life, to the use in the educational field of ChatGPT and DALL-E, the
innovative character of these tools is obvious. The integration of artificial intelligence into
education is revolutionizing STEM, evolving towards STE(A)M. This interdisciplinary
approach promotes transversal competencies and addresses real challenges, improving
learning.

In order to adequately respond to global challenges and keep pace with technological
innovations, education is forced to evolve continuously. Technology such as artificial
intelligence, which has already had a significant impact on society for some time, cannot fail
to be part of the educational experiences offered by educational institutions, more precisely
proposed in the mission of integrating technologies into teaching activities as tools useful not
only for promoting and developing digital competences and transversal competences, but also
for improving the pedagogical approach, disciplinary and interdisciplinary learning.
Therefore, to highlight the new educational paradigm we opted for a dichotomous synthesis
of the presentation of the advantages of artificial intelligence in education, but also of the
risks and limits of its use.

Among the arguments that support the integration of Al in the educational system one
could identify personalized learning, increased access to education, improved teaching
process, the accelerated generation of knowledge and the various ways of accessing
information, the automation of repetitive tasks and, last but not least, continuous learning and
instant feedback. Among the arguments against Al in the teaching process can be listed
dependence on technology, decreased human interaction, privacy and security problems,
uncertain quality of the generated content, redefined roles of the teacher or the uniformity of
thinking and the inhibition of creativity.

In conclusion, Artificial Intelligence (Al) is a powerful resource, capable of
solving complex problems and to improve the quality of life, which profoundly transforms
our society, bringing significant benefits, but also creating important ethical, economic
and social problems. Today Ai is a key technology in modern life with a very high
potential to propose - or impose? - a new paradigm in education and to qualitatively
improve the educational experience. Its impact on teaching, the learning environment,
evaluation and research but also on all administrative tasks is already beginning to be
perceived and will be exponential in the coming years. However, the fast Al evolution
requires critical reflection on its effects on society, both positive and negative.

Keywords: Artificial Intelligence (Al), education, society, paradigms shift, skills, innovation
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La 29 iunie curent, vom marca 120 de ani de la nasterea preotului si istoricului Paul
Mihail (1905-1994). A fost un important cercetator si editor de documente inedite din epoca
medievala si cea moderna. Autor a numeroase publicatii, a adus contributii inedite la studiul
istoriei culturii romanesti si a Bisericii Ortodoxe. Paul Mihail a ramas in memoria posteritatii
si datoritd efortului de salvare a valorilor bibliofile. In prezenta comunicare ne propunem si
evocam contributiile sale la cunoasterea patrimoniului de carte veche din Basarabia. in mod
deosebit, ne vom referi la prezenta mai multor exemplare ale Cazaniei lui Varlaam in spatiul
pruto-nistrean, atestate de savant.

Ramas orfan de tatd la numai 3 ani, Paul Mihail a urmat scoala primara la orfelinatul
Manastirii Harjauca. Desi a Indurat multe suferinte (conditiile mizere, hrana necalitativa,
bataile profesorilor), traiul la manastire 1-a apropiat de atmosfera cartilor bisericesti si a
obiectelor de cult. De altfel, in familia bunicilor sai din satul Ciuciulea se pastrau manuscrise
si tiparituri vechi romanesti, transmise drept mostenire din generatie in generatie in calitate de
carti de cult si pentru Invatatura.

Intre anii 1916-1926, studiazi la Seminarul Teologic din Chisinau. Dupa absolvire,
administratia a organizat pentru elevi o excursie la manastirile Harjauca, Harbovat, Frumoasa,
Tiganesti, Curchi. In timpul excursiei P. Mihail a facut notite despre istoria sfintelor locasuri
si despre cartile vechi pe care le detineau.

Acea prima experienta de cercetare a cartilor bisericesti a devenit o pasiune pe care a
cultivat-o intreaga viata. Finalizand studiile universitare, Paul Mihail a activat ca secretar al
Comisiunii Monumentelor Istorice, Regionala Basarabia (intre 1929-1938). In aceasta calitate
a vizitat multe biserici s1 manastiri din judetele Orhei, Lapusna, Balti, Soroca, Tighina. Pentru
fiecare asezamant ecleziastic a alcatuit cate o lista a cartilor vechi (din secolele XVIII-X1X),
transcriind si insemnirile marginale, cu valoare documentari. In aceeasi perioadi a fost
»subdirector” al Muzeului bisericesc din Chisindu. Muzeul gazduia o bogata colectie de carte,
intre care se numarau tiparituri din ,,veacul de aur al culturii romanesti”: Cazania
Mitropolitului Varlaam, Viata si petrecerea sfintilor de Mitropolitul Dosoftei, Biblia lui
Serban Cantacuzino (1688), Margaritarul Sfantului loan Gurd de Aur s.a. Cu regret,
patrimoniul muzeului s-a pierdut, in mare parte, dupa ocuparea Basarabiei de cétre Uniunea
Sovietica.

Odata cu revenirea administratiei romanesti, la Chisindu a fost reinfiintat Muzeul de
Arta Religioasa, director al sdau fiind numit preotul Paul Mihail, care a depus un efort
substantial pentru a reface colectiile muzeale. Spirit prevazator, a donat Bibliotecii Academiei
Romane din Bucuresti o parte dintre cartile, manuscrisele si documentele gasite. Mai multe
scrieri si documente din biblioteca parinteasca si cea personald, Paul Mihail le-a luat cu sine
in 1944, refugiindu-se cu familia in Romania. Pe parcursul vietii, in masura in care I S-a
permis, a adus in circuitul stiintific aceste valori bibliofile. Intre ele se numara un manuscris al
Letopisetului Tarii Moldovei de lon Neculce si altul cuprinzand Predicile Mitropolitului
Antim Ivireanul (editat postum de cercetdtoarea Zamfira Mihail, singura sa fiicd). Ambele
manuscrise s-au aflat in uz in Basarabia.

Lui Paul Mihail 1i datoram cateva marturii unice despre circulatia Cazaniei lui
Varlaam in arealul pruto-nistrean. Fiind student, a publicat un articol despre o copie
manuscrisa a Cazaniei, pastrata la Facultatea de Teologie din Chisinau. Era o copie de origine
ardeleana, realizatd in 1723. Cate un exemplar tiparit a identificat in biblioteca bisericii din
satul sau de bastina, Cornova, judetul Orhei, precum si la Muzeul bisericesc din Chisindu. Un
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alt exemplar, ,,care avea insemnari marginale foarte pretioase despre circulatia ei”, 1-a donat
Bibliotecii Academiei Roméane. Mentionam ca, in prezent, pe teritoriul tarii noastre, se mai
pastreaza un singur exemplar al Cazanieli, la Biblioteca stiintifica A. Lupan.

In concluzie, marele merit al lui Paul Mihail este cel de a fi consemnat prezenta mai
multor carti vechi romanesti in Basarabia, pand la al Doilea Razboi Mondial. Ulterior, in
perioada sovieticd, multe dintre ele s-au pierdut, in valtoarea razboiului, precum si din cauza
ostilitatii regimului sovietic fata de valorile crestine si nationale. Datorita lui Paul Mihail, o
parte din patrimoniul nostru bibliofil se pastreaza, in prezent, la institutii de profil (biblioteci,
arhive) din Romania, asteptandu-si cercetatorii.

Cuvinte-cheie: Paul Mihail, carte romdneasca, biserici, manastiri, Basarabia

On June 29, we shall celebrate 120 years since the birth of priest and historian Paul
Mihail (1905-1994). He was an important researcher and editor of unpublished documents
from the medieval and modern eras. Author of numerous publications, he made unique
contributions to the study of the history of Romanian culture and the Orthodox Church. Paul
Mihail remained in the memory of posterity also due to his effort to save bibliophile values. In
this presentation, we intend to evoke his contributions to the knowledge of the old book
heritage from Bessarabia. In particular, we will refer to the presence of several copies of
Varlaam's Cazania in the Prut-Dniester area.

Orphaned by his father at the age of 3, Paul Mihail attended primary school at the
Harjauca Monastery orphanage. Although he endured many hardships (the miserable
conditions, the poor quality food, and the beatings of the teachers), living at the monastery
brought him closer to the atmosphere of church books and religious objects. In fact, in his
grandparents' family in the village of Ciuciulea, old Romanian manuscripts and printed books
were kept and passed down as an inheritance from generation to generation, as religious and
educational books.

Between 1916 and 1926, he studied at the Theological Seminary in Chisinau. After
graduation, the administration organized a trip for the students to the monasteries of Harjauca,
Harbovat, Frumoasa, Tiganesti, and Curchi. During the trip, P. Mihail made notes about the
history of the holy places and about the old books they owned.

That first experience of researching church books became a passion that he cultivated
throughout his life. After completing his university studies, Paul Mihail worked as secretary
of the Historical Monuments Commission, Bessarabia Region (between 1929-1938). In this
capacity, he visited many churches and monasteries in the counties of Orhei, Lapusna, Balti,
Soroca, and Tighina. For each ecclesiastical settlement, he compiled a list of old books (from
the 18th-19th centuries), also transcribing the marginal notes, which had documentary value.
During the same period, he was the ,,subdirector” of the Church Museum in Chisindu. The
museum housed a rich book collection, including prints from the ,,golden age of Romanian
culture”: Cazania by Metropolitan Varlaam, Life and Deeds of the Saints by Metropolitan
Dosoftei, the Bible of Serban Cantacuzino (1688), The Pearl by Saint John Chrysostom, etc.
Unfortunately, the museum'’s heritage was largely lost after the occupation of Bessarabia by
the Soviet Union.

With the return of the Romanian administration, the Museum of Religious Art was re-
established in Chisindu, with priest Paul Mihail as its director. He made a substantial effort to
restore the museum collections. With a foresight, he donated some of the books, manuscripts
and documents found to the Library of the Romanian Academy in Bucharest. Paul Mihail
took several writings and documents from his parents' and personal libraries with him in
1944, taking refuge with his family in Romania. Throughout his life, to the extent that he was
allowed, he brought these bibliophile values into the scientific circuit. Among them are a
manuscript of the Chronicle of Moldova by lon Neculce and another containing the Sermons
of Metropolitan Antim Ivireanul (edited posthumously by researcher Zamfira Mihail, his only
daughter). Both manuscripts were in use in Bessarabia.
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We owe Paul Mihail some unique testimonies about the circulation of Varlaam's
Cazania in the Prut-Dniester area. As a student, he published an article about a manuscript
copy of Cazania, kept at the Faculty of Theology in Chisinau. It was a copy of Transylvanian
origin, made in 1723. He identified a printed copy in the church library of his native village,
Cornova, Orhei County, as well as in the Church Museum in Chisinau. Another copy, ,,which
had very precious marginal notes about its circulation”, he donated to the Library of the
Romanian Academy. We mention that, currently, on the territory of our country, only one
copy of Cazania is still kept, at the ,,A. Lupan” Scientific Library.

In conclusion, the great merit of Paul Mihail is to have recorded the presence of
several old Romanian books in Bessarabia, until the Second World War. Later, during the
Soviet period, many of them were lost, in the midst of the war, as well as because of the
hostility of the Soviet regime towards Christian and national values. Thanks to Paul Mihail,
part of our bibliophile heritage is currently preserved in specialized institutions (libraries,
archives) in Romania, awaiting their researchers.

Keywords: Paul Mihail, Romanian book, churches, monasteries, Bessarabia
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Se stie cd imbogdtirea vocabularului unei limbi are loc prin diverse cdi. Procedeul
stabilit de noi in aceastd prezentare se bazeaza pe folosirea cuvintelor din interiorul propriului
repertoriu lexical. Astfel, un termen existent deja intr-un oarcare limbaj specializat poate fi
~imprumutat” pentru a fi folosit la denumirea unui alt concept sau fenomen ditr-un alt
domeniu al activitatii umane, amplificind astfel diapazonul semnificativ al acestuia.
Fenomenul 1n cauza este pe larg folosit mai ales la compunerea cuvintelor, precum si la
reutilizarea acestora in alcituirea diferitor expresii cu sens figurat. In prezentul articol ne-am
limitat, Tn mod special, la examinarea unor astfel de structuri complexe in componenta carora
identificdim un termen din limbajul muzical. In acest scop, am confruntat si frecventa acestora
in limba italiana si romana.

In linii mari, observam ci in procesul transformarilor lexico-semantice se intersecteaza
doud fenomene glotonimice diverse si anume, compunerea cuvintelor si metafora Or, in
pofida faptului ca acestea fac parte din compartimente lingvistice diferite (lexicologie si
stilisticd), vom constata interactiunea productivd a acestora, tratdndu-le din perspectiva
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functiei onomasiologice a limbii.

De exemplu, cuvantul musica®, pe langa sensul de baza, cunoscut in terminologia
muzicald, se extinde Intr-o variatd paletd de semnificatii in diferite expresii si contexte cu
referintd la stari, situatii, fapte care se prelungesc mai mult decét se cere, crednd plictiseala si
monotonie. ,, La solita/la stessamusica” este o expresie foarte frecvent intalnita, mai cu seama
cu referintd la personaje si situatii politice (,,Cambiano i suonatori ma la musica é sempre
quella”™).

Termenul generic Lnota”® in calitate de element component 1intr-o imbinare de
cuvinte de tipul ,, nota stonata” (nota dezacordata, gresitd) in contextul limbajului comun
duce la transformarea si amplificarea valorii nominative a cuvantului propriu-zis, generand
un sens mai complet, cu sensul de ,,comportament, gest sau discurs inoportun”. Astfel,
denotatia cuvantului depdseste limita denominativd, conferind situatiei date o valenta
metaforica, conotativa.

Lexicul examinat in acest articol se axeazd pe cele mai frecvente unitdti lexicale,
cuvinte si expresii cu terminologie muzicald, intalnite mai ales in vorbirea curentd, care pot
genera atat semnificatii diferite cat si o exprimare mai ,,coloratd” si succintd Tn comunicarea
cotidiana.

Rezultatele cercetarii ar putea fi aplicate atat din perspectiva lexicologica cat si din cea
didactica. La final, intentiondm sa alcatuim un mic vocabular al termenilor acumulati, care ar
putea prezenta interes atat in plan teoretic cat si In plan pragmatic.

Cuvinte-cheie: lexicologie, stilisticd, limbaj muzical, metaford, cuvinte compuse, expresii
figurative

It is known that the enrichment of the vocabulary of a language occurs in various
ways. The procedure established by us in this presentation is based on the use of words from
within the personal lexical repertoire. Thus, a term already existing in any specialized
language can be “borrowed” to be used to name another concept or phenomenon from another
domain of human activity, thus amplifying its significant range. The phenomenon in question
is widely used especially in the composition of words, as well as in their reuse in creating
various expressions with figurative meaning. In the present article, we have limited ourselves
specifically to the examination of such complex structures in the composition of which we
identify a term from the musical language. To this end, we have also compared their
frequency in Italian and Romanian.

Broadly speaking, we observe that in the process of lexical-semantic transformations,
two different glottis phenomena intersect, namely, word composition and metaphor. However,
despite the fact that they are part of different linguistic compartments (lexicology and
stylistics), we will note their productive interaction, treating them from the perspective of the
onomasiological function of the language.

For example, the word music, in addition to its basic meaning, known in musical
terminology, extends into a wide range of meanings in different expressions and contexts with
reference to states, situations, facts that are prolonged longer than required, creating boredom
and monotony. La solita/la stessa musical — a very frequently encountered expression,
especially with reference to political characters and situations. "The players change but the
music is always the same."

The generic term "note"”, as a component element in a combination of words of the
type "nota stonata” (a note out of tune, wrong in the context of common language), leads to
the transformation and amplification of the nominative value of the word itself, generating a
more complete meaning, with the meaning of "behavior, gesture or inopportune speech™.

8 https://www.treccani.it/vocabolario/musica/

8 https://www.qualcosadisinistra.it/2013/02/07/enzo-biagi-mutano-i-suonatori-ma-la-musica-resta-sempre-la-
stessa/
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Thus, the denotation of the word exceeds the denominative limit, conferring the given
situation a metaphorical, connotative valence.

The lexicon examined in this article focuses on the most frequent lexical units, words
and expressions with musical terminology, encountered especially in everyday speech, which
can generate both different meanings and a more "colorful" and succinct expression in
everyday communication.

The results of the research could be applied both from a lexicological and didactic
perspective. Finally, we intend to create a small vocabulary of the accumulated terms that
could be of interest both theoretically and pragmatically.

Keywords: lexicology, stylistics, musical language, metaphor, compound words, figurative
expressions
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Notiunea de ,,infrastructurd culturala” in lucrarile stiintifice este definita diferit, in
dependentd de scopul cercetarii. Barometrul de Consum Cultural editat de catre Centrul de
Cercetare si Consultantd Tn domeniul Culturii defineste: ,,Prin infrastructura culturald se
intelege ansamblul de institutii care ofera servicii si produse cu caracter cultural, cum ar fi
muzeele, teatrele, cinematografele, dar si chioscurile de ziare sau discotecile”.

In 2011, Statistics Canada publica Cadrul conceptual al statisticii culturale in Canada.
In acest studiu notiunea de ,,culturd” este definitd ca ,,Activitatea artistica si creativa, bunurile
si serviciile produse de acestea si conservarea patrimoniului”. In contextul canadian sunt
excluse din definitia culturii astfel de activitati cum ar fi cercetarea domeniului, turismului,
tehnologiilor informationale si sportul. Infrastructura culturald sunt considerate bunurile si
serviciile care contribuie la producerea si consumul cultural. Ea consta din ,,infrastructura de
mediere” (include instrumente si infrastructura virtuala utilizate de consumatori pentru a
interactiona cu continutul cultural), si ,infrastructura fizica” (cladiri, spatii, etc.). Rolul
infrastructurii mediatice este in crestere permanentda. Cu toate acestea, ea trebuie cercetata
aparte de celelalte sectoare ale culturii, deoarece cererea pentru aceste produse nu inseamna
neapdrat cd este si cerere pentru culturd. Cel mai frecvent cresterea vanzarilor la astfel de
produse este o reflectie a schimbarii tehnologiilor de producere, reducerea preturilor la utilaje
si nu reflectd neapirat o schimbare a nivelului de consum cultural. In plus, ele nu fac parte din
lantul de creatie.

In Republica Moldova se inregistreazi o crestere permanenti a accesului la internet
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pentru populatie. Accesul a crescut cu circa 7,0%, de la 60,8% in 2019 pana la 67,5% 1n 2022.
Cea mai mare crestere se Inregistreaza in localitdtile rurale — peste 9,0%.

Un alt instrument puternic al infrastructurii mediatice este televiziunea, care joaca un rol
semnificativ ca sursa de acces la evenimente culturale si oferda beneficii in promovarea
culturii. Televiziunea sustine artele si diversitatea culturald, este un instrument puternic
educational si de stimulare a gandirii critice. In acelasi timp, televiziunea poate favoriza, in
mare parte, divertismentul In detrimentul programelor educationale, poate manipula si
promova anumite stereotipuri culturale. Astfel, cu toate ca televiziunea este un instrument
puternic pentru asigurarea accesului la culturd, este important ca telespectatorii sa aiba o
atitudine critica fata de contentul propus.

La fel ca si infrastructura mediatica, cea fizica nu este un produs cultural, ci un suport
pentru a crea si consuma productii culturale. Infrastructura fizicd se refera la ansamblul de
facilitati, cladiri, instalatii si resurse care sustin si faciliteaza activitatile culturale si artistice
intr-o anumitd comunitate sau tara. Aceste facilitdti sunt esentiale pentru dezvoltarea si
promovarea culturii, artelor si patrimoniului, precum si pentru imbogatirea vietii culturale a
unei societati. Infrastructura fizica include o gama largd de spatii, cum ar fi organizatiile
culturale, institutiile de educatie si formare artistica, salile de prezentatii si expozitii, spatiile
cinematografice, locatiile Tn aer liber, patrimoniul istoric si cultural, echipamentele si
instalatiile necesare pentru desfasurarea activitatilor culturale, inclusiv si resursele materiale
necesare pentru administrarea eficienta a lor.

Cu toate acestea, masurarea infrastructurii fizice este un lucru complicat, deoarece
imobilele pot avea si o utilizare multipla, pot fi obiecte de patrimoniu si, in acelasi timp
gazdui activitati artistice. Ele reprezintd o provocare pentru cercetare, pentru ca depind de
clasificarea facilitatilor non-culturale utilizate.

Prin notiunea ,,infrastructura fizicd” ne vom referi doar la ansamblul de facilitati si
instalatii fizice, care sustin producerea si consumul cultural, furnizeaza spatii si resurse pentru
diferite forme de exprimare culturald, care sunt incluse in sistemul statistic al Republicii
Moldova: teatre si sali de spectacole, muzee si galerii de arta, biblioteci, case de cultura.
Infrastructura fizica culturald este esentiald pentru promovarea si conservarea culturii si artei
in societate. Ea oferd un cadru pentru educatie, creatie, apreciere si interactiunea intre artisti si
public. O infrastructura culturald adecvatd poate contribui la dezvoltarea artisticd, la formarea
identitdtii culturale si la cresterea calitatii vietii.

In prezent pot fi determinate urmitoarele provocari pentru dezvoltarea infrastructurii
culturale:

e Cresterea concurentei infrastructurii mediatice fatd de infrastructura culturala fizica
in prestarea serviciilor.
e Reducerea infrastructurii fizice culturale in mediul rural determinata de scaderea
continud a numarului de biblioteci si case de cultura.
e Uzura ridicatd a infrastructurii culturale si nivelul scdzut al investitiilor in
modernizare.
Gradul Tnalt de migratie al populatiei spre zonele urbane si peste hotare.
Randamentul mic de utilizare a infrastructurii culturale.
Lipsa promovarii bunelor practici in utilizarea inovatoare a infrastructurii culturale.
Nivelul scdzut al cunostintelor si abilitatilor de administrare a infrastructurii
culturale.
Cuvinte-cheie: infrastructura culturala fizica, infrastructura culturald virtuald, provocari in
dezvoltarea infrastructurii fizice

The notion of “cultural infrastructure” in scientific works is defined differently,
depending on the purpose of the research. The Cultural Consumption Barometer published by
the Cultural Research and Consultancy Centre defines: “Cultural infrastructure is understood
as the set of institutions that offer services and products of a cultural nature, such as museums,
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theatres, cinemas, but also newsstands or discos”.

In 2011, Statistics Canada published the Conceptual Framework of Cultural Statistics
in Canada. In this study, the notion of “culture” is defined as: “Artistic and creative activity,
the goods and services produced by them and the preservation of heritage”. In the Canadian
context, activities such as environmental research, tourism, information technologies and
sports are excluded from the definition of culture. Cultural infrastructure is considered to be
the goods and services that contribute to the production and consumption of culture. It
consists of the “media infrastructure” (includes virtual tools and infrastructure used by
consumers to interact with the cultural content), and the “physical infrastructure” (buildings,
spaces, etc.). The role of media infrastructure is constantly growing. However, it must be
studied separately from other sectors of culture because the demand for these products does
not necessarily mean that there is also demand for culture. Most often, the increase in sales of
such products reflects the change in production technologies, the reduction in equipment
prices and does not necessarily reflect a change in the level of cultural consumption. In
addition, they are not part of the creative chain.

In the Republic of Moldova, there is a permanent increase in Internet access for the
population. Access increased by about 7.0%, from 60.8% in 2019 to 67.5% in 2022. The
greatest increase is recorded in rural areas - over 9.0%.

Another powerful tool of the media infrastructure is television, which plays a
significant role as a source of access to cultural events and offers benefits in promoting
culture. Television supports the arts and cultural diversity, is a powerful educational tool and
stimulates critical thinking. At the same time, television can largely favor entertainment to the
detriment of educational programs, and can manipulate and promote certain cultural
stereotypes. Thus, although television is a powerful tool for ensuring access to culture, it is
important that the viewers have a critical attitude towards the proposed content.

Like the media infrastructure, the physical infrastructure is not a cultural product, but a
support for creating and consuming cultural productions. Physical infrastructure refers to the
set of facilities, buildings, installations and resources that support and facilitate cultural and
artistic activities in a given community or country. These facilities are essential for the
development and promotion of culture, arts and heritage, as well as for the enrichment of the
cultural life of a society. Physical infrastructure includes a wide range of spaces, such as
cultural organizations, institutions of artistic education and training, presentation and
exhibition halls, cinema spaces, outdoor locations, historical and cultural heritage, equipment
and facilities necessary for the conduct of cultural activities, including the material resources
necessary for their efficient management.

However, measuring physical infrastructure is complicated, because buildings can also
have multiple uses, can be heritage objects and, at the same time, host artistic activities. They
represent a challenge for research, because they depend on the classification of non-cultural
facilities used.

By the notion of “physical infrastructure” we will refer only to the set of physical
facilities and installations that support cultural production and consumption, provide spaces
and resources for various forms of cultural expression, which are included in the statistical
system of the Republic of Moldova: theaters and performance halls, museums and art
galleries, libraries, houses of culture. Physical cultural infrastructure is essential for the
promotion and preservation of culture and art in society. It provides a framework for
education, creation, appreciation and interaction between artists and the public. An adequate
cultural infrastructure can contribute to artistic development, the formation of cultural identity
and the increase in the quality of life.

Currently, the following challenges can be identified for the development of cultural
infrastructure:

* Increasing competition of media infrastructure against physical cultural infrastructure
in the provision of services;
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* Reduction of physical cultural infrastructure in rural areas determined by the
continuous decrease in the number of libraries and cultural centers;

» High wear and tear of cultural infrastructure and low level of investment in
modernization;

* High degree of population migration to urban areas and abroad;

» Low efficiency of use of cultural infrastructure;

* Lack of promotion of good practices in innovative use of cultural infrastructure;

* Low level of knowledge and skills in managing cultural infrastructure.

Keywords: physical cultural infrastructure, virtual cultural infrastructure, challenges in the
development of physical infrastructure
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Rapul este una dintre cele mai influente forme de expresie muzicala ale secolului XXI,
generand dezbateri intense cu privire la natura sa artisticd si impactul social. In articol sunt
abordate mai multe probleme, precum: ,,Este rapul o forma autenticd de artd sau ramane
marginalizatda ca o subculturd asociatd cu violenta si nonconformismul?”, ,,Care sunt
prejudecatile unor medii conservatoare si ce caracteristici ale rapului alimenteaza criticile si
perceperea lui, mai degraba, ca pe un fenomen antisocial decat ca pe o forma de arta
autentica?”, ,,Ce particularitati, In general, si stilistice, in special, ale rapului confirma
dimensiunea lui artistica, daca ea este atestata ca atare?”. Pentru a raspunde la intrebarile
puse, sunt analizate, din perspectiva tematica, stilistica, a tipului de discurs, mai multe texte
ale raperilor din Republica Moldova.

Apdrut la sfarsitul anilor 1970 in cartierele defavorizate din New York, fiind o
expresie a realitatilor sociale, a frustrarilor si a identitatii afro-americane, incepand ca parte a
miscarii hip-hop, rapul a devenit rapid o platformd pentru protest social, abordand teme
precum rasismul, sdracia, violenta si nedreptatea. in Republica Moldova, aparut, in special, in
al doilea deceniu al sec. XXI (unele manifestari ale lui pot fi atestate in perioada imediat de
dupa declararea independentet), rapul trateaza o serie de probleme cu care se confrunta tinerii:
lipsa de bani, somajul, emigrarea ca ,,salvare”, mersul pe contrasens, curajul de a infrunta
intemperiile vietii, nocivitatea contextului politic, sentimentul de neliniste vizavi de timpul
zbuciumat etc. Diversificarea rapului de la stilurile hardcore gangsta rap, la forme mai
comerciale, pop-rap sau rap alternativ a generat dezbateri privind autenticitatea si valoarea
artistica a rapului modern, unii considerand ca acesta s-a comercializat excesiv, pierzandu-si
mesajul initial. Frecvent criticat pentru promovarea unor valori percepute ca negative, precum
violenta, misoginia, consumul de droguri, supus prejudecdtilor, rapul continud sa fie
marginalizat in unele medii conservatoare, care il percep mai degraba ca pe un fenomen
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antisocial decat ca pe o forma de arta autentica. Drept argument serveste si lipsa unor studii
critice muzicale, literare care ar elucida problema ce se contine in tema acestei comunicari.
Construite pe un flux verbal rapid, necesitand tehnici avansate de dictie si sincronizare cu
instrumentalul, versurile rapului, in mare parte, se disting printr-o serie de trasaturi stilistice
unice, care contribuie la dinamica si expresivitatea sa, precum: rimele complexe, adesea
interne sau multisilabice, care asigura ritmicitatea textului, repetitiile si refrenele memorabile
ca elemente esentiale cu impact asupra publicului, dispozitivele poetice si lingvistice
(metafore, comparatii) omniprezente, conferindu-i textului o valoare artistica aparte, jocurile
de cuvinte si dubla semnificatie a versurilor prin care se transmit mesaje codificate, aliteratiile
si asonantele ca tehnici fonetice ce creeaza efecte ritmice puternice. Evocand o realitate dura,
autenticitatea experientelor trdite de artisti si de comunitatile lor, urmérind transmiterea unui
mesaj brut si nefiltrat, versurile rapului se remarca si printr-un limbaj de strada, presarat cu
expresii populare, cuvinte obscene, expresii sexuale, folosite fie pentru a soca, fie pentru a
exprima aspecte ale realitdtii urbane in mod exagerat. Desi pentru unii acest limbaj este doar o
forma de artd autenticd, pentru altii el ridici probleme morale si educationale. in cele din
urma, felul in care este perceput acest tip de limbaj depinde de context, de intentia artistului si
de modul in care ascultatorii aleg sa interpreteze mesajul transmis. Dincolo de acest fapt,
rapul este, fara indoiala, o forma autentica de arta, caracterizata printr-o complexitate stilistica
si o capacitate extraordinard de a reflecta realitatile sociale. Desi unele subgenuri au fost
asociate cu mesaje negative, nu putem ignora dimensiunea sa artisticd si impactul asupra
culturii globale. Astfel, rapul trebuie privit nu doar ca un gen muzical, ci ca 0 expresie a unor
comunitdti, o unealtd a libertatii de exprimare si o formd de poezie moderna, adaptatd
realitdtilor contemporane.

Cuvinte-cheie: hip-hop, rap, subcultura asociatd, formd de artd, particularitdti stilistice,
forme de discurs

Rap is one of the most influential forms of musical expression of the 21st century,
generating intense debates regarding its artistic nature and social impact. This article
addresses several issues, such as: ,Is rap an authentic form of art, or does it remain
marginalized as a subculture associated with violence and nonconformity?”, ,,What are the
prejudices of some conservative circles, and what characteristics of rap fuel criticisms and its
perception more as an antisocial phenomenon than as an authentic art form?”, ,,What general
and stylistic features of rap confirm its artistic dimension, if it is acknowledged as such?”. To
answer these questions, several texts by rappers from the Republic of Moldova are analyzed
from thematic, stylistic, and discourse perspectives.

Emerging in the late 1970s in the disadvantaged neighborhoods of New York as an
expression of social realities, frustrations, and African-American identity, rap began as part of
the hip-hop movement and quickly became a platform for social protest, addressing themes
such as racism, poverty, violence, and injustice. In the Republic of Moldova, particularly
manifesting in the second decade of the 21st century (with some instances immediately
following the declaration of independence), rap addresses a series of issues faced by young
people: lack of money, unemployment, emigration as a ,,salvation”, the countercultural paths
of youth, the courage to face life's hardships, the harmfulness of the Moldovan political
context, the feeling of time, etc. The diversification of rap from hardcore gangstar rap styles
to more commercial forms like pop-rap or alternative rap has generated debates regarding the
authenticity and artistic value of modern rap, with some considering that it has become overly
commercialized, losing its original message. Often criticized for promoting values perceived
as negative, such as violence, misogyny, and drug use, and subjected to prejudices, rap
continues to be marginalized in some conservative circles that perceive it more as an
antisocial phenomenon than as an authentic art form. This is also evidenced by the lack of
critical musical and literary studies that would elucidate the issue contained in the theme of
this communication. Built on a rapid verbal flow, requiring advanced diction techniques and
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synchronization with the instrumental, rap lyrics largely stand out through a series of unique
stylistic features that contribute to its dynamism and expressiveness, such as: complex
rhymes, often internal or multisyllabic, ensuring the text's rhythm; repetitions and memorable
refrains as essential elements impacting the audience; omnipresent poetic and linguistic
devices (metaphors, comparisons) giving the text a distinct artistic value; wordplays and
double meanings through which encoded messages are conveyed; alliterations and assonances
as phonetic techniques creating strong rhythmic effects.Evoking a harsh reality, the
authenticity of the experiences lived by artists and their communities, aiming to convey a raw
and unfiltered message, rap lyrics are also notable for street language, sprinkled with popular
expressions, obscene words, and sexual expressions, used either to shock or to exaggeratedly
express aspects of urban reality. Although for some this language is merely a form of
authentic art, for others it raises moral and educational issues. Ultimately, the way this type of
language is perceived depends on the context, the artist's intention, and how listeners choose
to interpret the conveyed message. Beyond this, rap is undoubtedly an authentic form of art,
characterized by stylistic complexity and an extraordinary capacity to reflect social realities.
Although some subgenres have been associated with negative messages, we cannot ignore its
artistic dimension and impact on global culture. Thus, rap should be viewed not just as a
musical genre, but as an expression of communities, a tool of freedom of expression, and a
form of modern poetry adapted to contemporary realities.

Keywords: hip-hop, rap, associated subculture, art form, stylistic particularities, discourse
forms
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Cultura si democratia sunt concepte profund interconectate. In general, tarile
democratice demonstreaza un nivel de dezvoltare culturald superior, masurat prin criterii
precum dotarea cu biblioteci, frecventarea teatrelor si nivelul de scolarizare. Acesti indicatori
sunt semnificativ mai inalti in statele democratice comparativ cu cele cu regimuri autoritare
sau totalitare. In contextul Republicii Moldova, unde democratia se afla intr-o etapd fragila,
politicile culturale au potentialul de a juca un rol crucial in consolidarea procesului
democratic. Acest studiu se concentreaza pe analiza rolului organizatiilor non-guvernamentale
(ONG-uri) in promovarea democratiei prin cultura, evidentiind importanta acestora in
programul de democratizare.
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ONG-urile culturale din Republica Moldova impartasesc scopul comun de a proteja si
dezvolta bunurile culturale, asigurand transmiterea valorii culturale cétre generatiile viitoare,
cu un accent deosebit pe conservarea patrimoniului cultural. Printre cele mai importante
organizatii active din domeniul cultural in Republica Moldova in perioada 2015-2025 se
numara:

— Asociatia Tinerilor Artisti Oberliht: promoveaza arta contemporana si tinerii artisti
prin expozitii, ateliere si evenimente culturale.

— ALTFILM: dedicatd dezvoltarii cinematografiei independente, organizeaza proiectii
de film, festivaluri si ateliere de film.

— Uniunea Artistilor Plastici din Republica Moldova: reprezinta interesele artistilor
plastici, organizand expozitii, simpozioane si evenimente artistice.

— Fundatia Culturala Nicolae Glib: promoveaza valorile culturale nationale si sprijina
diverse proiecte culturale.

— Asociatia Obsteasca Bella getica: se concentreaza pe promovarea valorilor
traditionale si a patrimoniului cultural.

— Centrul cultural evreiesc KEDEM: promoveaza cultura evreiascd si organizeaza
evenimente culturale variate.

— Asociatia de Dezvoltare a Turismului in Moldova: promoveaza protectia
monumentelor de istorie si le introduce in circuitul turistic in Republica Moldova.

Aceste organizatii au initiat numeroase proiecte, inclusiv festivaluri de filme
documentare axate pe drepturile omului si democratie, proiecte de comunicare interculturala,
promovarea tinerilor artisti si organizarea de festivaluri teatrale si muzicale, precum si
expozitii ale tinerilor plasticieni.

Initiativele ONG-urilor culturale din Republica Moldova au contribuit semnificativ la
consolidarea democratiei, promovarea valorilor democratice si cresterea implicarii civice a
cetatenilor. De asemenea, acestea au facilitat introducerea de noi talente in spatiul public al
creatiei artistice.

In concluzie, cultura reprezintd un pilon esential in procesul de democratizare, iar
organizatiile non-guvernamentale joacd un rol vital in sustinerea si dezvoltarea acestui pilon
in Republica Moldova. Chiar daca unele critici aduse organizatiilor nonguvernamentale sunt
justificate, rolul acestora in promovarea democratiei si a valorilor civice este, in mod cert, mai
important decat eventualele deficiente semnalate.

Cuvinte-cheie: culturda, democratie, organizatii non-guvernamentale, politici culturale

Culture and democracy are deeply interconnected concepts. In general, democratic
countries demonstrate a higher level of cultural development, as measured by criteria such as
the endowment of libraries, theater attendance and school enrolment. These indicators are
significantly higher in democratic countries than in authoritarian or totalitarian regimes. In the
context of the Republic of Moldova, where democracy is at a fragile stage, cultural policies
have the potential to play a crucial role in strengthening the democratic process. This study
focuses on analyzing the role of non-governmental organizations (NGOs) in promoting
democracy through culture, highlighting their importance in the democratization agenda.

Cultural NGOs in the Republic of Moldova share the common goal of protecting and
developing cultural assets, ensuring the transmission of per capita cultural value to future
generations, with a particular focus on the preservation of cultural heritage. Among the most
important cultural organizations active in the Republic of Moldova in the period 2015-2025
are:

Oberliht Young Artists Association: promotes contemporary art and young artists through
exhibitions, workshops and cultural events;

ALTFILM: Dedicated to the development of independent cinema, organizes film film festivals
and workshops;
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Union of Fine Artists of the Republic of Moldova: Represents the interests of visual artists,

organizing exhibitions, symposia and artistic events;

Nicolae Glib Cultural Foundation: Promotes national cultural values and supports various

cultural projects;

Public Association Bella getica: Focuses on promoting traditional values and cultural

heritage;

Jewish Cultural Centre KEDEM: Promotes Jewish culture and organizes various cultural

events;

Association for the Development of Tourism in Moldova: Promotes the protection of

historical monuments and introduces them into the tourist circuit in the Republic of Moldova.
These organizations have initiated numerous projects, including documentary film

festivals focusing on human rights and democracy, intercultural communication projects, the

promotion of young artists and the organization of theatre and music festivals, as well as

exhibitions of young visual artists.

The initiatives of cultural NGOs in the Republic of Moldova have made a significant
contribution to strengthening democracy, promoting democratic values and increasing
citizens' civic involvement. They have also facilitated the introduction of new talents into the
public space of artistic creation.

In conclusion, culture represents a fundamental pillar in the democratization process,
and non-governmental organizations play a vital role in supporting and developing this pillar
in the Republic of Moldova. Even if some of the criticisms directed at non-governmental
organizations are justified, their role in promoting democracy and civic values is undoubtedly
more important than the shortcomings that have been pointed out.

Keywords: culture, democracy, non-governmental organizations, cultural policies

MOARTEA LUI ORFEU. O INVESTIGATIE ARTISTICO-RELIGIOASA

THE DEATH OF ORPHEUS. AN ARTISTIC AND RELIGIOUS
INVESTIGATION

ANA-IRINA IORGA®
doctor in sociologie, profesoara,
Liceul Teoretic Dimitrie Cantemir, Iasi, Romania
CZU 299.1(398.9):234
7.046(398.9)
DOI https://doi.org/10.55383/iadc2025.74

Un artefact tracic, care atrage atentia prin numeroase detalii interesante si prin
semnificatiile pe care acestea le adauga problematicii soteriologiei orfeistice este un kantharos
de argint cu reprezentarea mortii lui Orfeu. Obiectul, lucrat in tehnica inciziei, este datat din
420-410 1.Hr. si se afla in Colectia Vassil Bojkov din Sofia, fiind descoperit in Bulgaria.
Tematica uciderii lui Orfeu, pe care o gasim deseori in ceramica secolului al V-lea 1.Hr.
abordatd intr-un mod formal, este tratatd aici cu o atentie deosebitd acordatd detaliilor.
Acestea indica realitati istorice si religioase, de cultura si civilizatie tracica, prin intermediul
obiectelor sacre si a celor artistice reprezentate.

Identitatea primei femei din stdnga este datd de vesmintele alcatuite dintr-o fusta, o
bluza si o mantie scurtd si larga. Se regasesc aici semne similare celor care apar pe artefacte
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preistorice din zona de sud-est a Europei, ca in culturile Cucuteni-Tripolie, Vinca-Turdas,
Gumelnita, Sdlcuta sau in costumele populare romanesti.

Caracterul arhaic al acestor modele de vesminte indica faptul ca purtitoarea lor are o
legdtura cu ceea ce reprezentau ele — in epoca sau odinioard, si anume o religie de tip neolitic,
a Marii Zeite, atestata 1n toatd regiunea sud-est europeana, anatoliana si mediteraneana.

A doua femeie poarta o tunica scurtd, cu modele simple, reprezentate de puncte. Ceea
ce atrage atentia aici sunt tatuajele de pe brate, antebrate, gambe si talpi. Putem deduce ca pe
fiecare brat sunt tatuate cate doud rozete, una pe interiorul si cealaltad pe exteriorul bratului.
Rozetele sunt, de fapt, stele in opt colturi, un simbol al ciclicitatii si al energiei regeneratoare.
O astfel de stea, cu numele de roata morii, se intalneste si in cusaturile traditionale de la nol,
cu aceeasi semnificatie. Detaliile atat de minutioase ale semnelor de pe hainele femeilor nu
exclud posibilitatea ca ele sa fi fost, de fapt, cusute. De aceea, tind sa cred ca putem vorbi
despre o autoare a acestui artefact, o argintareasa, al carei talent atesta existenta unei puternice
constiinte artistice $i 0 exprima cu o remarcabild forta estetica.

In partea dreaptd a scenei analizate, Orfeu, avand infitisarea unui tanir cu vesminte
grecesti si sandale in picioare, este surprins in momentul dramatic al atacului.

Soteriologia orfeistica a generat sentimente de urd de o intensitate uriasa, pentru ca,
printre altele, salvarea definitivdi a omului din ciclurile infinite ale vietii si ale mortii
presupune anularea hierogamiei si, deci, a oricdrei gamii. Intreaga sceni contine o difuza
problematica a sexualitatii. Menadele, ca ipostaze ale feminitatii Marii Zeite, vedeau in Orfeu
o masculinitate ratatd si, mai mult decat atat, o masculinitate retractila care punea in pericol
mecanismul universal, vartelnita cosmicd, roata lumii. De aceea, el trebuie sd moard, iar
lumea si-si continue regenerarea ciclici. In partea dreapti a kantharos-ului scena se incheie
cu o statuie de tip herma, poate un zeu trac, cu parul lung sub céciula specificd, cunoscutd sub
numele de caciula frigiana, atribuita si lui Orfeu, cu mustata si cu ochii larg deschisi.

Tot acest ansamblu sugereaza un sanctuar in aer liber, poate chiar al lui Sabazios, zeul
trac numit Eliberatorul, cu functii solare, uraniene, regeneratoare si fertilizatoare.

Orfeu nu este prezentat aici ca un erou intemeietor al unei noi religii, desi
esentialmente el asa este, ci ca un de-constructor al unui tip ,traditional” de gandire
religioasa. Ceea ce construieste el este o soteriologie, o religie a recuperarii nemuririi
sufletului si a salvarii lui. Naratiunea tarzie a esecului de salvare a Euridicei cred ca trebuie
interpretat in sensul in care religia Marii Zeite, folositd de Orfeu in contextul pierderii sotiei
sale si a dorintei de a o aduce inapoi, se dovedeste neputincioasa. Instrumentul acestei religii
este doar vartelnita, regenerarea periodicd, nu salvarea definitivd. De aceea, Orfeu se
indreapta spre altceva, spre o alta intelegere si o altd putere de actiune.

Transmutarea din planul repetitiei ontologice in cel al innoirii ontologice este un pas
radical ce defineste viziunea lui Orfeu. Iar Orfeu poate fi inteles ca un moment de rasucire a
constiintei religioase dinspre panteism inspre personalism. Cauza mortii sale este tocmai
soteriologia resurectionald si anti-ciclicd, cea care il inscrie pe linia pregatitoare a
crestinismului.

Cuvinte-cheie: soteriologie orfeisticd, vestimentatie feminind neoliticd, moarte ritualicd

A Thracian artifact, which attracts attention through numerous interesting details and
through the meanings that they add to the issues of Orpheus soteriology, is a silver kantharos
with the representation of the death of Orpheus. The object, worked in the incision technique,
is dated to 420 — 410 BC and is in the Vassil Bojkov Collection in Sofia, having been
discovered in Bulgaria. The theme of the murder of Orpheus, which we often find in the
ceramics of the 5th century BC approached in a formal way, is treated here with special
attention paid to details. These indicate historical and religious realities, of Thracian culture
and civilization, through the sacred objects and the artistic ones represented.
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The identity of the first woman on the left is given by the garments consisting of a
skirt, a blouse and a short, wide cloak. Here we find signs similar to those that appear on
prehistoric artifacts from the southeastern part of Europe, such as in the Cucuteni-Tripolie,
Vinca-Turdas, Gumelnita, Sdlcuta cultures or in Romanian folk costumes.

The archaic character of these clothing models indicates that their wearer has a
connection with what they represented — in the era or in the past, namely a Neolithic religion
of the Great Goddess, attested throughout the southeastern European, Anatolian and
Mediterranean region.

The second woman wears a short tunic, with simple patterns represented by dots.
What attracts attention here are the tattoos on the arms, forearms, calves and soles. We can
deduce that two rosettes are tattooed on each arm, one on the inside and the other on the
outside of the arm. The rosettes are, in fact, eight-pointed stars, a symbol of cyclicality and
regenerative energy. Such a star, called the mill wheel, is also found in our traditional sewing,
with the same meaning. Such meticulous details of the signs on the women's clothes do not
exclude the possibility that they were, in fact, sewn. That is why | tend to believe that we can
talk about an author of this artifact, a silversmith whose talent attests to the existence of a
strong artistic consciousness and expresses it with remarkable aesthetic force.

On the right side of the analysed scene, Orpheus, having the appearance of a young
man with Greek clothes and sandals on his feet, is caught in the dramatic moment of the
attack.

Orpheus's soteriology generated feelings of hatred of enormous intensity because,
among other things, the definitive salvation of man from the infinite cycles of life and death
implies the annulment of hierogamy and, therefore, of any gamy. The entire scene contains a
diffuse problematic of sexuality. The Maenads, as hypostases of the femininity of the Great
Goddess, saw in Orpheus a failed masculinity and, more than that, a retractile masculinity that
endangered the universal mechanism, the cosmic whirlwind, the wheel of the world. That is
why he must die, and the world must continue its cyclical regeneration. On the right side of
the kantharos, the scene ends with a herma-type statue, perhaps a Thracian god, with long hair
under the specific cap, known as the Phrygian cap, also attributed to Orpheus, with a
mustache and wide-open eyes.

This whole ensemble suggests an open-air sanctuary, perhaps even of Sabazios, the
Thracian god called the Liberator, with solar, uranic, regenerative and fertilizing functions.

Orpheus is presented here not so much as a founding hero of a new religion, although
essentially he is, as a deconstructor of a “traditional” type of religious thought. What he
constructs is a soteriology, a religion of recovering the immortality of the soul and its
salvation. | believe that the late narrative of the failure to save Eurydice must be interpreted in
the sense that the religion of the Great Goddess, used by Orpheus in the context of the loss of
his wife and the desire to bring her back, proves to be powerless. The instrument of this
religion is only the whirlwind, periodic regeneration, not definitive salvation. That is why
Orpheus is moving towards something else, towards another understanding and another power
of action.

The transmutation from the plane of ontological repetition to that of ontological
renewal is a radical step that defines Orpheus' vision. And Orpheus can be understood as a
moment of turning religious consciousness from pantheism to personalism. The cause of his
death is precisely the resurrectional and anti-cyclical soteriology, which places him on the
preparatory line of Christianity.

Keywords: Orpheusian soteriology, Neolithic female clothing, ritual death
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Spre deosebire de bibliotecile publice, bibliotecile personale din Republica Moldova
nu au fost studiate In deplind masura ca fenomen complex si dinamic, ce reflectd atat profilul
uman si intelectual al posesorilor lor, pe de o parte, cat si diferite etape si manifestari ale vietii
culturale sau sociale ale comunitatii, pe de alta parte. Aflate la intersectia spatiului privat si a
celui public, bibliotecile personale sunt, in acelasi timp, un spatiu al memoriei afective si/sau
colective, al devenirii personale sau profesionale a omului, al conexiunii sale la spiritul si
ideile timpului sau al rezistentei si salvgardarii prin lecturd/cultura.

Trecerea de la formatul traditional al bibliotecii personale, bazat pe cartea tiparita, la
cel digital a schimbat perceptia lecturii si modul de organizare a cunostintelor si praxisului
intelectual. Capatand o dimensiune hibrida, structura bibliotecilor personale, conform
tendintelor de ultima ord, migreaza treptat catre formatul digital, sustinut de accesibilitatea
crescuti a resurselor online. In acest sens, ideea unei biblioteci personale sprijini nu doar
dobandirea de cunostinte, ci si dezvoltarea abilitatilor de selectare, sistematizare si utilizare
criticd a informatiei prin aplicarea si integrarea ei in nevoile vietii individuale si sociale.

Biblioteca traditionald, bazata pe cartea tiparita, poate fi redusa considerabil sau chiar
inlocuita de surse electronice. In multe cazuri, acumularea de cirti nu reflecti neaparat un
proces autentic de Tnvatare si dezvoltare, ci poate deveni un simbol al statutului intelectual, o
colectie menita mai degraba sd impresioneze decat sa fie exploratd in profunzime in vederea
unei evolutii sapientiale. Aceastd abordare poate duce la un consum superficial al cunoasterii,
unde cantitatea prevaleaza asupra calitatii. Minimalismul propune o schimbare de perspectiva:
selectia atenta a cartilor esentiale, focalizarea pe lecturi relevante si aprofundate, precum si o
relatie mai autenticd cu stiinta de carte si cultura scrisa. Astfel, biblioteca devine un spatiu de
reflectie si dezvoltare reald, nu doar un obiect de prestigiu. Aceasta devine o extensie a
gandirii, un univers care se configureaza in functie de nevoile spirituale si profesionale ale
fiecarui om.

Biblioteca personald reflectd o istorie individualda a lecturii, un traseu gnoseologic
unic, un spatiu de confort si inspiratie, de explorare a sinelui si a lumii inconjurdtoare cu
exigentele sale. De asemenea, biblioteca personald serveste drept marturie a unei epoci,
reflectand tendintele si influentele intelectuale specifice unui anumit timp si loc.

Biblioteca personald reflecta procesul continuu de invatare si dezvoltare intelectuald,
fiind un instrument esential in cultivarea competentei de a invata pe tot parcursul vietii. Cartea
devine un partener de dialog, provocand cititorul sa-si formuleze propriile raspunsuri si sd
aprofundeze intelegerea si interpretarea lumii. In acest sens, lectura solitard nu izoleaza, ci
consolideaza rezistenta mentala, clarifica valorile personale si intensifica relatia cu realitatea

% E-mail: pilkin.ivan@gmail.com

207


https://orcid.org/0009-0006-7875-0401

care revendica individului un set de capacitati culturale si cognitive. Nu este vorba despre
retragerea Intr-un ,turn de fildes”, ci despre cultivarea unei discipline a lecturii care dezvolta
autonomia cognitiva si capacitatea de analiza critica.

Cuvinte-cheie: biblioteca personald, lecturd, cunoastere, memorie culturald, identitate
intelectuala

Unlike public libraries, personal libraries in the Republic of Moldova have not been
fully studied as a complex and dynamic phenomenon, reflecting both the human and
intellectual profile of their owners, on the one hand, and different stages and manifestations of
the cultural or social life of the community, on the other hand. Located at the intersection of
private and public space, personal libraries are, at the same time, a space of affective and/or
collective memory, of the personal or professional development of man, of his/her connection
to the spirit and ideas of the time or of resistance and safeguarding through reading/culture.

The transition from the traditional format of the personal library, based on the printed
book, to the digital one has changed the perception of reading and the way of organizing
knowledge and intellectual praxis. Gaining a hybrid dimension, the structure of personal
libraries, according to the latest trends, is gradually migrating to the digital format, supported
by the increased accessibility of online resources. In this sense, the idea of a personal library
supports not only the acquisition of knowledge, but also the development of skills for
selecting, systematizing and critically using information by applying and integrating it into the
needs of individual and social life.

The traditional library, based on printed books, can be considerably reduced or even
replaced by electronic sources. In many cases, the accumulation of books does not necessarily
reflect an authentic process of learning and development, but can become a symbol of
intellectual status, a collection meant to impress rather than to be explored in depth for a
sapiential evolution. This approach can lead to a superficial consumption of knowledge,
where quantity prevails over quality. Minimalism proposes a change of perspective: the
careful selection of essential books, the focus on relevant and in-depth readings, as well as a
more authentic relationship with book science and written culture. Thus, the personal library
becomes a space for real reflection and development, not just an object of prestige. This
becomes an extension of thinking, a universe that is configured according to the spiritual and
professional needs of each person.

The personal library reflects an individual history of reading, a unique gnoseological
path, a space of comfort and inspiration, of exploring the self and the surrounding world with
its demands. The personal library also serves as a testimony of an era, reflecting the
intellectual trends and influences specific to a certain time and place.

The personal library shows the continuous process of learning and intellectual
development, being an essential tool in cultivating the competence to learn throughout life.
The book becomes a dialogue partner, challenging the readers to formulate their own answers
and to deepen their understanding and interpretation of the world. In this sense, solitary
reading does not isolate, but strengthens mental resistance, clarifies personal values and
intensifies the relationship with reality that demands a set of cultural and cognitive capacities
from the individual. It is not about retreating into an “ivory tower”, but about cultivating a
reading discipline that develops cognitive autonomy and the capacity for critical analysis.

Keywords: personal library, reading, knowledge, cultural memory, intellectual identity
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Opera constituie un fenomen artistic de o complexitate exceptionald, situat la
intersectia dintre dimensiunea esteticd, sociala si axiologicd, care depdseste statutul unui
simplu spectacol scenic. In cadrul studiilor culturale, opera se manifestd ca un discurs artistic
multidimensional, integrand muzicd, teatru, scenografie si vizualitate intr-o experienta
sinestezica profunda. Teatrul liric reflecta si modeleaza realitatile culturale, functioniand ca un
mediu de transmitere a ideologiilor, valorilor si normelor sociale, in care spectatorul este
angrenat intr-un proces de negociere hermeneuticd intre sensibilitatea estetica si reflectia
critica.

Fiind o forma de artd totala, opera participa activ la constructia identitatilor colective,
facilitand atat conservarea, cat si reinterpretarea traditiilor culturale in contexte sociale si
politice diferite. Recontextualizarea miturilor, simbolurilor si narativelor istorice o transforma
intr-un depozitar al memoriei culturale, ce permite actualizarea si reevaluarea in functie de
dinamica ideologica a fiecdrei epoci. Fenomenul globalizarii genereaza un dialog intercultural
complex, in care elementele traditionale sunt reconfigurate in raport cu noile paradigme
estetice si sociale.

Opera reprezintd un instrument educational si ideologic de o importanta majora, avand
capacitatea de a modela constiinta colectiva si de a influenta structurile de putere. Pe de o
parte, ea participd la interiorizarea unor norme etice si la consolidarea unor modele sociale
dominante, iar pe de alta parte, devine un spatiu de contestare, reflectand tensiunile dintre
conservatorism si inovatie, intre hegemonie culturald si practici de rezistentd simbolicd. De-a
lungul istoriei, opera a fost utilizata pentru promovarea unor regimuri politice si ideologice
dominante, dar, In aceleasi contexte, a demonstrat un potential subversiv semnificativ, in
special atunci cand a fost supusad cenzurii, transformandu-se intr-un barometru al dinamicii
socio-politice, in care valorile si structurile de putere sunt reflectate si contestate.

Dimensiunea esteticad si filosoficd a operei ridica intrebari fundamentale legate de
axiologie, punand in relatie dialectica esteticul si eticul. Prin natura sa narativa si vizuala,
opera devine un teren de confruntare a dilemelor morale, iar spectatorul se gaseste in fata unor
provocdri conceptuale care transcend simpla apreciere artistici. Fenomenul artistic se
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configureazd astfel ca un spatiu de formare a gandirii critice, stimuldnd interogarea
convingerilor personale si explorarea contradictiilor fundamentale ale conditiei umane.

In contemporaneitate, procesul de reconfigurare artistici este marcat de inovatia
tehnologica si de noile directii regizorale, adaptandu-se la schimbdrile din paradigma
receptarii culturale. Utilizarea proiectiilor multimedia si a tehnologiilor interactive genereaza
forme noi de imersiune estetica, transformand spectacolul liric 1intr-o experientd
multisenzoriald. Regia contemporana se afld intr-o permanenta tensiune intre fidelitatea fata
de canon si experimentul artistic, alimentdnd dezbateri asupra echilibrului intre traditie si
postmodernitate, intre pastrarea autenticitatii si necesitatea inovarii. Estetica postmoderna
pune accent pe practici precum hibridizarea, pastisa si deconstructia, configurand noi sensuri
culturale si interogand granitele dintre clasic si contemporan.

Astfel, opera ramane atdt un fenomen estetic, cat si un vector al transformarilor
identitare si ideologice ale lumii moderne. La intersectia dintre conservatorism si revolutie
artistica, intre memoria istorica si reinterpretarea postmoderna, opera se constituie ca un
spatiu de negociere a sensurilor culturale, n care tensiunile sociale, estetice si axiologice sunt
reactualizate si reevaluate. Studiile culturale oferd instrumente esentiale pentru analiza
fenomenului operistic, subliniind multiplele sale functii — de la medierea identitara si reflectia
sociala, pana la reconfigurarea structurilor de putere in contextul dinamicii culturale globale.

Cuvinte-cheie: opera, teatru de operd, studii culturale, identitate culturald, valori sociale,
axiologie, estetica, regia contemporand

Opera is an artistic phenomenon of exceptional complexity, situated at the intersection
of the aesthetic, social and axiological dimensions, which goes beyond the status of a simple
stage show. Within the framework of cultural studies, opera manifests itself as a
multidimensional artistic discourse, integrating music, theatre, scenography and visuality in a
profound synaesthetic experience. Lyrical theatre reflects and shapes cultural realities,
functioning as a medium for transmitting ideologies, values and social norms, in which the
spectator is engaged in a process of hermeneutic negotiation between aesthetic sensitivity and
critical reflection.

As a total art form, opera actively participates in the construction of collective
identities, facilitating both the preservation and reinterpretation of cultural traditions in
different social and political contexts. The recontextualization of myths, symbols and
historical narratives transforms it into a repository of cultural memory, which allows for
updating and re-evaluation according to the ideological dynamics of each epoch. The
phenomenon of globalization generates a complex intercultural dialogue, in which traditional
elements are reconfigured in relation to the new aesthetic and social paradigms.

Opera is a major educational and ideological tool, with the capacity to shape collective
consciousness and influence the power structures. On the one hand, it participates in the
internalization of some ethical norms and the consolidation of some dominant social models,
and on the other hand, it becomes a space for contestation, reflecting the tensions between
conservatism and innovation, between cultural hegemony and practices of symbolic
resistance. Throughout history, opera has been used to promote some dominant political and
ideological regimes, but in the same contexts, it has demonstrated significant subversive
potential, especially when it has been subjected to censorship, becoming a barometer of the
socio-political dynamics, in which values and power structures are reflected and contested.

The aesthetic and philosophical dimension of opera raises fundamental questions
related to axiology, putting the aesthetic and the ethical in a dialectical relationship. Through
its narrative and visual nature, opera becomes a terrain for confronting moral dilemmas, and
the viewer finds himself facing some conceptual challenges that transcend the simple artistic
appreciation. The artistic phenomenon is thus configured as a space for the formation of
critical thinking, stimulating the interrogation of personal beliefs and the exploration of the
fundamental contradictions of the human condition.
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In contemporary times, the process of artistic reconfiguration is marked by the
technological innovation and new directorial directions, adapting themselves to the changes in
the paradigm of cultural reception. The use of multimedia projections and interactive
technologies generates new forms of aesthetic immersion, transforming the lyrical
performance into a multisensory experience. Contemporary directing is in a permanent
tension between fidelity to the canon and the artistic experiment, fueling debates on the
balance between tradition and post-modernity, between preserving authenticity and the need
for innovation. Postmodern aesthetics emphasizes the practices such as hybridization, pastiche
and deconstruction, configuring new cultural meanings and interrogating the boundaries
between the classic and contemporary.

Thus, opera remains both an aesthetic phenomenon and a vector of identity and
ideological transformations in the modern world. At the intersection of conservatism and
artistic revolution, between historical memory and postmodern reinterpretation, opera
constitutes itself as a space for negotiating cultural meanings, in which the social, aesthetic
and axiological tensions are re-actualized and reevaluated. Cultural studies offer essential
tools for analyzing the operatic phenomenon, highlighting its multiple functions — from
identity mediation and social reflection, to the reconfiguration of the power structures in the
context of global cultural dynamics.

Keywords: opera, opera house, cultural studies, cultural identity, social values, axiology,
aesthetics, contemporary directing
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Expozitille de carte din bibliotecile publice abordate prin prisma artei si a
managementului cultural presupun un demers de cercetare biblioteconomica, cu accent pe
rolul acestora in promovarea colectiilor si pe dimensiunea lor esteticd si interactivd. Ne
propunem analiza expozitiile de carte ca forme de artd participativd, explorand conexiunile
dintre managementul colectiilor, estetica vizuala si implicarea creativa a utilizatorilor. Cultura
lecturii promovata prin forme creative si ludice are un impact considerabil, asa cum nu se
asociaza cu obligativitatea academica sau exigentele de testare curriculara.

Expozitille de carte au un rol esential in valorificarea patrimoniului bibliotecar,
contribuind la atragerea publicului si la promovarea lecturii prin experiente estetice si
interactive. Conceptul de ,,expozitii care dau viatd colectiilor” pune accent pe sensibilitatea
optica si curiozitatea estetica a publicului, elemente care pot fi dezvoltate printr-0 abordare
artistica a organizdrii spatiului expozitional si prin solutii si tehnici inedite. Arta conceptuala
ar putea servi drept punct de referintd: ,,cum” si nu ,,ce”, iatd care sunt cele doud paradigme
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de configurat si aplicat. Continuturile traditionale in formate noi de prezentare si popularizare,
iatd directia metodologicd. Campul de investigare: miscarea dinamicd dinspre biblioteca
enciclopedica spre biblioteca centratd pe cererea organicd a publicului: aparitii editoriale noi,
curente noi in literatura artistica, mode lecturale (carti de dezvoltare personald) etc.

Ne propunem explorarea dimensiunii colaborative a expozitiilor, directie care vine din
arta participativd si creatia relationald, subliniind importanta interactivitatii si a implicarii
utilizatorilor in procesul de valorificare a colectiilor. Prin includerea unor elemente inovative,
precum instalatiile artistice performative, utilizarea muzicii de fundal sau integrarea de
materiale digitale, expozitiile pot transforma perceptia clasicd a publicului asupra cartii si
bibliotecii. Se produce 0 reconfigurare a rolului bibliotecii publice si a personalului ei.
Biblioteca nu mai este un depozit de carti. Bibliotecarul nu mai este custodele de carte.
Interdisciplinaritatea sferei culturale si cognitive sugereazd si revendica Tn mod organic o
astfel de abordare.

Managementul expozitiilor de carte implici nu doar conservarea, gestionarea si
selectia documentelor, ci si crearea unui concept expozitional coerent, avand in vedere
estetica cromatica, designul spatial si elementele de marketing cultural. Bibliotecarii sunt
invitati sa exploreze noi forme de prezentare, valorificand atat patrimoniul traditional cat si
noile tehnologii si media, Intr-un demers de transalfabetizare, care integreaza diverse tipuri de
comunicare vizuala si textuald. Exista in bibliotecile publice din Republica Moldova o nevoie
stringentd de programe expozitionale de diseminare si popularizare a culturii cartii si lecturii.
In cadrul unor astfel de proiecte trebuie invitati artisti plastici, specialisti in domeniul
expozitiilor, consultanti din domeniul academic si practicieni.

Expozitiile de carte pot reprezenta un mijloc eficient de promovare a colectiilor,
combinand elementele bine cunoscute cu inovatia tehnologica si artisticd. Succesul acestora
depinde de capacitatea de a atrage publicul prin experiente estetice memorabile si de a crea un
dialog dinamic intre carte si cititor, intr-un spatiu care devine astfel un veritabil laborator de
explorare culturala.

Cuvinte-cheie: expozitie de carte, colectiile de bibliotecd, expozitia-instalatie performativd,
arta participativa, inovatia de biblioteca

Book exhibitions in public libraries, approached through the prism of art and cultural
management, require a bibliographical research endeavour that emphasizes their role in
promoting collections and their aesthetic and interactive dimensions. Our aim is to analyze
book exhibitions as forms of participatory art, exploring the connections between collection
management, visual aesthetics, and the creative engagement of users. The culture of reading,
promoted through creative and playful formats, has a significant impact, as it is not associated
with academic obligations or curricular testing requirements.

Book exhibitions play an essential role in enhancing the value of library heritage,
contributing to the audience engagement and promoting reading through aesthetic and
interactive “experiences. The concept of ‘exhibitions that bring collections to life” highlights
the public’s optical sensitivity and aesthetic curiosity, elements that can be cultivated through
an artistic approach to the exhibition space organization and through innovative solutions and
techniques. Conceptual art could serve as a reference point: “how” rather than “what” are the
two paradigms to be configured and applied. Traditional content in new formats of
presentation and popularization — this is the methodological direction. The field of
investigation: the dynamic transition from the encyclopaedic library towards a library
centered on the organic demands of the public — new editorial releases, emerging trends in
artistic literature, reading fashions (such as self-development books) etc.

We propose exploring the collaborative dimension of exhibitions, a direction that
stems from participatory art and relational aesthetics, emphasizing the importance of
interactivity and the users’ involvement in the process of enhancing collections. By
incorporating innovative elements such as high performance artistic installations, background
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music, or the integration of digital materials, exhibitions can transform the public’s traditional
perception of books and libraries. A reconfiguration of the role of the public library and its
staff is taking place. The library is no longer merely a repository of books. The librarian is no
longer just a book custodian. The interdisciplinary approach of the cultural and cognitive
sphere organically suggests and demands such an approach.

The management of book exhibitions involves not only the preservation,
administration and selection of documents but also the creation of a coherent exhibition
concept, considering chromatic aesthetics, spatial design, and cultural marketing elements.
Librarians are encouraged to explore new forms of presentation, capitalizing on both
traditional heritage and the new technologies and media, in a process of trans-literacy that
integrates various types of visual and textual communication. In public libraries across the
Republic of Moldova, there is an urgent need for exhibition programmes aimed at
disseminating and popularizing book culture and reading. Such projects should involve visual
artists, exhibition specialists, academic consultants, and practitioners.

Book exhibitions can serve as an effective means of promoting collections, combining
well-established elements with technological and artistic innovation. Their success depends
on the ability to attract the public through memorable aesthetic experiences and to create a
dynamic dialogue between book and reader, in a space that thus becomes a true laboratory of
cultural exploration.

Keywords: book exhibition, library collections, high performance installation exhibition,
participatory art, library innovation

THE CHALLENGES AND KEY ISSUES IN THE PROMOTION AND
CONSERVATION OF CULTURAL HERITAGE

PROVOCARILE SI PROBLEMELE-CHEIE IN PROMOVAREA SI
CONSERVAREA PATRIMONIULUI CULTURAL

DOINA VICOL®

doctoranda, asistenta universitara,
Universitatea de Stat din Moldova

https://orcid.org/0009-0008-6379-596 X

CZU 008(478)
DOI https://doi.org/10.55383/iadc2025.78

Governmental policies and international agreements, such as the UNESCO World
Heritage Convention, are evaluated to determine their impact on cultural heritage
conservation. The study assesses national laws on heritage protection and the role of
international collaborations in fostering sustainable practices.

Community Engagement and Expert Interviews: Qualitative data from interviews with
heritage conservation experts, policymakers, and representatives of community-based
organizations provide practical Cultural heritage plays a crucial role in shaping historical
narratives, fostering social cohesion, and preserving national identity. It encompasses both
tangible and intangible elements, including historical monuments, artifacts, traditions,
languages, and rituals, which contribute to cultural continuity and societal identity. However,
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despite its importance, cultural heritage faces numerous challenges that threaten its integrity
and sustainability. The purpose of this article is to examine the fundamental challenges
associated with promoting and conserving cultural heritage, with a particular emphasis on
financial constraints, urbanization, climate change, and illicit trafficking of cultural artifacts.
Additionally, the article explores innovative strategies to address these challenges,
highlighting the significance of governmental policies, community participation, and
advancements in digital technology.

By critically analyzing these issues, the article aims to contribute to the ongoing
discourse on sustainable cultural heritage management, providing a foundation for
policymakers, researchers, and stakeholders to collaborate on effective conservation
strategies. The study highlights the role of education, legal frameworks, and emerging
technologies in ensuring the long-term preservation and accessibility of cultural heritage.
Expanding on this, the article delves into how cultural heritage can be leveraged for social and
economic benefits, ensuring that conservation efforts are sustainable and beneficial to local
communities. The importance of integrating cultural heritage into modern educational
curricula and using it as a tool for intercultural dialogue is also discussed. Additionally, it
examines the psychological and emotional significance of heritage in fostering a sense of
belonging among individuals and communities, emphasizing the role of storytelling in
transmitting cultural values across generations. This study employs a qualitative research
approach, utilizing an extensive review of academic literature, policy documents, and case
studies related to cultural heritage conservation. The methodological framework includes the
following components:

Literature Review: The study systematically analyses peer-reviewed journal articles,
books, and reports from international organizations such as UNESCO and ICOMOS to assess
the key issues in cultural heritage conservation. This approach provides a theoretical
foundation and contextual understanding of the primary factors affecting heritage
preservation.

Comparative Case Studies: Successful heritage conservation programs are examined
to identify the best practices and strategies applicable to different cultural contexts. Examples
include the adaptive reuse of historical buildings, sustainable tourism initiatives, and digital
heritage preservation projects.

Policy Analysis: insights into the challenges and solutions in the field. These
perspectives highlight the importance of grassroots involvement in heritage management.

This article contributes to the academic and policy-oriented discourse on cultural
heritage conservation by offering a multifaceted analysis that integrates financial,
technological, and social perspectives. The originality of this study lies in the following
aspects:

Focus on Contemporary Challenges: The research addresses modern threats such as
climate change, digitalization, and globalization, which are increasingly impacting cultural
heritage worldwide. The discussion includes the effects of mass tourism, cultural
commercialization, and the impact of political instability on heritage sites.

Emphasis on Digital Technologies: The article explores innovative technological
solutions, such as 3D scanning, Al-driven monitoring, and blockchain-based provenance
tracking, which are often underrepresented in traditional heritage conservation literature.
These technologies are examined in terms of their potential to improve heritage
documentation, accessibility, and security.

Application to Moldova’s Cultural Heritage: The study provides an in-depth
examination of Moldova’s heritage conservation efforts, offering a case study that can serve
as a model for similar regions facing comparable challenges. Moldova’s unique blend of
historical influences and cultural traditions presents both opportunities and obstacles for
heritage preservation.

By integrating these elements, the article offers new insights into sustainable cultural

214



heritage management and emphasizes the need for collaborative and technology-driven
solutions. The study also highlights the role of public awareness and educational programs in
fostering appreciation for cultural heritage among younger generations. Furthermore, it
underscores the importance of interdisciplinary collaboration, urging professionals across
various fields to unite in preserving cultural legacies.

The findings of this study underscore the urgent need for comprehensive strategies to
address the challenges facing cultural heritage conservation. The key conclusions drawn from
the research are as follows:

Financial Constraints: Insufficient funding remains a significant barrier to heritage
conservation. Governments, NGOs, and private entities must collaborate to develop
sustainable funding models, including heritage tourism, public-private partnerships, and
international grants. Investment in cultural heritage should be recognized as an economic
opportunity, with tourism and creative industries benefiting from well-maintained heritage
sites.

Urbanization and Infrastructure Development: Rapid urban growth threatens cultural
heritage sites, necessitating the implementation of strict urban planning policies that
incorporate heritage preservation measures. Policies that promote adaptive reuse of historical
buildings and enforce zoning regulations can help balance development with conservation
efforts.

Climate Change and Environmental Degradation: Heritage sites are increasingly
vulnerable to climate-related risks such as flooding, erosion, and pollution. Conservation
strategies must integrate climate resilience measures, including structural reinforcements,
environmental monitoring, and eco-friendly restoration materials.

Community Involvement: Local communities play a pivotal role in heritage
conservation. Public awareness campaigns, educational programs, and participatory planning
initiatives can enhance community engagement and foster a sense of ownership. Indigenous
knowledge and local traditions should be integrated into conservation practices to ensure
culturally appropriate solutions.

Technological Innovations: The adoption of digital tools such as GIS mapping, 3D
reconstruction, and artificial intelligence can revolutionize heritage conservation, enabling
more effective documentation, restoration, and public engagement. Virtual tourism and digital
storytelling can expand access to cultural heritage, particularly for remote or endangered sites.

In conclusion, the promotion and conservation of cultural heritage require a
collaborative, interdisciplinary approach that integrates financial sustainability, technological
advancements, and active community participation. By addressing these challenges and
leveraging emerging opportunities, cultural heritage can be safeguarded for future
generations, preserving its role as a vital component of identity, education, and socio-
economic development.

Keywords: cultural heritage, digitalization, national identity, sustainable conservation,
urbanization

Patrimoniul cultural joacd un rol esential in conturarea naratiunilor istorice,
consolidarea coeziunii sociale si pastrarea identitatii nationale. Acesta cuprinde atit elemente
tangibile cat si intangibile, incluzdnd monumente istorice, artefacte, traditii, limbi si ritualuri,
care contribuie la continuitatea culturald si identitatea societald. Cu toate acestea, in pofida
importantei sale, patrimoniul cultural se confruntd cu numeroase provocdri care amenintad
integritatea si durabilitatea sa. Scopul acestui articol este de a examina provocarile
fundamentale asociate promovarii si conservarii patrimoniului cultural, cu un accent deosebit
pe constrangerile financiare, urbanizare, schimbarile climatice si traficul ilicit de artefacte
culturale.

De asemenea, articolul exploreaza strategii inovatoare pentru abordarea acestor
provocdri, subliniind importanta politicilor guvernamentale, participarii comunitare si
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progreselor in tehnologia digitald. Printr-o analiza critica a acestor aspecte, articolul isi
propune sa contribuie la discursul contemporan privind managementul durabil al
patrimoniului cultural, oferind o bazd solidd pentru colaborarea intre factori de decizie,
cercetdtori si alti actori implicati in conservare. Studiul evidentiaza rolul educatiei, al cadrului
patrimoniului cultural. In continuare, articolul analizeazi modul in care patrimoniul cultural
poate fi valorificat in scopuri sociale si economice, garantand ca eforturile de conservare sunt
durabile si benefice pentru comunitatile locale.

Importanta integrarii patrimoniului cultural in programele educationale moderne si
utilizarea acestuia ca instrument de dialog intercultural este, de asemenea, discutati. In plus,
articolul examineaza semnificatia psihologica si emotionald a patrimoniului in cultivarea unui
sentiment de apartenenta in randul indivizilor si comunitatilor, subliniind rolul povestirii in
transmiterea valorilor culturale de-a lungul generatiilor.

Studiul utilizeaza o abordare de cercetare calitativa, bazatd pe o ampla revizuire a
literaturii academice, a documentelor de politicd publica si a studiilor de caz referitoare la
conservarea patrimoniului cultural. Cadrul metodologic include urmatoarele componente:

o Revizuirea literaturii. Studiul analizeaza sistematic articole din reviste stiintifice, carti
si rapoarte ale organizatiilor internationale precum UNESCO si ICOMOS, pentru a evalua
principalele probleme din domeniul conservarii patrimoniului. Aceastd abordare oferd o baza
teoreticd solida si o intelegere contextuala a factorilor care influenteaza conservarea.

e Studii de caz comparative. Programe de conservare a patrimoniului considerate de
succes sunt examinate pentru a identifica bune practici si strategii aplicabile in contexte
culturale diferite. Exemplele includ reutilizarea adaptiva a cladirilor istorice, initiative de
turism durabil si proiecte de conservare digitala.

e Analiza politicilor publice. Politicile guvernamentale si acordurile internationale,
precum Conventia Patrimoniului Mondial UNESCO, sunt evaluate pentru a determina
impactul acestora asupra conservarii patrimoniului. Studiul analizeaza legile nationale privind
protectia patrimoniului si rolul colabordrilor internationale in promovarea practicilor durabile.

o Implicarea comunitatii si interviuri cu experti. Datele calitative obtinute din interviuri
cu experti in conservarea patrimoniului, factori de decizie si reprezentanti ai organizatiilor
comunitare ofera perspective practice asupra provocarilor si solutiilor din domeniu. Aceste
puncte de vedere evidentiaza importanta implicarii comunitatii in gestionarea patrimoniului.

Acest articol contribuie la discursul academic si este orientat catre politicile publice
privind conservarea patrimoniului cultural printr-o analizd multifactoriald care integreaza
perspective financiare, tehnologice si sociale. Originalitatea studiului constd in urmatoarele
aspecte:

e Accent pe provocarile contemporane. Cercetarea abordeaza amenintari moderne
precum schimbadrile climatice, digitalizarea si globalizarea, care afecteaza din ce in ce mai
mult patrimoniul cultural. Sunt discutate efectele turismului de masa, comercializarii culturii
si instabilitatii politice asupra siturilor de patrimoniu.

e Accent pe tehnologiile digitale. Articolul exploreaza solutii tehnologice inovatoare,
cum ar fi scanarea 3D, monitorizarea asistatd de inteligentd artificiald si urmadrirea
provenientei prin blockchain, adesea subreprezentate in literatura traditionald despre
conservare. Aceste tehnologii sunt analizate din perspectiva potentialului lor de a imbunatati
documentarea, accesibilitatea si securitatea patrimoniului.

e Aplicare la patrimoniul cultural din Republica Moldova. Studiul ofera o analiza
detaliata a eforturilor de conservare a patrimoniului in Moldova, propunand un studiu de caz
care poate servi drept model pentru alte regiuni care se confruntd cu provocari similare.
Amestecul unic de influente istorice si traditii culturale din Moldova oferd atat oportunitati,
cat si obstacole in procesul de conservare.

Prin integrarea acestor elemente, articolul ofera perspective noi asupra managementului
durabil al patrimoniului cultural si subliniaza necesitatea unor solutii colaborative si bazate pe
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tehnologie. Studiul evidentiazd, de asemenea, rolul constientizdrii publice si al programelor
educationale in dezvoltarea unei aprecieri autentice pentru patrimoniu in randul generatiilor
tinere. Mai mult, se subliniazd importanta colabordrii interdisciplinare, prin implicarea
profesionistilor din diverse domenii in efortul de conservare a mostenirii culturale.

Rezultatele acestui studiu subliniazd necesitatea urgentd a unor strategii cuprinzatoare
pentru a aborda provocdrile cu care se confruntd conservarea patrimoniului cultural.
Principalele rezultate ale cercetdrii sunt urmatoarele:

Constrangeri financiare. Lipsa fondurilor reprezinta un obstacol major in conservarea
patrimoniului. Guvernele, ONG-urile si sectorul privat trebuie sa colaboreze pentru a dezvolta
modele durabile de finantare, inclusiv turismul cultural, parteneriatele public-privat si
granturile internationale. Investitia in patrimoniu cultural ar trebui privita ca o oportunitate
economicd, avand 1n vedere beneficiile aduse de turism si industriile creative.

Urbanizare si dezvoltare a infrastructurii. Cresterea urbana rapida ameninta siturile de
patrimoniu, necesitand politici stricte de planificare urband care sa integreze masuri de
conservare. Politicile care promoveaza reutilizarea adaptiva a cladirilor istorice si respectarea
reglementarilor de zonare pot ajuta la echilibrarea dezvoltarii cu conservarea.

Schimbari climatice si degradare ambientald. Siturile de patrimoniu sunt din ce in ce
mai vulnerabile la riscuri climatice precum inundatii, eroziune si poluare. Strategiile de
conservare trebuie sd integreze masuri de rezilientd climatica, inclusiv intarirea structurala,
monitorizarea mediului si utilizarea materialelor ecologice in restaurare.

Implicarea comunitatii. Comunitatile locale joacd un rol crucial in conservarea
patrimoniului. Campaniile de constientizare, programele educationale si initiativele
participative de planificare pot stimula implicarea comunitara si un sentiment de apartenenta.
Cunostintele traditionale si obiceiurile locale trebuie integrate in practicile de conservare
pentru a asigura solutii cultural adecvate.

Inovatii tehnologice. Adoptarea instrumentelor digitale precum cartografierea GIS,
reconstructia 3D si inteligenta artificiald poate revolutiona conservarea patrimoniului, oferind
mijloace mai eficiente de documentare, restaurare si implicare a publicului. Turismul virtual
si povestirea digitald pot extinde accesul la patrimoniul cultural, in special pentru siturile
izolate sau amenintate.

In concluzie, promovarea si conservarea patrimoniului cultural necesitd o abordare
colaborativa si interdisciplinard, care sd integreze sustenabilitatea financiara, avansurile
tehnologice si participarea activd a comunitatilor. Prin abordarea acestor provocari si
valorificarea oportunitatilor emergente, patrimoniul cultural poate fi protejat pentru
generatiile viitoare, pdstrandu-si rolul esential in identitate, educatie si dezvoltare socio-
economica.

Cuvinte-cheie: patrimoniu cultural, digitalizare, impact socio-economic, identitate nationald,
conservare durabila
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Circulatia creatiilor folclorice pe cale orald a conditionat aparitia diferitor variante, care se
disting prin anumite elemente particulare proiectate in linia melodica, structura ritmicd,
arhitectonicd, continutul poetic, versificatie s.a. In prezent interpretarea scenicd, transmiterea prin
intermediul mijloacelor media, interpretarea productiilor folclorice de catre cantareti consacrati sau
amatori, instruiti de un conducdtor avizat in domeniu, au determinat promovarea, in mare parte, a
unei singure variante a unui cantec popular/folcloric. Totusi, si in aceste conditii noi de existentd a
produsului folcloric, diferiti interpreti prezinta versiunea interpretativd proprie, care, in final, poate
duce la crearea variantelor, asemenea procesului specific mediului firesc, traditional de viata a
folclorului muzical.

Cuvinte-cheie: cdntec folcloric, interpretare, mediu traditional, context scenic,
Contemporaneitate

The oral circulation of folkloric creations has conditioned the emergence of different variants,
which are distinguished by certain particular elements projected in the melodic line, rhythmic,
architectural structure, poetic content, versification, etc. Currently, the stage performance,
transmission through the media, interpretation of folkloric productions by established or amateur
singers, trained by an experienced leader in the field, have determined the promotion, for the most
part, of a single variant of a popular/folk song. However, even in these new conditions of existence of
the folkloric product, different performers present their own interpretative version, which, in the end,
can lead to the creation of variants, similar to the process specific to the natural environment,
traditional to the life of musical folklore.

Keywords: folk song, interpretation, traditional environment, scenic context, contemporaneity
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Introducere

Folclorul muzical se distinge printr-o serie de trasaturi specifice precum: sincretismul,
transmiterea pe cale orald, plurifunctionalitatea, circularea in variante, caracterul colectiv-
individual s.a. In raportul colectiv-individual, care se manifestd, in special, in procesul de
creatie a productiilor folclorice, aceste trasaturi au contribuit la aparitia variantelor atat sub
aspect morfologic cat si interpretativ, o particularitate distinctd fiind improvizatia. Aceasta
este prezenta atdt in creatiile cu forma deschisa, precum doina, balada, cat si cu forma fixa.
Totodata, transmiterea pe cale orald, interpretarea unuia si aceluiasi cantec in diferite contexte
social-culturale, perioade de timp si de diferiti colportori faciliteaza latura improvizatorica in
arhitectonica unei productii folclorice. Ca urmare, structura formei de ansamblu a creatiei
muzical-folclorice poate sa se modifice sub influenta abordarii interpretative.

Piesa lese lelea din bordei este un cantec, propriu-zis, de gluma, o creatie non-rituala,
ce apartine genului liric al folclorului muzical. Reiesind din structura muzical-poetica si din
numarul limitat de variante, putem admite cd acest cantec reprezinta stratul nou al
repertoriului vocal folcloric. Muzicologul Vasile Chiselitd remarci: ,,Intr-o etapa ulterioara,
cuprinsa de perioada interbelicd, procesul de inovare se va extinde, In special, asupra
repertoriului vocal din Basarabia (...). Astfel, in structura genurilor muzicii populare taranesti
din Basarabia vor fi asimilate, rdnd pe rand, cu o intensitate si frecventa variabile regional,
sase categorii sau specii principale de cantec popular nou, in mare parte, venind din Vechiul
Regat, printre care: 1 — cantecul ostasesc in ritm masurat; 2 — cantecul de recruti; 3 — cantecul
liric nou, ,,conventional folcloric”; 4 — cantecul teatral, cupletul si refrenul de revista, creatii
cu un pronuntat caracter social, satiric si umoristic, asimilate In popor sub eticheta de ,,cantec
de gluma”; 5 — romanta nationald, un gen foarte prolific, incepand din a doua jumatate a
secolului al XIX-lea (...); 6 - cantecul popular in prelucrare corala (...)” [1 p.24].” Cantecul
lese lelea din bordei poate fi incadrat in categoria a patra din clasificarea propusd de
cercetitor. In prezent acest cantec se bucurd de popularitate nu numai printre interpretii
consacrati de folclor, dar si printre amatori sau diferite ansambluri etnofolclorice. Subliniem

st faptul cd el este interpretat si de variate categorii de varsta: de la copii la persoane in etate.

Particularitati structurale

Lucrarea lese lelea din bordei este inclusa in colectia de folclor muzical Doine,
cantece, jocuri de Gleb Ciaicovschi-Meresanu, editata in anul 1972 (inf. Maria Popescu, s.
Cenac, r. Cimislia, a.n.1929) [2 p. 94] (Exemplul 1)

Exemplul 1
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107. Iese lelea din bordei

Cules in Cenac, Cimislia, 1945
Inf. Maria Popescu (voce), n. 1929. Fond. CRCP

[
| Py 1 i |
—K—”—E—F—p—n—#—l—ﬂ—#—r—H‘—n—p—F  — a— o |
[ fan) /B W] 1] 1] 11/ 1] 1 1/ W] W] ! | I 1] & DI |
\'JU =x T y VV y r 'V ! | 4 V 'II lrl IIVJ y bk i |
le -se le-lea din bor - dei, C-o oa-la de fre - ca - tei,
[ AN i N & \ AN N N
P’ A 1 I\; N L}- I'\' I\ I\i N_N_N i |
AN17A | 11 W l/’ 1) 1] = y[ b L1 l) l: 1]
D) yr Y Y v r Y Y
La, la, la, la, la, la, la,la, la, La, la, la, la, la, la, la, la.

lese lelea din bordei
C-0 oala de frecatei,
Ca sa deie la catei

Sa nu latre la flacai.

Refren:
Lalalalala...

Sa vii, bade, mdne sara
C-am sa las o rata-afara.
Eu voi prinde-a o cata

Tu ma-i prinde-a saruta.
Eu m-oi face a o prinde,
Tu pe mine ma-i cuprinde.

Refren

Fata mamei gospodina
Spala lana-o saptamdna,
Cand o dat la scarmanat,
Puii tofi i-o incurcat.

Refren

Cati pui sunt la o gaina —
Toti cu pantaloni de lana,
Cati puisori sunt la o curca —
Toti au pus ldna in furca.

Refren

Pe trei sute de fuioare,

Ce le-am pus pe policioare.
Bat-o vina, mata chioara
Le-a dat intr-o donicioara,
Le-a dat intr-o donicioara
Si le-am dat cu zoi afara.

Pai, asta-noapte n-am dormit,
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Fundul casei mi-am lipit.
Incd-0 noapte n-am sd dorm
Si am sa lipesc la horn,

Ca ma rad femeile,

Ca se vad nuielele.

Refren

Structura arhitectonici este de tip stroficd, cu refren onomatopeic. In versiunea editati
de Gleb Ciaicovschi-Meresanu gruparea versurilor in strofa muzical-poetica presupune
repetarea de doud ori a cate doud versuri. In cazul dat, strofa muzical-poetica este urmatoarea:

melodia: A+ B + A + B +refren (la, la, la...);
versul: A+ B+ A+ B +refren (la, la, la...).

Tiparul versului este octosilabic, cu ambele forme: acatalectica si catalectica. Textul
poetic are o structurd simpla, elemente lexicale si fenomene specifice versului popular cantat
nu se intdlnesc. Melodia are un profil ondulator, care se desfisoara in ambitusul de sexta. In
sistemul sonor se suprapun doua straturi: un substrat modal de tip pentatonic de mod I si unul
tonal — major natural. Sistemul ritmic, la fel, imbina giusto-silabicul cu sistemul divizionar.
Atat ambitusul restrans cat si substratul pentatonic indica spre originea premodernd a
melodiei, preluata si adaptata ulterior unui text de gluma cu tenta teatrala.

Vom analiza in continuare forma muzical-poetica a citorva versiuni interpretative ale

cantecului lese lelea din bordei.

Versiunea lui Gheorghe Esanu (1927-1996). Inregistrarea este de prin anii 1970.
Gheorghe Esanu este considerat primul interpret, care a executat versiunea scenica si a facut
inregistrarea radio a cantecului popular lese lelea din bordei [3]. Maniera de interpretare se
deosebeste prin calitatea sunetului vocal unic, in lucrarea data — sobru, la inceput non-vibrato.
Vocea lui Gheorghe Esanu este de tip semi-academic. Se stie ca un timp a activat in Capela
Corala Doina, ceea ce i-a cizelat vocea in maniera academicd, fiind simtitd impostarea
acesteia. A fost posesor al unei voci lirice de bariton, cu o tinutd scenica impecabild, pe care o
putem urmadri si in executia cantecului pe care il analizdm. Imaginea interpretativd emana
naturalete si inteligenta, iar vocea, cu timbru moale si placut, rdsuna usor si liber.

Articulatia, la fel, este una semi-academica, cu rotunjirea aparatului interpretativ
impostat. Executia propriu-zisd a cantecului incepe odatd cu acompaniamentul instrumental,
fara introducere orchestrald, in tempo rar — moderato, care de la strofa la strofa se accelereaza
spre allegro. Prin linia melodica Gheorghe Esanu exprima un subtil spirit ludic, un artistism

actoricesc, care asigura crearea diferitor stiri emotionale — de la seriozitate la momentul
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satiric. Punctul culminant in dramaturgia interpretativa a cantecului il reprezinta refrenul, care
este redat ca o continuare a continutului strofei respective, la inceput rezervat, in tempo
moderato, dar anume de la refren incepe accelerarea tempoului. Acompaniamentul
instrumental aminteste de o orchestra camerald academica. Ca interludii se intercaleaza pasaje
ce amintesc de o dezvoltare simfonica, si nu de fragmente de acompaniament in stil popular.
Macro-forma céantecului in versiunea interpretativa a lui Gheorghe Esanu contine trei dintre
strofele textului indicat anterior, la care adauga texte poetice cu continut de dragoste, dar care
se integreazd in atmosfera generald plina de umor a cantecului lese lelea din bordei
(Exemplul 2).
Exemplul 2

Noaptea, cand rasare luna,
Ma pornii §i eu la una,

Ma pornii si eu la una,
Cum se duce toata lumea.

Refren:
Lalalalala...

Cand am dat sa sar parlazul,
Mi-au rupt cdinii si nadragii.
Eu, de frica si rusine,

Am sarit fuga-n gradina.

Refren

Da’ gradina cu urzici —
Mi-am facut pielea besici.
Cand am dat la sarutat,
Mu puteam de scarpinat.

Refren

Cdnd o data-o sarutam,
De trei ori ma scarpinam.
Eu, de rau si de necaz,
Nu mai sar peste parlaz.

Refren

Deci, macro-forma in versiunea interpretativa a lui Gheorghe Esanu constituie sapte
strofe muzical-poetice cu refren, dupa fiecare doua strofe este un interludiu instrumental, iar
incheierea constituie o repetare a refrenului.

Versiunea Zinaidei Bolboceanu (a.n. 1958). Interpretarea Zinaidei Bolboceanu este

autentic populard din toate punctele de vedere: vocalitate si prezentd scenicd. Prima
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interpretare scenica a avut loc in anul 1989. Tot 1n acest an Zinaida Bolboceanu inregistreaza
cantecul lese lelea din bordei cu Orchestra de muzica populara a regretatului maestru Mihai
Amihalachioaie [4]. Zinaida Bolboceanu are o voce expresiva de mezzo-soprana, exploatand
in executia cantecului toate nuantele ei, modeland-o in functie de continutul muzical-poetic.

In aceasta versiune interpretativa orchestra face o introducere bazati pe melodia
refrenului, executata in tempo rapid. Intrarea cantaretei creeaza un contrast expresiv, deoarece
tempoul, la fel ca si in versiunea lui Gheorghe Esanu, este rar, iar executia vocala este asezata
parca pe niste repere imaginare. Cantareata infrumuseteaza intrarea vocald cu o anacruza de
sprijin tipica versului popular cantat — pai. De la strofa a doua tempoul treptat este accelerat,
iar de la a treia strofd devine extrem de rapid — vivace, ca sa finalizeze pe un presto. Pe
ritorneld interpreta executd un sir de onomatopee de tip chiuit (strigat ascutit, puternic — de
diferitd duratd), ceea ce creeaza o teatralitate aparte, iar in vocalitate se aud subtile lovituri de
glotd — un procedeu de executie specific folclorului muzical vocal. De asemenea, Zinaida
Bolboceanu utilizeaza cu finete nuantele dinamice, chiar daca este un cantec de gluma si se
executd in tempo rapid. Textul poetic cantat de Zinaida Bolboceanu nu se deosebeste
substantial de cel din colectia Iui Gleb Ceaicovschi-Meresanu. Asadar, macro-forma in
versiunea interpretativa a Zinaidei Bolboceanu este: introducere instrumentala, construitd pe
dubla trasare a refrenului, urmata de o succesiune a doua céte doua strofe muzical-poetice, cu

refren si interludiu instrumental intre ele.

Versiunea Stelei Botez (a.n. 1989). O versiune interpretativa aparte a cantecului lese
lelea din bordei ne ofera Stela Botez, fiind sustinuta instrumental doar de cobza, la care canta
insasi interpreta [5]. Acest fapt scoate in evidenta toate unduirile vocii si elementele de
expresivitate vocala folosite de Stela Botez, dar si o libertate in tratarea formei. Fiind
discipola Zinaidei Bolboceanu, vom constata scoala vocald a mentorului sdu si unele
momente legate de executia vocald. Vocea catifelata si caldd a Stelei Botez, care aplica subtil
diferite ornamente, confera cantecului o desfasurare linistita a discursului muzical, iar lipsa
oscilarilor de tempo si dinamica subliniaza aceastd imagine interpretativa. Doar spre sfarsitul
cantecului se produce o mica dinamizare prin folosirea procedeului de glissando si ultimul
refren se repetd de doud ori Intr-un tempo, apoi incd de doua ori mai rapid. La Stela Botez
observam o altd abordare nu numai a formei cantecului de gluma, dar si a transmiterii
mesajului. Interpreta danseaza, chiuie, apropiind aceastd variantd interpretativa a cantecului
lese lelea din bordei de cantecul de joc. Textul poetic nu este executat integral. Sunt preluate
doar versurile primelor doua strofe, sectionate in cateva parti fiecare, din care au rezultat cinci

strofe muzical-poetice, interpretate fara interludii instrumentale. Introducerea la cobza este
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axata pe formule de acompaniament specific instrumentului. In versiunea data observam

prevalarea executiei vocale, care dicteaza si arhitectonica de ansamblu a cantecului.

Versiunea ansamblului folcloric de copii Pdpadie, conducator artistic Svetlana
Titica [6]. In aceastd versiune interpretativi observam pastrarea traditiei folclorice de
executie in grup. Este stiut faptul ca in mediul traditional cantecul liric propriu-zis se
interpreta predominant in grup. Mentiondm o macro-arhitectonica a executiei uniforma, din
punct de vedere dinamic si a tempoului, fard interludii instrumentale, iar acompaniamentul,
filnd o imitare a instrumentelor populare la orgd electrica, creeaza un fundal armonic.
Interpretarea vocala reda, in mare parte, specificul executiei folclorice, utilizandu-se artificii
vocale de tipul scurtelor alunecari de voce sau marcarea accentuatd a sunetelor din acut.
Textul poetic se axeaza pe strofele 1-4, ca urmare, macro-forma este bazatd integral pe

interpretarea succesiva a strofelor muzical-poetice.

Concluzii

Asadar, in diferite versiuni interpretative ale cantecului popular de gluma lese lelea
din bordei constatam tendinta de a crea o imagine teatralizata proprie si redarea continutului
tematic in mod individual prin folosirea particularititilor vocale proprii fiecarui interpret.
Totodata, specificul circulatiei folclorice denota posibilitatea selectarii sau chiar compildrii de
text poetic pentru a sublinia si a personaliza acest cantec, ceea ce duce la o tratare cvasi-libera

atat a micro-formei — ne referim la strofa muzical-poetica, cat si a macro-formei.
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Falsetto is a unique vocal register that occupies a special place in contemporary musical
practice. Today, falsetto is an integral tool both in pop singing, where it is used to create expressive
dynamic effects, expand the vocal range, and convey emotional nuances. In this article, a detailed
analysis is conducted on the history of the emergence of falsetto, the physiological features of its
production in both men and women, the methodological knowledge and pedagogical techniques aimed
at achieving a high level of performance technique, as well as the practical application of this
technique in contemporary genres. Special attention is paid to the integration of traditional methods
with innovative technologies to perfect vocal mastery.

Keywords: singing, falsetto, popular music, vocal technique, vocal register, yodeling

Falsetto este un registru vocal unic care ocupa un loc special in practica muzicald
contemporand. Astazi, falsetul este un instrument integral atat in cdntecul de muzica pop, unde este
folosit pentru a crea efecte dinamice expresive, pentru a extinde gama vocala si pentru a transmite
nuante emotionale. In acest articol, se realizeazd o analizd detaliatd a istoriei aparitiei falsetului, a
caracteristicilor fiziologice ale producerii acestuia atdt la barbati, cdt si la femei, a cunostintelor
metodice §i a tehnicilor pedagogice menite sa atinga un nivel inalt al tehnicii de interpretare, precum
si a aplicarii practice a acestei tehnici in genurile muzicii contemporane. O atentie deosebita este
acordata integrarii metodelor traditionale cu tehnologiile inovatoare pentru perfectionarea mdiestriei
vocale.

Cuvinte-cheie: canto, falsetto, muzica pop, tehnica vocala, registru vocal, yodeling

Introduction

Falsetto is a unique vocal register that occupies a special place in contemporary
musical practice. Its use, which dates back to the Italian tradition of the 16" century, has
undergone significant changes under the influence of aesthetic, physiological, and
technological factors. Today, falsetto is an integral tool both in pop singing, where it is used
to create expressive dynamic effects, expand the vocal range, and convey emotional nuances.
In this article, a detailed analysis is conducted on the history of the emergence of falsetto, the
physiological features of its production, in both men and women, the methodological
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knowledge and pedagogical techniques aimed at achieving a high level of performance
technique, as well as the practical application of this technique in contemporary genres.
Special attention is paid to the integration of traditional methods with innovative technologies
to perfect vocal mastery.

The Emergence and Evolution of Falsetto

The origins of falsetto date back to the Renaissance in Italy, where the term “falsetto”
(derived from the Italian falso— false) was first used to denote the upper, “head” register of the
male voice. Initially, this technique was applied for performing high parts in church music,
where a special lightness of sound was required to convey a religious mood [1, p.896].
Already in the 17"century, in Italian and Lutheran church choirs, falsetto acquired the status
of an essential means for delivering high melodic lines, especially when alto parts were
entrusted to performers capable of working in this register. The Barogue era was marked by
the unique practice of castrating boys in order to preserve their childlike vocal qualities. These
performers, possessing soprano, mezzo-soprano, or contralto ranges, set the standard of purity
and precision of sound, which later became the model for the development of falsetto
technique [2, p.12]. However, with the change of aesthetic priorities in the transitional period
from opera seria to opera buffa, there arose a need for performers who could provide a
unified and powerful sound without the need for surgical intervention. Falsetto singers, as
bearers of the “real” voice, began to replace castrati, which became an important stage in the
evolution of vocal art [3]. This process reflects not only a technical transformation but also
profound socio-cultural changes associated with the abandonment of the brutal practices of
the past and the search for new methods to achieve high vocal results.

The modern use of falsetto in pop singing is based on the integration of historical
traditions with new pedagogical approaches. The development of recording technologies,
sound analysis, and digital processing has made it possible to reproduce and enhance the
nuances of falsetto sound, making it one of the key means of expression in the modern music
industry. Thus, the historical dynamics of the development of falsetto reflect a constant
striving for the perfection of performance technique, adaptation to new genre requirements,

and cultural contexts.

Physiological Features of Falsetto Sound Production
The human voice is formed by the complex interaction of the vocal folds, the
respiratory system, and the resonators. In the chest register, the vocal folds vibrate entirely,

which provides a rich sound with a full overtone structure. When transitioning to falsetto, a
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significant change occurs: the vibration is limited only to the thin membranous edges of the
vocal folds. The incomplete closure of the folds creates a narrow spindle-shaped gap through
which the air passes, forming a soft, “head” sound with a reduced number of overtones. This
acoustic feature allows for reaching high notes without excessive strain [4, p.149].

For the male voice, a sharper and more noticeable transition between the chest register
and falsetto is characteristic. This is due to the anatomical features of the male larynx, where
the break between the registers is more pronounced, allowing for the creation of bright
dynamic contrasts and accentuating emotional peaks in performance. In contrast, the female
voice is marked by a smoother transition between registers. The anatomy of the female vocal
folds contributes to a more gradual change in timbre, which makes the falsetto less dramatic,
yet extremely refined and airy. This difference requires an individualized approach in
pedagogy: men need to work on sharp transitions and articulation, whereas women should
strive to preserve the integrity of the sound and balance between register boundaries.

Modern research, conducted using high-precision optical methods and digital analysis,
allows for observing the distribution of vibratory modes of the vocal folds during the
transition to falsetto. These studies confirm that the limited vibration of the peripheral zones
of the folds leads to a change in the spectral density of the sound, which directly affects the
perception of timbre. The objective data obtained as a result of acoustic analysis serve as the
basis for developing new methodological recommendations aimed at optimizing vocal
training and protecting the vocal apparatus from strain.

The transition from the chest register to falsetto requires systematic work on
controlling breathing, articulation, and muscular tension. The methodology is based on the use
of exercises aimed at recognizing the “break zone,” where the singer feels the difference
between the full support of the chest sound and the lightness of falsetto performance. A
classical exercise is the performance of vowel sounds (for example, “a” and “i”’) with a
transition over an octave, which helps to identify and consolidate the zone of register change
[1, p. 361]. Such exercises require a slow and gradual increase in amplitude and precise
control over breathing, which is especially important for pop vocalists.

Another effective method is the use of exercises with syllabic combinations, where the
lower register is associated with the syllable “yo” and the upper register with the syllable “di.”
This method allows for focusing on the transitional segment and minimizing the abruptness of
the timbre change. In some cases, the technique integrates an element of yodeling — a
traditional technique that originated from the folk traditions of the Alps. Yodeling,
characterized by a sharp and quick switching between registers, contributes to the

development of vocal fold flexibility and allows for achieving unexpected dynamic effects.
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Despite its apparent abruptness, yodeling requires precise coordination and a deep
understanding of physiological processes, which makes it an indispensable tool in the arsenal
of the teacher of popular-jazz singing [5].

Modern technologies significantly expand the possibilities for analyzing and
correcting the vocal technique. The use of specialized programs for spectral analysis, high-
quality microphones, and visual feedback systems allows the vocalist to monitor sound
changes in real time, correct erroneous transitions, and optimize the training process. Such an
integrated approach reduces the risk of vocal fold strain, enables faster achievement of the
desired effect, and provides an objective evaluation of progress. These technologies are
especially important when teaching falsetto technique, where even minor deviations can
significantly affect the final sound.

Since male and female voices have different anatomy and physiology, the
methodology for teaching falsetto technique must be adapted to the individual characteristics
of the performer. For men, special attention is paid to developing the sharpness and clarity of
the transition between registers, as well as working on articulation control to maintain
dynamic expression. For female vocalists, in contrast, it is necessary to focus on the
smoothness of transitions, the preservation of airiness, and the integrity of the sound. The
individualized approach includes the development of personalized training programs, the use

of specialized exercises, and constant monitoring of results using digital analysis methods.

Falsetto as an Expressive Tool in Pop Compositions

Falsetto has long become an integral part of the modern pop repertoire. Bands and
soloists use this register to create characteristic sound effects, highlight emotional moments,
and expand the performance range. In the composition Night Fever by the musical group Bee
Gees, for example, falsetto parts create a sense of lightness and airiness, becoming an
important component of the overall harmonic structure [6]. Analysis of such works shows that
the skillful use of falsetto allows for achieving a high level of dynamic variability, which is a
key element in creating a memorable sound.

Michael Jackson is a striking example of using falsetto to enhance emotional
expression. In his composition Billie Jean, a combination of neutral and expressive falsetto
allows for the creation of deep dynamic contrasts and the emphasis of dramatic moments in
interpretation. The analysis of the performance demonstrates how a consistent and clear
alternation of registers can serve as a means of forming a unique vocal signature. Other
contemporary performers, such as Justin Timberlake and Sam Smith, also actively use falsetto

to create subtle nuances and enhance the emotional coloring of the composition. Their work
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demonstrates that the application of falsetto can be integrated both in solo performance and in
backing vocal parts, providing a rich palette of sound effects and enabling the creation of
works with a high degree of emotional engagement.

In the genres of popular music, the falsetto technique acquires a particular
expressiveness. The use of falsetto not only allows for varying volume and timbre, but also
for creating unexpected harmonic turns, which is an important aspect of jazz interpretation. In
such genres, the falsetto technique is closely linked with the idea of personal interpretation,
where every nuance of performance becomes an element of artistic expression and technical
mastery is the basis of emotional persuasion.

Modern musical practice demonstrates the blurring of genre boundaries, as falsetto is
used in combination with elements of styles such as R&B, soul, pop-funk, and even country.
In the song She Will Be Loved by the pop band Maroon 5, a smooth transition is observed
between the natural voice and falsetto, which provides a harmonious sound without abrupt
timbre changes. Such a synthesis allows for creating new stylistic solutions where traditional
techniques and modern technologies work in tandem, ensuring deep emotional and aesthetic
richness of the composition.

Conclusions

1. The historical dynamics of the development of falsetto demonstrate how aesthetic and
social changes influence the formation of vocal performance norms. From the first
mentions in Italian choirs to the abandonment of castrato singing, the evolution of falsetto
reflects the striving for more human and technologically advanced methods to achieve
high vocal results. The technical features — limited vibration of the vocal folds, specific
distribution of overtones, and features of the spectral composition — have become the
basic parameters that not only allow for the expansion of range but also create new
expressive possibilities.

2. Modern research confirms that the physiological mechanisms underlying falsetto singing
enable vocalists to reach high notes with minimal strain. The psycho-physiological
reactions accompanying the use of falsetto include an increased heart rate, changes in
breathing rhythm, and hormonal fluctuations, which affect both the performer’s emotional
state and the listeners’ perception. These data serve as the basis for developing new
teaching methods aimed at optimizing the rehearsal process and protecting the vocal
apparatus.

3. Effective mastering of falsetto requires a comprehensive approach in which the

pedagogical methodology combines physical preparation, psychological tuning, and the
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use of modern digital technologies. An interdisciplinary analysis that integrates acoustic,
physiological and psychological approaches makes it possible to create objective
methodical recommendations that contribute to the development of individual vocal
mastery. Such an approach not only preserves the health of the vocal folds but also
stimulates the creative development of the performer through precise and detailed work on
each sonic nuance.

4. The application of digital technologies and sound analysis programs has become a
revolutionary step in the study of vocal technique. Visual feedback systems allow the
vocalist to monitor spectral changes in real time, which contributes to the rapid detection
and correction of performance errors. This method significantly reduces the time required
to achieve a stable falsetto sound, as well as minimizes the risk of professional injuries,
ensuring a safe and effective training process.

5. Future research should be directed at creating objective criteria for assessing vocal
mastery based on digital sound analysis and physiological indicators. It is important to
develop a set of exercises adapted for various types of voices, taking into account the
individual features of male and female performers. New methodological recommendations
should include not only classical exercises but also innovative techniques that allow the

use of modern technologies for controlling and correcting vocal performance.
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In lucrarea datd se propune o analizd tehnico-interpretativi a ,,Concertului Nr. 1 pentru
trombon si pian” de Oleg Negruta, compus in anul 1987. In centrul studiului se afld investigarea
structurii formei muzicale, identificarea influentelor stilistice, in special, a elementelor de jazz,
precum si evidentierea dificultatilor tehnice s§i expresive specifice interpretarii trombonului.
Concertul, desi este conceput intr-o formda monopartitd, integreaza elemente ale formei de sonata i
un episod lent, sugerdnd o arhitectura tripartita de tip traditional. Analiza pune accent pe aspecte
precum ambusura, tehnica legato, controlul culisei, dar si pe rolul respiratiei interpretative, toate
acestea fiind esentiale pentru o redare fidela si expresiva a lucrarii. Studiul contribuie la intelegerea
complexitatii creatiei lui Oleg Negruta si ofera recomandari utile interpretilor care abordeaza
repertoriul contemporan pentru trombon.

Cuvinte-cheie: Oleg Negruta, concert, trombon, interpretare, intonatie, formd de sonatd

This paper presents a technical and interpretative analysis of Concerto No. 1 for Trombone
and Piano by Oleg Negruta, composed in 1987. The study focuses on the formal structure of the work,
the stylistic influences, especially, jazz elements, and the specific technical and expressive challenges
involved in trombone performance. Although conceived as a single-movement composition, the
concerto incorporates features of the sonata form and a slow episode, creating the impression of a
traditional three-part structure. The analysis emphasizes aspects such as embouchure control, legato
articulation, slide technique, and interpretative breathing, all of which are crucial to an expressive
and accurate performance. This study contributes to a deeper understanding of Oleg Negruta’s
compositional language and offers practical insights for performers approaching contemporary
trombone repertoire.

Keywords: Oleg Negruta, concerto, trombon, interpretation, intonation, sonata_form

Introducere

Compozitorul Oleg Negruta ocupa un loc distinct in peisajul muzicii contemporane
din Republica Moldova, fiind cunoscut pentru modul original in care reuseste sa imbine
elementele traditiei muzicale nationale cu influente din muzica clasica occidentala si din jazz.
Printre lucrarile sale remarcabile Concertul nr. 1 pentru trombon si pian Se distinge prin
complexitatea sa formala, caracterul expresiv profund si provocarile tehnico-interpretative pe
care le pune in fata interpretilor. Compusd in anul 1987, lucrarea oferd o demonstratie
elocventa a modului In care pot fi valorificate resursele expresive ale trombonului intr-un
discurs muzical coerent si modern. Scopul acestui studiu este de a realiza o analiza detaliatd a
structurii si mijloacelor componistice utilizate, cu accent pe dificultdtile tehnice si expresive
intalnite in interpretare, oferind, totodatd, o serie de sugestii practice pentru interpreti.
Cercetarea isi propune sd contribuie la 0 mai buna intelegere a stilului componistic al lui Oleg
Negruta si la promovarea repertoriului contemporan pentru trombon in randul interpretilor si

pedagogilor.
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Structura, stil si dificultati interpretative in Concertul nr. 1 pentru trombon si pian

Prin fiecare compozitie instrumentald Oleg Negruta evidentiazd abilitatea sa de a
intelege si de a pune 1n valoare atat elementele tehnice cat si cele expresive ale instrumentelor
de suflat, intruchipand o colaborare sublima intre compozitor si interpret, ce exploreaza in
profunzime toate aspectele tehnice si artistice ale instrumentelor de suflat. Interesul
muzicologilor, interpretilor si, totodatd, a publicului fatd de creatia compozitorului se
datoreaza sintezei stilurilor componistice actuale — national, clasic si jazz, ceea ce ne-a
determinat sa analizam mai aprofundat Concertul nr. / pentru trombon si pian, compus in
anul 1987,

Concertul nr. 1 este monopartit, insa, datorita utilizarii formei de sonata cu episod lent
in tratare, creeaza iluzia unei forme traditionale tripartite, in care se randuieste principiul

contrastului rapid — lent — rapid (Allegro Moderato — Andante — Allegro Moderato).

Intr TP Punt | T.S | Tratar Ca(;enz Episo | Repriz | Repriz | Cadenz Coda
0 T ea e | dlent | aT.P. | aT.S. all
1-8 1919 5 lc6] c10| .23 | 26| c31 | c.37 | c4a0 | ca1
mm. | mm.
B- | B- Es- g-
dur | dur | dur B B moll B-dur | B-dur B B-dur

Creatia incepe cu o introducere (&) in partida trombonului, ce dureaza 8 masuri, in care
este prezentat leitmotivul Intregii creatii, deoarece acesta va fi variat in diverse moduri pe
parcursul intregii creatii. Tonalitatea de baza este B-dur, insa este bine de mentionat in acest
moment despre predilectia compozitorului catre jazz, intrucat deja in aceste 8 masuri este
prezent jazz-ul: intervale micsorate/marite, cromatizare intensa, accente ritmice specifice jazz-

ului.

Allegro Moderato
P . =

L
f energico risoluto

Fig. 1. Negruta O. Concertul nr. 1 pentru trombon i pian

Un moment important In procesul executarii fragmentului mentionat se referd la mas.
3, unde solistul va mentine o pozitie identica a ambusurii la ambele sunete — d*, f. De
asemenea, este absolut necesar respectarea valorilor notelor, in special, in cadrul sincopelor,
din mas. 4 si mas. 6, unde am putea admite anumite inexactitati metro-ritmice. Totodatd, un
moment dificil reprezintd interpretarea pasajului din mas. 5, unde cvartoletele de

saisprezecimi, indicate cu articulatia legato, reprezintd o adevarata provocare pentru interpreti.
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In acest sens, autorul recomandd urmdtoarele exercitii pentru dezvoltarea ambusurii cu
executarea articulatiei legato, in diferite registre si nuante dinamice propuse de A. Mileaev in

lucrarea Paszeumue mexnuueckux Hagvikos uepvl ha mpomoone [1 p. 32].

2l

Fig. 2. Negruta O. Concertul nr. 1 pentru trombon i pian

Ulterior, materialul este preluat de partida pianului (b), acest moment indicand aparitia
temei principale. In partida pianului sunarea devine mai ferma, fiindci se trece de la f la sf, si
linia melodicd, pe langa faptul cd este dublatd In ambele maini, este si variatd ritmic,

evidentiindu-se mai multe elemente ale jazz-ului.
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Fig. 3. Negruta O. Concertul nr. 1 peiztru trombon §i pian

Prima variere a temei initiale (al) incepe la cifra 1, aici fiind prima suprapunere a
trombonului si pianului. Din punct de vedere a liniei melodice, punctele de reper provin din
sectiunea @, in partida trombonului. Pianului ii revine rolul de acompaniament, dar intr-un
mod nou. Ritmul de optimi si saisprezecimi este Inlocuit cu triolete, fapt ce intensifica si mai

mult instabilitatea ritmica (aspect specific pentru jazz).
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Fig. 4. Negruta O. Concertul nr. 1 pentru trombon si pian, cifra 1
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In cadrul fragmentului mentionat, pe langa pasajele similare cu cele analizate mai sus,
se Intalnesc si alte dificultéti, cum ar fi cele din mas. 25-27, care se caracterizeaza prin sarituri
mari de la d* pani la as', in registrul acut al instrumentului, in interpretarea caruia pot aparea
diverse rupturi de sunet, inexactitdti intonationale etc. Pentru interpretarea reusitd a
fragmentului mentionat este necesar ca respiratia interpretativda sa fie mai concentrata,
coordonatd cu schimbiérile de ambusura si pozitia culisei. In acest context, cercetitorul rus
V. Sumerkin afirma: ,,Trecerea de la sunetele unui registru la sunetele altuia trebuie s se
realizeze in functie de directia fluxului de aer, indreptat spre diferite parti ale mustiucului, sub
diferite unghiuri, avand in vedere modificarile pozitiilor buzelor si dintilor. De aceea, pentru
trombonisti ar trebui sa devind o reguld ca trecerea de la un registru la altul sa nu se bazeze pe
pozitia mustiucului, ci pe flexibilitatea ambusurii” [2 p. 78].

A doua variere a temei (a2) se aseamana, din punct de vedere ritmic, cu al, insa linia
melodica a trombonului trece cu o octava mai jos. Vorbind de tonalitate, putem spune, cu
certitudine, ca granitele tonalitatii de baza (B-dur) sunt sterse, intrucdt sunt numeroase
inflexiuni catre tonalitati inrudite — d-moll, Es-dur, F-dur, g-moll etc.

Autorul prezentului studiu subliniazd importanta evidentierii caracterului festiv al
liniei melodice, sugerand ca acest aspect ar trebui sa fie accentuat prin tratarea si interpretarea
corectd a mijloacelor de expresie necesare pentru a transmite atmosfera vibranta si plind de
energie a fragmentului mentionat. In acest sens, este absolut important ca interpretul si
respecte si sd execute corect indicatiile din textul notografic, in special, articulatiile si
indicatiile de tempo, pentru a reda caracterul energic al creatiei.

Legatura dintre grupul tematic principal si secundar se face prin punte, care are rolul
de a modula din tonalitatea de baza in tonalitatea secundara, in cazul nostru — Es-dur. Puntea
(cifra 5) este doar in partida pianului si continua linia ritmicd a materialului sectiunii a,

folosind accente pe timpi secundari, sincope, sunete tinute peste bara de masura etc.
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Fig. 5. Negruta O. Concertul nr. 1 pentru trombon si pian, cifra5

ol

Tema secundari (cifra 6, C) are o sonoritate ce izvordste din folclorul popular. Insa
ramane aceeasi Imbinare cu elementele jazz-ului ca si in temele precedente. Accentele ritmice
pe timpi secundari si sincopele peste bara de masura devin ca leit-ritmuri ale intregii creatii.
Tema secundard, insd, nu este atdt de bogata in salturi mari si contine mai putine figuratii
ritmice, respectiv, putem spune ca este mai laconica decat grupul tematic principal. Partida

pianului, la fel, nu este atat de dinamizata precum in temele anterioare.
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Fig. 6._Negru;a O. Concertul nr. I pentru trombon ksipianicifra 6

Avand in vedere registrul acut in care este expusd linia melodica, se evidentiaza
urmatoarele probleme de ordin intonational, cum ar fi in mas. 59, sunetul f*. In incercarea de a
emite acest sunet, interpretul poate risca supraincordarea ambusurii, contribuind astfel la
distorsionarea intonatiei sunetului. Trombonistul rus Victor Sumerkin opineaza: ,,Distanta
dintre pozitiile culisei trombonului nu se fixeazd mecanic, ca la instrumentele cu ventile, dar
cu aproximatie. In urma activititii sale practice, muzicianul isi formeaza o perceptie proprie a
distantei necesare, la care trebuie si se pozitioneze culisa” [2 p. 40]. In acest context,
mentionam importanta esentiald a auzului muzical, deoarece acesta ii ajutd pe interpreti sa
determine corectitudinea pozitiei si intonatiei sunetului emis.

Varierea temei secundare (cifra 9, c1) suna deja in partida pianului, insa este figurata

ritmic, Intrucat in mana stanga sunt arpegii cu durate de optimi, care suna continuu.
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Fig. 7. Negruta O. Concertul nr. 1 pentru trombon si pian, cifra 9

Cu a doua variere a temei secundare (cifra 10, c2) incepe tratarea in forma de sonata a
concertului dat. Insd, daca c1 a fost mai variat ritmic, atunci c2 este variat armonic, tema fiind

cromatizata intens, intr-un registru amplu, suprapus si cu partida trombonului.
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Fig. 8. Negruta O. Concertul nr. 1 pentru trombon si pian, cifra 10

In tratare vor fi dezvoltate atat temele ce au sunat deja in trecut (a, C) cat si vor apdrea
teme noi. Cu fiecare sectiune creste tensiunea sonoritdtii, cromatizarile si figuratiile ritmice
devenind ca mijloace de expresie primordiale (mai ales in partida pianului). In aceastd ordine

de idei, mai jos va fi reprezentata schema compartimentului tratare.

Tratarea
c2 a d c e g h hl Cadenta | Episod lent
c.10|c.12(c.13|c. 14| c.15 | c. 17 c.20 |c. 22 c. 23 C. 26

Specific genului de concert este amplasarea cadentei pe parcursul creatiei pentru a
pregatita de Tempo rubato, ca o liniste inaintea furtunii, intrucat pregateste publicul catre
episodul solistic la trombon. Intonatiile melodice prezente in cadenta solisticd sunt preluate pe
franturi din grupul tematic secundar (C), insd variat ritmic. Principiul jazz-ului ramane prezent

si aici, avand aceleasi caracteristici despre care am mentionat anterior.
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Fig. 9. Negruta O. Concertul nr. 1 pentru trombon §i pian, mas. 207-216

In cadenta solistica o atentie aparte trebuie sa fie atrasa notelor din registrele acute, in
special f', ges', care pot prezenta anumite dificultiti de ordin interpretativ. Totodatd, cu
acordul autorului, recomanddm aplicarea unor ornamente, in special, pe sunet. Cadenta
solisticd se finiseaza In registrul grav al instrumentului, care, in vederea specificului sdu,
prezinta anumite dificultati de emitere.

Cu o mica coda la pian se pregateste episodul lent (cifra 26) din cadrul tratarii —
Moderato molto, Franguillo e Cantabile molto. Linia melodica contine prima intonatie a
temei secundare, ritmul, insa, este augmentat, in loc de patrimi si optimi avem doimi si
patrimi. Din punct de vedere intonational, la fel, raiméne instabil armonic, sunt prezente mai
putine salturi si dispar figuratiile ritmice specifice jazz-ului. Este un compartiment cantabil si
linistit, aducand un puternic contrast cu toate temele de pana acum. Iar partida pianului are

intonatii asemanatoare unor picdturi de apd, suna p si staccato.
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Fig. 10. Negruta O. Concertul nr. 1 pentru trombon si pian, cifra 26

In fragmentul mentionat cel mai important aspect tine de executarea articulatiei legato,
care reprezintd o tehnica de interpretare destul de dificila pentru trombon. Conform clasificarii

propuse de V. Sumerkin, in arta interpretativa la trombon se disting doua tipuri de legato:
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unul executat fard ajutorul culisei, pe sunetele scarii naturale, si unul realizat cu miscarea
culisei. Autorul identifica, de asemeneca, doua subcategorii pentru cel de-al doilea tip de
legato: unul obtinut prin miscarea culisei in directia opusa a notelor si celdlalt obtinut prin
miscarea culisei in aceeasi directie cu sunetele liniei melodice [3 p. 68].

Analizand tehnica de executie a articulatiei legato, autorul remarcd importanta
respiratiei interpretative, care este aplicata intr-un mod distins, de la un tip de legato la altul,
in contextul creatiei interpretate [3 p. 68]. In acest context, conform studiului mentionat,
diverse scoli de interpretare recomanda executarea tehnicii legato realizata cu ajutorul culisei,
pronuntand diverse silabe. Totodata, autorul atentioneaza asupra riscului de a supra-incorda
laringele, care poate influenta negativ asupra calitatii executiei mijloacelor de expresie [3 p.
71]. In contextul creatiei analizate, autorul prezentului studiu recomandi interpretarea
diferitor exercitii pe game cu diferite intervale, cu aplicarea articulatiei legato, ceea ce va
contribui la o insusire mai bund a tehnicii vizate.

Repriza incepe cu cifra 31, unde lipseste compartimentul introductiv (a). Initial, suna
sectiunea b, partida pianului, cu acelasi numar de masuri, urmat de al, cifra 32, identic ca in
prima expunere din expozitie. Conform clasificarii propuse de V. Sumerkin, distingem legato,

executat fard ajutorul culisei, interpretat pe sunetele scarii naturale, si legato, executat cu

miscarea culisei.
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Fig. 11. Negruta O. Concertul nr. 1 pentru trombon si pian, cifra 31

Puntea pregateste tema secundara (cifra 37, C), care va suna deja in tonalitatea de baza
(B-dur), in registrul mediu (octava 1). Structura temei secundare — ritmic, melodic si

intonational — la fel, rdimane neschimbata, decat doar tonalitatea.
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) Fig. 12. Negruta O. Concertul nr. 1 pentru trombon si pian, cifra 37, c

Tema secundara este urmata de inca o Cadenta solistica, mas. 396, care are rolul de a
preluat din grupul tematic secundar, in a doua cadentd se bazeaza pe tema din introducere,
care este initial interpretatd cu exactitate, ulterior fiind variatd ritmic. Spre finalul cadentei
revin trioletele, ca o reamintire a partidei pianului tot din grupul tematic principal.

Intreaga creatie se incheie cu o Codd de proportii relativ mici, in care se afirma atat
grupul tematic secundar (cifra 41, c) cat si cel principal (cifra 44, a). In acest mod, putem
spune ca Oleg Negruta continud traditia monotematismului, fiindca prin varierea continua a
temei principale si secundare se creeaza o integritate a intregii creatii. Totodata, aceasta coda
creeaza un arc cu inceputul creatiei. Creatia se incheie in tonalitatea B-dur, insa, in partida
mainii drepte avem un acord instabil pe dinamica Sf, care suna ca un semnal ca va urma un

nou concert, concert care a fost semnat cu cativa ani mai tarziu.
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Concluzii

Concertul nr. 1 pentru trombon si pian de Oleg Negruta se afirma ca o lucrare
complexd si profunda, ce reflectd un demers componistic matur, cu o viziune clard asupra
resurselor expresive ale instrumentelor de suflat. Prin sinteza stilurilor national, clasic si jazz
compozitorul reuseste sd contureze un univers sonor original, in care fiecare element —
tematic, ritmic, armonic sau timbral — este integrat intr-un discurs muzical coerent si vibrant.
Formele variate de tratare tematica, tehnicile de articulare specifice trombonului, prezenta
cadentelor solistice si a episoadelor contrastante — toate contribuie la crearea unei lucrari de o
mare densitate expresiva si dificultate interpretativa.
controlului culisei — factori esentiali pentru reusita unei interpretari autentice. Totodata,
dificultatile intdlnite in pasajele ritmice complexe, in registrul acut si in tehnica legato indica
necesitatea unei pregatiri riguroase si a unei intelegeri profunde a idiomului specific
trombonului.

Lucrarea reprezintd nu doar un reper valoros in repertoriul contemporan pentru
trombon, ci si un exemplu de colaborare ideala intre compozitor si interpret, in care exigentele
tehnice sunt dublate de un profund mesaj expresiv. Studiul in cauza poate constitui un punct
de plecare pentru cercetari ulterioare dedicate creatiei lui Oleg Negruta, dar si un material
didactic util pentru studenti si profesori de instrumente de alama, in special, in procesul de
abordare a repertoriului modern.

In concluzie, remarcim ca prin fiecare compozitie instrumentali Oleg Negruta
demonstreaza o intelegere profunda si o capacitate exceptionalda de a pune in valoare atat
elementele tehnice cat si cele expresive ale instrumentelor de suflat. El creeaza o colaborare
sublima intre compozitor si interpret, explorand in profunzime toate aspectele tehnice si
artistice ale instrumentelor de suflat. Analiza a scos la iveald urmatoarele:

1. Creatiile lui Oleg Negruta atrag interesul muzicologilor, interpretilor si publicului
datorita sintezei stilurilor componistice actuale — national, clasic cu elemente de jazz. Aceasta
sinteza oferd o perspectiva bogata si variatd, captivanta pentru cei implicati Tn muzica.

2. Acest concert monopartit, cu elemente de sonata si episod lent, prezinta o structura
care sugereaza o forma tripartita, evidentiind principiul contrastului de tempo: rapid — lent —
rapid.

3. Prin utilizarea repetatd a temei principale si secundare Oleg Negruta creeazd o
coerentd si un arc narativ in intreaga creatie, mentindnd o legitura puternica intre diferitele
sectiuni ale lucrarii.

4. Studiul vizat examineaza in detaliu tehnica interpretativa si tehnicile instrumentale
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specifice, evidentiind dificultatile si cerintele interpretarii. Acest nivel de analizd permite
intelegerea profunda a modului in care Oleg Negruta a creat si interpretat aceasta lucrare.

5. Totodata, in cercetarea efectuata se subliniaza importanta respiratiei interpretative si
a controlului asupra culisei in executarea articulatiei legato, evidentiind necesitatea unei
abordari atente si concentrate din partea interpretului.

In urma analizei efectuate, putem afirma cu certitudine ca Concertul nr. 1 pentru
trombon si pian reprezintda o lucrare remarcabila, care ilustreaza virtuozitatea si creativitatea
lui Oleg Negruta si care atrage atentia atat prin compozitia sa ingenioasd cat si prin

interpretarea sa inspirata.
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In articol se realizeazi o analizia a Concertului pentru corn §i orchestrdi op. 91 de Reinhold
Gliere (1875-1956), compus in 1951 la sugestia cornistului Valeri Poleh. Structurat in trei parti
traditionale, concertul prezintd o orchestratie romanticd si o forma clasica de sonatd in prima parte,
un lied cantabil in partea a doua si un final ce combina elemente de rondo cu tema cu variatiuni.
Autorul evidentiaza calitatile expresive ale cornului si prezinta interpretilor provocari tehnice precum
pasajele cu dubla staccato, digitatia adaugatoare si tehnica de bouché. Studiul oferd indicatii practice
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privind respiratia, digitatia si articulatia, facand referire la interpretari celebre precum cea a lui
Radek Baborak, constituind astfel un ghid valoros pentru cornisti. Concertul reprezintd, in fond, o
lucrare reprezentativd din perioada sovietica a compozitorului, imbindnd traditiile clasico-romantice
cu elemente din folclorul rus.

Cuvinte-cheie: Reinhold Gliere, concert pentru corn, analizd structurald, particularitati
interpretative

The article examines Reinhold Gliere's (1875-1956) Horn Concerto Op. 91, composed in 1951
at the suggestion of the horn player Valery Polekh. Structured in three traditional movements, the
concerto features a romantic orchestration and a classical sonata form in the first movement, a
cantabile lied in the second movement, and a finale combining rondo elements with theme with
variations. The author highlights the expressive qualities of the horn and presents technical challenges
to performers such as double-tonguing passages, auxiliary fingerings, and the bouché technique. The
study provides practical guidance on breathing, fingering, and articulation, referring to celebrated
interpretations such as that of RadekBaborak, thus serving as a valuable guide for horn players. The
concerto represents a significant work from the composer's Soviet period, blending classical-romantic
traditions with elements of Russian folklore.

Keywords: Reinhold Gliere, horn concerto, structural analysis, interpretative features

Introducere

Reinhold Gliere a fost un compozitor rus, de origine germano-poloneza. S-a nascut la
11 ianuarie 1875 la Kiev, fiind cel de-al doilea fiu al lui Ernst Glier si al Josephinei Korczak.
Tatal sdu s-a nascut in Germania, la Klingenthal, unde familia sa trdia de secole!®. Reinhold
Gliere a fost o figurd importanta in viata culturald a Rusiei, 1ar mai apoi si a Uniunii Sovietice
de la sfarsitul secolul XIX pana in anii 50 ai secolului XX. Dupa finalizarea studiilor de
specialitate la scoala de muzica din Kiev, au inceput sd apara primele lucrari ale tanarului
compozitor. Momentul crucial si decisiv pentru cariera artistica a adolescentului a fost un
concert desfasurat la Kiev in anul 1891, la care a evoluat si ilustrul compozitor Piotr Ilici
Ceaikovski. De acolo a pornit marea pasiune a lui Reinhold Gliere pentru arta componistica,
careia ii va dedica toata viata sa. Dupa absolvirea Colegiului de Muzica din Kiev in anul 1894
la specialitatile vioara si compozitie, Reinhold Gliere s-a mutat la Moscova, unde si-a
continuat studiile la Conservator. In 1900 a absolvit cu mentiune aceasti institutie prestigioasi
la clasa de compozitie.

Ecaterina Vlasova, profesor, doctor in studiul artelor, mentioneaza: ,,Unul dintre
aspectele importante ale stilului format de Reinhold Gliere a fost preocuparea constanta
pentru perfectiunea limbajului armonic. Nu intamplator, inca din anii de studii la Sontov, el se
ocupa cu conspectarea verticalei armonice din creatiile compozitorilor clasici care ii placeau.
Reinhold Gliere considera ca o metoda similara era utilizata si de Rahmaninov, pe care il

simpatiza si care, in opinia sa, selecta cele mai bune pasaje din compozitiile marilor maestri si

1% 1n dictionarul Larousse, R. Gliere este prezentat ca fiind fiul unui fabricant de instrumente de origine
belgiana.
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incerca sa le imita” [1].

Reinhold Gliere este singurul [2] compozitor rus care a fost distins de trei ori cu cel
mai prestigios premiu muzical al Rusiei prerevolutionare — ,,Premiul M.I. Glinka” si tot de trei
ori cu cel mai prestigios premiu al Rusiei Sovietice — ,,Premiul Stalin” (Concertul pentru voce
si orchestrd). In creatia sa (peste 500 de lucrari) se regisesc diverse genuri muzicale, cele mai
remarcabile lucrari fiind: sase balete (Chrysis, Cleopatra (Noptile egiptene), Macul rosu
(Floarea rosie), Comediantii, Calaretul de bronz, Taras Bulba); cinci opere (Pamantul si
cerul, Shakhsenem, Gyulsara, Leyli si Majnun, Rachel), cinci uverturi, trei simfonii, doua
poeme, un concert pentru voce si patru concerte instrumentale (harpa, corn, violoncel si
vioard). Foiletand prin creatia sa, nu putem trece cu vederea creatiile vocale si muzica pentru
spectacole de teatru si filme. Cele mai interpretate si ascultate exemple ale muzicii lirice
vocale sunt cele aproximativ 150 de romante si cantece: Lada (/Iada), Ce vreau, oare ce?
(Hezo xouy, uezo?), Lacrimi omenesti (Cneszor moockue), Trezeste-te, copile! (Ilpocnucs,
oums!), Dulce canta privighetoarea mea iubita (Craoko nen oywa conogywixo), Trdai-vom,
vom trai! (JKums, 6yoem ocums!), Cdnd iubesti, s-o faci nebuneste (Konv nobums, max oe3
paccyoka), Noaptea trista (Houv neuansua), Noi pluteam cu tine (Met naviiu ¢ moboti),
Steluta bldnda (36e300uxa kpomkast) §.a.101.

Compozitorul Reinhold Gliere a scris, de asemenea, si muzicd pentru fanfara,
orchestra de instrumente populare, lucrari de camera si piese pentru diverse instrumente: pian
(circa 150 lucrari), vioara (circa 70 creatii), violoncel (mai mult de 70 lucrari) si corn.
Muzicologul si profesorul rus Olga Averianova contureaza urmitoarele aspecte stilistice: ,,In
a doua jumitate a anilor ’30, Gliere s-a adresat pentru prima datd genului de concert. In
abordate, pastrandu-se, 1n acelasi timp, virtuozitatea si entuziasmul festiv specifice genului”
[3 p. 122]. Reinhold Gliere a scris in total patru concerte instrumentale ce se regasesc printre
lucrarile deosebite din perioada sovietica: Concertul pentru harpa, op. 74 (1939), Concertul
pentru soprand (de coloraturd), op. 82 (1942-1943), Concertul pentru violoncel, op. 872
(1947) si Concertul pentru corn si orchestra, op. 91 (1951). Reinhold Gliere a mai compus

pentru corn si pian Romance, op. 35, nr. 6 si Nocturne, op. 35, nr. 10.

Circumstantele istorice ale genezei concertului

Concertul pentru corn si orchestra, op. 91 a fost dedicat celebrului cornist rus Valeri

101 Traduceri proprii.
192 Concertul pentru violoncel este prima lucrare concertanti pentru acest instrument din perioada sovietica, fiind
dedicata celebrului violoncelist Mstislav Rostropovich.
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Poleh, profesor la Conservatorul de Stat P.l. Ceaikovski din Moscova, solist al orchestrei
Teatrului Bolsoi, solist al Orchestrei Simfonice Radio si Televiziune centrald, Artist Emerit al
Republicii Sovietice Federative Socialiste Ruse (RSFSR), membru de onoare al Uniunii
Internationale a Cornistilor. Valeri Poleh a scris si o cadentd a concertului. Insusi Poleh
relateaza urmitoarele despre prima sa impresie referitoare la concertul in cauzi: ,,In iarna
inceputului anului 1951, in apartamentul lui Gliere, am interpretat dupa manuscris concertul
abia finalizat. Am putut simti cu toata fiinta mea ca acest concert era un succes. Compozitorul
si-a pus tot sufletul, talentul si marea sa dragoste pentru instrument in aceastd lucrare. Am
simtit ca acest concert va deveni preferatul cornistilor. Gliere nici macar nu m-a intrebat
despre impresiile mele. Putea sa vada singur si sa simta din atitudinea mea entuziasta” [3].
Istoria aparitiei acestui concert pentru corn este una foarte captivanta. In 1950, in urma
uneia dintre repetitiile baletului Calaretul de bronz al lui Reinhold Gliere de la Teatrul Bolsoi,
dirijorul orchestrei, luri Faier, I-a prezentat pe compozitor cornistului Valeri Poleh. Reinhold
Gliere a laudat interpretarea sectiunii de corn a orchestrei si a adaugat: ,,Un instrument atat de
remarcabil, cit de regretabil ci, compozitorii scriu rar pentru el”’%. Poleh a intervenit
imediat: ,,Scrieti un concert pentru noi. Cunoasteti atat de bine capacititile cornului”*® [4, 5].
Premiera a avut loc in luna mai 1951 in Sala Mare a Filarmonicii din Leningrad sub bagheta
dirijorala a compozitorului solist Valeri Poleh. Concertul pentru corn a avut un succes urias,
finalul fiind cerut de catre public la bis. Prezentari ulterioare ale lucrarii au fost ascultate si la
Moscova, dar si in alte orase. Forma clasica, capacitatile interpretative ale cornului s.a. fac din
concertul lui Reinhold Gliere una dintre cele mai populare compozitii pentru acest instrument.
Astfel, lucrarea se regdseste Tn mai multe repertorii concertistice, fiind utilizatd si in sistemul

educational.

Partea |

Avand o structura traditionala din 3 parti (Andante — Andante — Moderato / Allegro
vivace), Concertul in B-dur are o succesiune repede-lent-repede. Componenta orchestrala este
una clasica, formata din instrumente de lemn (flaut, oboi, clarinet, fagot), alamuri (doi corni,
doua trompete, trei tromboni, tuba), percutie (timpan, trianglu, tamburina, tambur) si cvintetul
traditional de coarde (violine I, violine II, viole, violoncele, contrabasi). Partea I incepe cu
Tema principald, care este prezentatd de la Inceput de catre orchestra in prima expozitie, o
tema impunatoare, curajoasd, plind de energie, cu figuri ritmice asemandtoare marsului (la

incheierea miscarii se transforma intr-un mars), in nuanta de f. Tema se dezvolta pe parcursul

193 Traducere proprie.
104 Traducere proprie.
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a 16 masuri (8+8), fiind prezente si unele inflexiuni modulatorii (Es-dur, c-moll, g-moll).

Din punct de vedere interpretativ, In episodul tematic mentionat este oportuna
urmatoarea repartizare a respiratiei: inspiratie in masura 18 pana la sunetul Gis si inainte de
masura 22 (a tempo), astfel precum a cantat si faimosul cornist ceh Radek Baborak in
concertul din 9 mai 2016 in sala Dvorak din Praga sub bagheta dirijorului Ondrej Lenard.
Daca, 1n acest caz, cornistul simte o insuficientd de aer, se admite inca o inspiratie in masura
17, dupa prima optime (A;).

Trecerea catre a doua expunere a temei principale, care va fi interpretatd de catre
solist, se face printr-o tema de legatura, o cadentad cu rol tranzitiv ce dureazd 6 masuri.
Aceasta presupune un moment foarte expresiv, cornistul avind sarcina de a respecta si acorda
o0 atentie sporita interpretarii concrete si curate a cadentei, deoarece ambitusul ei este unul
foarte extins (A-e%).

Incepand cu misura 22 pand in masura 39, tema principald este expusd de citre
cornist. De data aceasta structura temei nu este una patrata, cum a fost in prima expunere, ci
cu o micd augmentare (8+10). Aceasta trece printr-o serie de inflexiuni modulatorii (Es-dur,
c-moll, F-dur) ce ii creeaza o dezvoltare continua. La inceput caracterul temei este unul
inaltator si maret. In zona centrald expresivitatea este redusa pana la pp, pentru ca, spre sfarsit,
sd revina caracterul initial, maiestos si dinamic. Pe parcursul evolutiei solistul are nevoie de o
sustinere stabild a coloanei de aer in toate registrele instrumentului, trebuie sa fie atent la
emiterea sunetelor pentru o lejeritate si o sigurantd in emisie. Articulatia legato din masurile
30 s1 32 vor putea fi interpretate scurtand nota a doua pentru o mai buna precizie pe verticala.
Datorita formulelor ritmice variate, solistul Tmpreuna cu orchestra creeazd o discordanta
ritmica.

Puntea este formata din 24 masuri (din tactul 39-62) si continud materialul tematic al
temei principale. Aici este realizat dialogul dintre instrumentele de suflat (flaute, fagoturi,
clarinete si oboaie), in forma de intrebare si raspuns, fiind realizata datorita unor secvente si
treceri pasagere (g-moll, Des-dur). De asemenea, in masurile 58 si 59 compozitorul realizeaza
o schimbare de masuri (2/4 si revenirea in C), scopul fiind pregatirea grupului tematic
secundar.

Grupul tematic secundar incepe odatd cu aparitia remarcii Tranquillo (masurile 63-
102), care, din start, creeazd o atmosferd linistitd si calma. Acest compartiment poate fi
divizat in doua sectiuni. Prima sectiune, in tonalitatea F-dur (tonalitatea Dominantei), poate fi
impartitd in 3 fraze muzicale (8+8+6). Tema lirica si cantabila este datoratd nuantelor
dinamice scrise de autor (mf cantabile), tema solistului fiind acompaniata de la inceput de

catre instrumentele cu corzi (p). O atentie sporitd cornistul trebuie sd acorde frazelor
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muzicale, care sunt destul de lungi. Respiratia si articulatia notelor trebuie manuitd cu
profesionalism pentru a crea o cantabilitate si o stare emotionalda calme. Cea mai eficienta
modalitate de a emite sunetul A, consta in evitarea apasarii ventilei in acordajul in B. Mai
mult decat atat, pentru a preveni Indltimea coborata a sunetului emis se recomanda activarea
buzelor in reglarea intonatiei si deschiderea maxima a palniei instrumentului.

Un lucru foarte important ce nu trebuie de neglijat este respectarea nuantelor dinamice
care oferd temei o consecutivitate. Ignorarea acesteia, dar si a articulatiei vor crea impresia
unor pauze, accentuarea notelor (marcato) de sub legato trebuie interpretata de catre cornist cu
multd atentie si iscusintd. A treia fraza muzicala, interpretata de cornul solist, este expusa in
triolete, fiind remarcata prin mf dolce.

Sectiunea a doua a grupului tematic secundar, cifra 85 cuprinde doua fraze muzicale
(8+10 masuri). De data aceasta, trioletele vor fi preluate de catre clarinete, iar pe parcurs tema
va capdta un caracter triumfal. Din masura 97 solistul va incepe incheierea acestei sectiuni
intr-un mers treptat descendent in patrimi, detaché, intr-o cadenta perfecta in F-dur (masura
103). Cornistul solist are nevoie in aceste ultime masuri de o dozare si sustinere foarte buna a
coloanei de aer.

Incepand cu masura 103, incepe concluzia expozitiei care cuprinde 24 de masuri (pana
la 126). Aici se imbina structura ritmica a motivului principal cu mersul descendent al primei
teme. Aceastd formula ritmica este preluatd de instrumentele orchestrei pe rand, astfel tema
capatand cu caracter hotarat in tonalitatea F-dur.

Dezvoltarea Piu moso (masurile 127-154) continud materialul tematic al expozitiei,
care este alcatuit din doud fraze muzicale (8+16 masuri). Prima, in tonalitatea F-dur, readuce
materialul tematic al primei teme, iar cea de-a doua fraza, in tonalitatea E-dur, dezvolta tema
celui de-al doilea segment secundar.

Dificultatea fragmentului cuprins intre masurile 140-154 constd in tempoul rapid,
multitudinea semnelor de altercatie accidentale, dar si in schimbarile rapide intre toate
registrele. Avand in vedere aceste aspecte, este binevenita exersarea intr-un tempo moderat la
inceput, pana a purcede la tempoul real indicat de compozitor.

Respectarea intocmai a articulatiei Staccato, care alterneaza cu legato in orchestra,
trebuie continuatd pentru a nu stagna dinamica creata de compozitor, fiind urmatd de o punte
tranzitivd (masurile 154-175), care dialogheaza intre cornul solist si unele instrumente cu
corzi, dar si de lemn, ajungand in ultima fraza pe o pedalda a Dominantei (masurile 170-175)
ce pregdteste cadenta instrumentului solist. Se considera prestigioasa inlocuirea cadentei lui
Reinhold Gliere cu cadenta lui V. Poleh. La multe concursuri internationale este solicitat acest

concert cu cadenta lui Poleh in mod obligatoriu, inclusiv la Concursul International
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P. I. Ceaikovski. Interpretarea acestei cadente demonstreaza amploarea abilitatilor cornistului,
de la agilitatea in diferite registre si la alternarea acestora, pana la calitatea emiterii sunetului
si sonoritatea timbrala placuta a cornului.

Odata cu Animando poco a poco incepe, in plan armonic, un moment de virtuozitate
ce da un plus de culoare, compozitorul facand cateva inflexiuni modulatorii spre tonalitatile
Fis-dur, a-moll, F-dur. Fiind o cadenta extinsa, ea necesitd o rezistentd a aparatului si a
buzelor instrumentistului, dar si o concentrare maxima, deoarece diapazonul si ambitusul sunt
destul de mari (E-a%), fiind interpretatd allegro intr-o dinamica diversa si alte elemente de
virtuozitate.

In Reprizi se pastreazi, in mare parte, aceeasi structurd tematicd ca si in expozitie.
Tema I este expusa de catre orchestra (masurile 182-192), cu mici modificari, iar in pasajul
tranzitiv (masurile 192-199) observam aceleasi elemente melodice ce sunt preluate de la
fagotul I la clarinete sau de la viola la violinele I sau II, ori la flautul 1.

Odatda cu Meno mosso Tranquillo in tonalitatea Ges-dur incepe grupul tematic
secundar. Ca si in expozitie observam doua sectiuni (prima — masurile 200-221, a doua —
masurile 222-239). Cele trei fraze muzicale prezente si in expozitie sunt expuse identic, insa
in alte tonalitati. A doua sectiune (masura 222) compozitorul o moduleaza din tonalitatea Ges-
dur in D-dur, incheind in B-dur.

Tema, expusa la instrumentul solistic in triolete, necesita o interpretare dulce si
cantabila a temei. Executata expresiv, prompt si cu articulatii de legato detaché, materialul
tematic se dezvolta, astfel apar si grupuri de sextolete care se incadreaza in diviziunile ritmice
ale acestei parti. Concluzia partii I, Piu mosso, este destinata si interpretata de catre orchestra.

Aceasta este o tema triumfala, mareatd, in care participa fiecare grup instrumental.

Partea a ll-a

Partea a doua a concertului, Andante, este un lied in Es-dur, ce predomind imaginile
lirice si contemplative, fiind pusa in lumina frumusetea timbrului cornului in diferite nuante
dinamice. Prima frazd muzicala (masurile 1-10), interpretatd de instrumentele de lemn,
cantabila si liricd, are rolul de a pregati tema initiala a solistului. Tema sectiunii initiale este
duioasa, dulce 1n registrul mediu al instrumentului, mp se apropie de un cantec liric rusesc,
dezvoltandu-se treptat. Ea are doud fraze muzicale (12+9 masuri). Prima fraza este sustinuta
de instrumentele cu corzi, fiind completate de fagot si harpa. Din punct de vedere
interpretativ, aceasta necesita o coloana de aer bine sustinutd, o articulatie moale in detaché si
legato si o frazare bine gandita. Aceastd tema cuprinde intervale, mers treptat ascendent si

descendent.
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Puntea (masurile 31-39) este destinatd partidei orchestrale si pastreaza acelasi caracter
dolce, fiind sustinuta de sunete pizzicato la cello. Aceasta este in tonalitatea Dominantei

A doua sectiune a liedului Poco agigato (masurile 40-47) cuprinde doua segmente
melodice. Primul segment este agitat si vine in contrast cu tema anterioara in tonalitatea g-
moll. Pentru a putea reda mai bine starea emotionald si mesajul, compozitorul utilizeaza
termeni precum Poco agitato accel (masurile 53 si 58), dar si alternarea masurilor ternare si
binare si invers. In cel de-al doilea segment muzical tema este sustinutd de acompaniament de
valori scurte de saisprezecimi. Observam unele inflexiuni armonice spre fis-moll, H-dur, sau
B-dur, astfel armonia se schimba frecvent, crednd acel efect de culoare pe care a dorit sa-I
transmitd compozitorul.

Incepand cu miasura 72, incepe o cadentd a instrumentului solistic un poco rubato la f.
Aici este foarte important ca interpretul sa simta si sd respecte pulsarea masurii ternare, fara a
o imbina cu cea binara.

In aceasta parte compozitorul utilizeaza pe deplin diviziunile ritmice exceptionale, dar
si formula de triolet. Masura 77 este un mic ritenuto pentru a pregati intrarea orchestrei din
masura 78. Repriza revine in masura 78 cu auftakt, un material tematic incipient, dar cu mici
modificari, tema aparand in prima faza in expunerea orchestrald in Es-dur. Solistul se alatura
temei orchestrale abia in masura 95, in nuanta de f, cornul dialogand cu violinele, dar si cu
clarinetele si oboaiele.

Culminatia acestei sectiuni incepe in masura 95, momentul in care sunt implicati toti
instrumentistii. Acestia creeaza o atmosfera madreatd si impunatoare, iar un moment foarte
important al solistului este dozarea aerului cu iscusinta pentru a reda caracterul si tensiunea
muzicii. Odata cu masura 102, asistam la aparitia puntii (identica cu cea din masurile 31-39),
de data aceasta 1nsa apare la instrumentul solist.

In Coda acestei parti (masurile 111-127) este readusi prima tema din Introducere de
catre instrumentele de suflat din lemn, fiind sustinute armonic de catre orchestra de coarde in
tremolo-uri. Din masura 121 instrumentistul solist realizeaza finalul in Es-dur in registrul acut
al cornului, pe un acord stabil al tonalitatii initiale, iar in masura 123 efectul de con sordino,
fiind greu de realizat, din lipsa de timp pentru a introduce surdina, efectul poate fi realizat in
conditii foarte bune cu ajutorul bouché-ului'®. Aici miscarea ascendentd in registrele grav si
mediu este formata din sunete deschise, pe cand in registrul acut, unde este mai dificil de

obtinut o intonatie curatd, sunetele trebuie sa fie inchise/surdinate. In scopul dobandirii unei

105 F o 1idnn Frammnrs Foni i acta Al matia et ot amtala da alams of 2ot Wlanhama (oot of fad Anx

sunetul folosind mana. Aceasta tehnica este folosita in special la corn (cornul francez)” [6].
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intonatii exacte trebuie de aplicat cu ingeniozitate digitatia adaugatoare.

Parteaalll-a

Partea a treia a concertului are o forma ce imbind elementele caracteristice atat ale
rondoului cat si ale temei cu variatiuni. Specific pentru forma rondo este alternarea dintre
refren si episod, iar elementele temei cu variatiuni le putem gasi in varierea si modificarea
permanenta a refrenului.

Tema primei sectiuni Moderato (A), lirica si cantabild, este interpretata de clarinete si
fagoturi, Tn masura simpla binara, fiind continuata de instrumentele de alama ale orchestrei
intr-o perioada muzicala de 10 masuri (masurile 9-19) in tonalitatea g-moll. Aceasta
introducere va aparea inca de douad ori pe parcursul acestei parti.

Tema refrenului este un dans ce ofera posibilitate solistului de a-si arata abilitatile
interpretative. Refrenul apare expus prima data de catre orchestra, la fagotul I in g-moll
(masura 19) pp, Allegro vivace. In continuare se observd o prelucrare mai bogati a
materialului tematic, din refren, motivul initial fiind preluat de clarinete, cornii din orchestra,
trompete, viorile 1 si 2 etc. Din punct de vedere tonal, aceasta cuprinde unele inflexiuni
modulatorii spre es-moll, Ges-dur sau F-dur. Toti solistii, dar si orchestra vor prelua
articulatiile indicate de citre compozitor staccato uniform, respectand accentele. Incepand cu
masura 53 refrenul este preluat de catre cornul solist in tonalitate B-dur, fiind acompaniat de
catre orchestra de coarde in contratimpi. La indicatia compozitorului leggiero, solistul va
folosi o articulatie clara si omogena staccato si legato, iar accentele marcato trebuie sa poarte
tarie si operativitate.

Incepand cu masura 69, tema refrenului este preluati identic de la solist in aceeasi
structura tematica de doud fraze simetrice. Pentru a crea un caracter voios si saltaret
instrumentistii trebuie si acorde o atentie sporiti formulelor ritmice. In masura 85 refrenul
este preluat de cétre instrumentul solist cu mici schimbari, facand trecere prin tonalitatile F-
dur, h-moll, C-dur. Dialogul dintre cornul solo si flautul I, II, clarinetul I, II, violine prime etc.
(masura 91) trebuie executat perfect in tempo, ceea ce nu este atdt de usor datoritd
contratimpilor de la orchestra de coarde si in lipsa basilor de pe timpul unu, astfel tempoul
avand de suferit mici abateri. Scopul cornistului solist este de a crea o paleta larga de emotii,
dar, totodata, si dinamica. Finalul refrenului, care este variat (masurile 107-120), joaca rolul
de trecere spre episodul 1 care este expus de cornist in masura 121, realizdnd o trecere prin
tonalitatile F-dur, d-moll, incheind aceasta tema in a-moll. Episodul 1 este contrar temei
refrenului, acesta fiind unul liric si dulce. Melodia este una foarte expresiva, iar prezenta

legato-ului i focuseaza atentia solistului pe coloana de aer bine sustinuta.
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Masurile 140-166 sunt caracterizate de acelasi episod ce se regaseste de aceastd data in
partitia orchestrala in tonalitatea D-dur, cu unele inflexiuni spre G-dur sau e-moll. Fiind
indicatia f, instrumentisti participa cu toata forta in realizarea acestui episod. Melodia apare
uneori Tn augmentare (triolet) la viole si cornii din orchestra.

Sectiunea a doua Moderato (B) incepe dupa cadenta perfecta din masura 166. Tema
din introducere este expusa de cornul solist in tonalitatea a-moll (masura 167), fiind
continuatd ca §i in prima sectiune de cétre instrumentele din alama. Pentru o mai diversa
dinamici a materialului muzical in prima fraza, la cornul solist apare indicatia con sordino. In
aceastd parte, cornistul, de asemenea, trebuie sa aplice tehnica de emitere a sunetelor
infundate (bouché) prin introducerea mainii in pavilionul cornului, creand un efect de ecou
sters, indepartat in intervalul masurilor 170-174.

Refrenul Allegro vivace (masurile 185-229) implica un sir de inflexiuni modulatorii in
tonalitatile minore: a-moll, e-moll, f-moll. Si aici observam un dialog intre solist si orchestra,
ceea ce dezvoltd si mai mult materialul tematic. In masurile 225-229 se giseste un pasaj
dificil pentru solist, care este format din triolete si formule ritmice descendente. Pentru
executarea si interpretarea curatd a acestuia este nevoie de a fi studiat foarte minutios fiecare
triolet descendent pentru a ajunge la o interpretare sigurd si exactd. Acest refren pune in
valoare abilitatile, maiestria si iscusinta instrumentistului prin virtutile tehnicii reliefate.
Pentru a optimiza interpretarea se poate utiliza digitatia adaugdtoare si anume: in masura 228
trioletul de pe prima bataie (As,—F,-Des;) poate fi cantat prin apdsarea concomitentd a
ventilelor 2 si 3 in B, iar trioletul de pe a doua bataie (B,—G,—Esp) — apasand ventila 1.
Reluarea refrenului se executa in masura 229-240, de data aceasta insa in tonalitatea Des-dur.

Sectiunea urmatoare ce se regaseste in masurile 241-264 cuprinde o alta variatie a
refrenului cu cornul solist in rol principal. Frecvent are loc alternarea si schimbarea
tonalitatilor din Ges-dur in G-dur, As-dur s.a. Aceasta variatie a refrenului se face atat pe plan
armonic cat si ritmic, alternand periodic si masurile (masura 257 — 3/4, masura 259 — 2/4).
Dupa cum am observat pand in prezent, trioletul este una din formulele ritmice indragite si
folosite frecvent de Reinhold Gliere. Aici linia melodica a solistului este foarte dificila,
cuprinzand salturi mari din registrul grav in cel acut, tempo foarte rapid etc.

Episodul 1 este readus la cornul solist in tonalitatile Es-dur, c-moll, finalizand in g-
moll. Acesta are aceeasi constructie ca si in sectiunea precedenta (A). Spre finalul episodului
compozitorul incearca sa creeze un efect de tensiune prin utilizarea de tremolo la coardele
grave. Astfel, tema muzicala capata un caracter mult mai profund, uneori chiar un pic
dramatic, linia melodica fiind deseori dublata la viori si instrumentele de suflat din lemn.

Tema initiald a partii a I1I-a revine in masura 310 la instrumentul solist, avand un rol
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concluziv pe o pedala de b si bine masurata de saisprezecimile cello-ului si violei. Datorita
indicatiei Agitato masura 308, compozitorul schimba si caracterul melodic in piano, cresc
poco a poco. In continuare, coralul de la inceputul partii este sustinut de toate instrumentele
orchestrei intr-un crescendo amplu ce joaca rolul de tranzitie catre coda.

Coda (masurile 326-360) este formata din doua parti: in prima fraza Vivace, cornul
expune o linie melodica bine determinatd, care este repetatd identic de orchestrd in
urmatoarele masuri, insa, ulterior, datoritd tempoului rapid in masurile 332-333 a partitiei
solistice, saisprezecimile se apropie de un efect de glissando. Odata cu aparitia Piu mosso,
incepe cea de-a doua parte a Codei (masura 342) formulele ritmice de triolete si staccato fiind
foarte bine calculate. Pentru a interpreta in tempoul cuvenit cornistul trebuie sa posede o buna
tehnica a limbii, astfel incat sa emitd notele scurte la staccato cu o ataca rapida si regulata.
Incepand cu masura 350, datorita tempoului rapid, apar formule de saisprezecimi, astfel,
acestea nu pot fi realizate decat cu articulatie de dublu staccato. Radek Baborak utilizeaza si
el dublu staccato la interpretarea finalului concertului pentru corn si orchestra de Reinhold
Gliere.

Concertul se incheie in tonalitatea initiala B-dur, intr-o atmosfera stralucitd si
spectaculoasa. Pentru realizarea acestei code cornistul solist necesitda o mobilitate deosebita a

limbii si articulatiei de staccato, suplete, lejeritate si agilitate sporita.

Concluzii

Concertul pentru corn si orchestra op. 91 de Reinhold Gliere reprezintd o lucrare de
referintd in repertoriul cornistic, imbinand armonios traditiile clasico-romantice cu elemente
din folclorul rus, caracteristice pentru perioada sovieticd a compozitorului. Structura
traditionald in trei parti (Andante — Andante — Moderato / Allegro vivace) prezinta o varietate
de provociari tehnice si expresive pentru interpret, de la pasaje lirice cantabile pana la sectiuni
de virtuozitate ce necesitd dublu staccato si digitatie adaugdtoare. Bogatia orchestratiei,
diversitatea temelor si contrastele dinamice subliniaza calitatile timbrale ale cornului in toate
registrele sale. In interpretarea acestei lucrari cornistul trebuie si acorde o atentie deosebiti
respiratiei, articulatiei si frazdrii pentru a reda fidel intentiille compozitorului. Cadenta lui
Valeri Poleh, devenita parte integranta a concertului in practica interpretativa, ofera solistului
posibilitatea de a-si demonstra maiestria tehnica si virtuozitatea. Prin complexitatea formei,
dinamismul dezvoltarii tematice si echilibrul dintre tehnicitate si expresivitate concertul lui
Reinhold Gliere raméane una dintre cele mai valoroase si apreciate lucrari din literatura pentru
corn a secolului XX, continuand sd ocupe un loc important atat in repertoriul concertistic cat

si 1n cel didactic.
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Teatrul postdramatic depdseste conventiile traditionale ale dramaturgiei prin fragmentarea
naratiunii, stiluri eterogene, hipernaturalism, grotesc si integrarea tehnologiilor moderne. In
Republica Moldova fenomenul marcheaza o schimbare de paradigmad in contextul post-sovietic, intr-0
scend teatrala unde granitele dintre arte si stiinte sociale se estompeaza. Dramaturgia contemporand
reflecta realitdtile social-politice in schimbare, fiind caracterizatd de jocuri la nivel de limbaj,
reflectii asupra identitatii, abordare estetica orientata spre stimularea simturilor.
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Piesa ,,Alegerea lui Alexandru Sutto” a dramaturgului Dumitru Crudu este un exemplu
reprezentativ, in care dramaturgul utilizeaza un episod istoric ca pretext pentru a comenta tranzitiile
politice si criza identitard. Intr-un limbaj fragmentat si ironic, piesa expune o realitate grotescd:
poporul continua sa aleaga un conducator decedat, intr-o satira a manipularii, coruptiei si pasivitatii
colective.

Estetica vizuald si senzoriald are un rol central: trupul mort al lui Sutto devine simbolul
puterii golite de sens, in timp ce slujitorii sdi il exploateazd cu cinism. Dumitru Crudu construieste
prin teatrul postdramatic o criticd a realitdtii sociale, politice si culturale, apeldnd la constiinta
noastrd in scopul eliberdrii de conformismul si defetismul colectiv.

Cuvinte-cheie: dramaturgie, postdramatic, teatru, Republica Moldova, piesd

The post-dramatic theatre transcends the traditional conventions of dramaturgy through
fragmented narratives, heterogeneous styles, hyper-naturalism, the grotesque, and the integration of
modern technologies. In the Republic of Moldova, this phenomenon signals a shift in the perspective
within the post-Soviet context, in a theatrical scene where the boundaries between the arts and social
sciences are increasingly blurred. Contemporary playwriting reflects the shifting socio-political
realities, characterized by a language play, reflections on identity, an aesthetic approach aimed at
intense sensory stimulation.

The play The Choice of Alexandru Sutto by playwright Dumitru Crudu is a representative
example, using a historical episode as a pretext to comment on political transitions and identity crises.
Written in a fragmented and ironic language, the play exposes a grotesque reality: the people continue
to elect a deceased leader, in a satirical portrayal of manipulation, corruption, and collective
passivity.

Visual and sensory aesthetics play a central role: Sutto’s dead body becomes a symbol of
power emptied of meaning, while his servants exploit it cynically. Through the post-dramatic theatre,
Dumitru Crudu constructs a bitter critique of social, political, and cultural realities, offering a call for
liberation from collective conformism and defeatism.

Keywords: playwriting, post-dramatic, theatre, Republic of Moldova, play

Introducere

Teatrul postdramatic reprezintd o rupturda semnificativa fata de conventiile clasice ale
dramaturgiei. Acest fapt se manifesta prin ,,fragmentarea naratiunii, eterogenitatea stilistica,
elementele hipernaturaliste, grotesti” [1 p. 17-18] si atotprezenta tehnologiilor si mediilor.
Totodata, ,,cuprinde prezentul/reluarea/actiunea continuatd a unor estetici mai vechi, care isi
luasera deja mai demult ramas bun de la ideea dramatica in planul textului sau in acela al
teatrului” [1 p. 22], conform teoreticianului Hans-Thies Lehmann. In Republica Moldova
postdramaticul reflecta o schimbare profunda a perceptiei teatrale in contextul post-sovietic.

In studiul introductiv al antologiei de dramaturgie din colectia Literatura din
Basarabia. Inceput de secol XXI autoarea Irina Nechit constatd cd ,,paradigmele ce erau in
voga pana la 2000 se cam acoperd de praf, iar multi creatori si consumatori de artd deja le
considera demodate. Postmodernismul nu mai e actual, existentialismul si avangarda tin de
istoria literara. Cei ce fac teoretizari despre arta scenica, declara ca am si intrat in era teatrului
postdramatic”, un spatiu caleidoscopic, unde artele vizuale se impletesc cu gestul teatral, unde

performance-ul capatd forme neasteptate, de la verbatim la explorari ale prezentului prin
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tehnologii de ultima ora.

In acest cadru experimental, frontierele dintre artd si stiintd devin tranzitive —
politologia, psihologia, antropologia, sociologia — toate converg intr-un demers ce cauta sa
comunice, sa rasune, sd miste, sd provoace. Dramaturgia contemporana este influentatd de
realitatile social-politice si culturale in continua schimbare. In acest sens, identificam cel putin
trei elemente reprezentative ale teatrului postdramatic universal in dramaturgia autohtona: joc
la nivel de limbaj, reflectie asupra identitatii si realitdtii sociale si accent pe estetica vizuald,

senzoriala.

Identitatea nationala. Realitatea social-politica

Unul dintre aspectele definitorii ale dramaturgiei postdramatice din Republica
Moldova este abordarea complexa a identitatii nationale si a realitatilor social-politice. Dupa
decenii de dominatie sovietica, in Republica Moldova s-au inregistrat schimbari multiple, iar
aceste tranzitii sunt reflectate in piesele dramaturgilor Constantin Cheianu, Irina Nechit,
Angelina Rosca, Dumitru Crudu, Nicoleta Esinencu, Inna Cebotari, Mariana Starciuc s.a.
Conflictul dramatic dintre personaje paseste spre un alt nivel si trece intre personaje si
sistemele politice, istorice sau sociale in care aCeasta se afla.

Un exemplu relevant de dramaturgie posdramatica este piesa Alegerea lui Alexandru
Sutto de Dumitru Crudu. Scris la inceput de secol XXI, textul a marcat un moment important
in dramaturgia romand contemporand, fiind distins cu Premiul pentru cea mai bund piesa
romaneasca a anului 2003, acordat de Principesa Margareta a Romaniei. Alegerea lui
Alexandru Sufto incepe cu un comentariu al autorului: ,,Acest text se bazeaza pe o istorie reald
pe care am descoperit-o intr-0 carte de istorie in ruseste despre secolul nouasprezece
romanesc”. Autorul mai adauga faptul ca Alexandru Sutto ,.care a fost un personaj real,
cunoscut de toatd lumea, fiind Domnitorul Valahiei, a murit la 13 ianuarie 1821, iar rudele si
apropiatii sdi au ascuns foarte mult timp moartea acestuia. De aceea, toate asemandrile cu
realitatea nu sunt deloc intamplatoare” [2 p. 172].

Intr-o maniera satirici, cu elemente grotesti, Dumitru Crudu foloseste istoria ca pretext
pentru a comenta realitatile sociale si politice ale Republicii Moldova, dar si ale spatiului
romanesc in general. Identitatea nationala apare ca fiind construitd, modelabild, dependenta de
interese externe. Observam cum cei care detin informatia, adevarul pot modela imaginea
»hatiunii” dupa bunul plac, in functie de interesele lor de moment. ,,Si nici macar nu e vorba
despre niste indivizi orgoliosi care tind cu orice pret sa carmuiasca, ci despre slugile lui Sutto,
care vor, pur si simplu, sa-si pastreze toate privilegiile pe care le au, in ciuda mortii stapanului

lor. Lumea alege un cadavru in fruntea Romaniei (poate fi insa si R. Moldova sau oricare alta
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tara ingenunchiatd de dictaturi) [3], de care isi leagd toate sperantele lor”, afirma autorul intr-
un interviu. Identitatea nationala e redusa la instrument de propaganda, nu la un ideal valoric,
fapt care exprima o criza profunda de sens in raport cu propria istorie si culturd. Ca si in alte
piese ale lui Crudu, actul politic este prezentat ca un teatru grotesc, in care nu existd
transparentd sau participare reala. Alegerile sunt trucate, figurile de autoritate sunt marionete
— un ecou al tranzitiei post-sovietice marcate de coruptie si impostura. Piesa pune accent pe
lipsa de moralitate a omului, care actioneaza din interese personale, ignorand complet nevoile
poporului. Acest aspect trimite direct la elitele politice contemporane, indiferente la binele
public. Poporul nu are voce. E doar decor, decor politic folosit pentru a legitima deciziile deja
luate.

Prin mijloacele teatrului absurdului dramaturgul construieste o situatie in care figura
centrald este un personaj deja mort, in jurul caruia celelalte personaje graviteazd asemenea
unor pradatori, continudnd sd se hraneascd simbolic din ramasitele sale mult timp dupa
disparitia sa. La inceput discutiile au loc intr-un cadru aproape banal — conversatia dintre
Sofer i Bucatar seamana cu o barfa intre colegi. Curand insa, alaturi de Portar, Politist si
Femeia de serviciu, cei doi ajung sa formeze o alianta a celor care i-au fost slujitori lui Sutto:
,»Nu avem alta solutie politica. Trebuie sd ascundem intregii lumi cd Alexandru Sutto e mort”
[2 p. 177], afirmd Soferul, argumentand: ,,Pentru ca, daca lumea va afla ca Alexandru Sutto
nu mai e In viatd, s-a zis si cu noi. Noi nu stim prea bine nici sd citim, nici sd scriem, nici
Alexandru Sutto nu prea stia, incat nimeni nu o sa ne angajeze in altd parte cu CV-urile
noastre” [2 p. 176]. Bucdtarul 1l sustine: ,,S1 nicio limba strdina nu stim bine, nici mdcar limba
maternd nu o cunoastem prea bine, nici el nu prea stia bine nicio limba” [2 p. 176]. Trasaturile
caricaturale sunt exagerate intentionat, Soferul marturiseste ca nu cunoaste regulile de
circulatie, iar Bucatarul recunoaste: ,,Nici eu nu stau prea bine cu arta culinara” [2 p. 176].
Nimeni nu este informat despre moartea domnitorului, iar slujitorii il ingroapa pe Sutto in
secret. Intre timp, alegerile continud, iar oamenii voteazd pentru un mort. Bucatarul este
incantat: ,,Romanii habar nu au ca si-au dat votul pentru acest cadavru peste care noi aruncam
tarnd”. La urmitoarele alegeri, Sutto este iarasi ales. In fata mormantului, Bucatarul tine un
discurs solemn: ,,Alexandru Sutto, au trecut patru ani de cand conduceti Romania din aceasta
groapa. V-ati descurcat bine. Felicitari, domnule Alexandru Sutto” [2 p. 197].

Una dintre scenele semnificative ale piesei surprinde multimea asediind palatul
prezidential, spargdnd geamurile, usa de la intrare si ucigand un slujitor care le iese in cale cu
marele adevar. Scena debuteaza cu un protest energic — ,,Jos domnitorul! Jos Alexandru
Sutto!” — in care vocile multimii cer salarii platite la timp, cer pensii, caldurd si apa calda.

Totusi, momentul se incheie In mod grotesc si absurd, cu strigite de bucurie si supunere:
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,Ura! Traiasca Domnitorul!”, marcand astfel o rasturnare paradoxala a atitudinii colective.
Aceasta scena dezviluie volatilitatea multimii, contradictia dintre revendicarile sociale reale si
supunere, dar mai ales ciclul vicios al obedientei si uitarii in fata unei puteri disfunctionale.
Revolta reflecta o populatie constientd de nevoile sale, dar finalul brusc si absurd infatiseaza o
rasturnare grotesca, ce expune capacitatea maselor de a fi reduse la supunere. Reformele
asteptate sunt adesea abandonate, iar liderii chiar si morti sunt reabilitati printr-un mecanism
de obedienti istorica si fricd de schimbare. In lipsa unor repere solide, multimea oscileaza
intre revolta si servilism, intre luciditate si regres. Dramaturgul este ferm convins ca ,,mai
existd un Sutto si in fiecare dintre noi, care poate fi echivalat cenzorilor interiori,
defetismului, fobiilor, conformismului si miserupsimului” [3]. Acesta considera ca Romania,
inclusiv si Republica Moldova, in care acest fenomen a capatat proportii de-a dreptul
alarmante, trebuie, mai devreme sau mai tarziu, sa se elibereze de figura lui Sutto si sa-l
ingroape, intr-un final. Piesa de fatd constituie, in esentd, o pledoarie pentru depasirea

fantasmei Sutto si pentru asumarea unei rupturi clare de tot ceea ce reprezintd fenomenul dat

pentru natiunea noastra.

Limbajul textului posdramatic Alegerea lui Alexandru Sutto

In dramaturgia autohtoni contemporana, influentele postdramatice se manifesta printr-
o reconceptualizare a limbajului teatral, care nu mai serveste constructiei narative clasice, ci
devine un element autonom si plurivocal. In locul unui limbaj naturalist, care se bazeazi pe
dialoguri clare si pe dezvoltarea unei povesti coerente, dramaturgii adoptd o scriitura
fragmentata. Piesele pot include fragmente de dialog incomplet, monologuri care se
intersecteazd fara o logica traditionalda sau chiar tdceri prelungite, care lasa
cititorul/spectatorul sd completeze sensul prin propriile sale perceptii. Limbajul piesei lui
Dumitru Crudu este un element de bazd a constructiei dramatice, ce reflectd tensiunile
interioare ale personajelor, conflictele sociale si ideologice. El se defineste printr-un registru
variat, tensionat, care oscileaza intre colocvial si ideologizat, intre sarcasm si lirism, intre
grotesc si poetic. Autorul Intrebuinteazd un limbaj intens oralizat, cu expresii cotidiene,
tonuri directe si replici adesea tdioase. Nu exista efort de stilizare clasica sau de reconstituire
istoricd a vorbirii, ci 0 aducere in prezent a tensiunilor epocii. Se simte o urgentd a exprimarii,
un ritm sincopat, cu fraze scurte, intreruperi, exclamatii, tdceri apasatoare. Aceasta oralitate
brutd da senzatia de realism si autenticitate, dar serveste si tensiunii dramatice. Ironia, folosita
atat de autor In constructia replicilor cat si de catre unele personaje ca mijloc de autoaparare
sau demascare a ipocriziei, este un element stilistic recurent in aceastd piesa. Sarcasmul

devine o metoda prin care personajele se pozitioneaza ironic fatd de autoritate, fatd de
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evenimentele politice sau chiar fatd de propriul rol. Prin notele comice ironia reflecta
deziluzia fata de ideologii, fata de alegeri politice si fatd de valorile trdmbitate n discursurile
oficiale. In contrast cu limbajul colocvial, observam in structura replicilor si un limbaj oficial,
de tip discurs politic. Limbajul utilizat in replicile unor personaje reproduce, prin imitatie sau
parodie, retorica specifica secolului al XIX-lea, marcata de fraze pompoase, clisee stilistice si
formule de autoritate. Dumitru Crudu realizeaza o caricaturizare a discursului politic al epocii,
evidentiindu-l drept gol de continut, manipulativ sau pur ornamental. Autorul demasca si
infatiseaza o criticd a mecanismelor puterii si a modului in care aceasta se exprima printr-un
limbaj grandilocvent, dar lipsit de substanta. Forma de exprimare functioneaza ca motor al
actiunii dramatice: replicile sunt scurte, tensionate, nu existd povesti sau explicatii, ci doar
confruntare. Pauzele, tacerile, strigitele si suprapunerile creeaza o tensiune permanentd,
caracteristica teatrului postdramatic. Personajele nu vorbesc pentru a comunica linistit, ci
pentru a se impune, a lupta, a supravietui simbolic. Pe alocuri, apar momente lirice, unde
limbajul devine metaforic. Limbajul devine un instrument de ambivalenta intre sensibilitate si

sarcasm, intre poezie si violenta.

Estetica vizuala si senzoriala

Insistenta asupra dimensiunii vizuale si senzoriale in dramaturgia contemporand din
Republica Moldova constituie un indiciu relevant al racordarii la estetica postdramatica. Mai
multi cercetdtori romani analizeaza relatia dintre dimensiunea estetica si cea etico-politica in
dramaturgia lui Matei Visniec, subliniind cd ,,relatia cu metafora si cu poeticitatea de fond
raman esentiale, sub aspect stilistic si este cel putin paradoxald, asa cum observa si
cercetatoarea Aurelia Roman: dramaturgia lui este marcatd de doud posturi, intrucatva
contradictorii, aceea a revoltatului si aceea a poetului” [4]. Pornind de la aceste afirmatii,
putem trasa o paralela cu dramaturgia lui Dumitru Crudu. Daca in cazul lui Visniec lirismul
tensioneaza mesajul politic, in dramaturgia lui Crudu dimensiunea etica si sociald se exprima
printr-un stil mult mai direct si abrupt, dar care nu exclude o poezie latentd, izvorata din
cotidianul urban si din precaritatea existentiald. Crudu isi asuma, asemenea lui Visniec,
postura revoltatului, insd o face printr-o estetica a fragmentarului si a realismului incisiv, dupa
cum remarca si Irina Nechit in studiul introductiv al antologiei de dramaturgie din colectia
Literatura din Basarabia. /nceput de secol XXI . Componenta estetico-vizuald si senzoriald
ofera multiple cdi de exprimare si creeaza un cadru complex, unde diverse forme de expresie
se imbind pentru a comunica o realitate bogat nuantatd. Estetica vizuala si senzoriala din
Alegerea lui Alexandru Sutto de Dumitru Crudu se remarca printr-o puternica disonantd, cu

impact emotional si intelectual asupra receptorului. Conform teoreticianului Hans-Thies
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Lehmann, ale carui concepte legate de teatrul postdramatic subliniazd abandonarea structurii
narative clasice si a logicilor conventionale ale dramaturgiei, piesa utilizeaza estetica vizuala
si senzoriala ca instrumente de destabilizare a perceptiei cititorului sau spectatorului. Piesa se
joacd pe marginea tensionatd dintre umorul macabru si realitatea brutd a puterii, punand in
valoare imagini socante si simboluri care reflecta coruptia si manipularea politicd. Cadavrul
lui Sutto, desi mort, este in continuare un obiect de manipulare. Imaginile din text sunt pline
de cruzime si absurd, incepand cu faptul ca trupul sau este scos din WC, ceea ce sugereaza
atat degradarea fizica cat si dispretul fatd de autoritatea sa postuma. Faptul ca este asezat pe
scaun, tinut in brate si apoi lasat sa cada creeazd o imagine de cosciug ambulant, iar
contrastul intre starea sa de cadavru si comportamentul celor care 1l manipuleaza genereaza un
paradox grotesc.

Dezbracarea cadavrului reprezintd, in mod simbolic, actul de golire a puterii,
subliniind nu doar moartea fizica a personajului, ci si golirea valorii si a simbolismului sau.
Slujitorii care 1i fura hainele, ceasul si lantul de aur reflect coruptia si lacomia celor care
profitad de pe urma mortii sale. Este o scend in care trupul sdu este transformat intr-un obiect
de tranzactie, iar acest lucru adanceste degradarea sa postumi. In acest context deloc
umoristic, senzorialitatea este accentuata de contrastul dintre viata relativ banala a celor care
continud sa traiascd si moartea totala a lui Sutto. Chiar si In fata mortii, cei care il inconjoara
par sa-si traiascd viata cu o indiferentd. Servitorii, care joaca tenis pe inserat, beau sampania
domnitorului si poartd hainele cadavrului in timp ce pun la cale planuri de wiitor,
demonstreaza faptul ca moartea este doar un detaliu nesemnificativ pentru ei, dar si o
oportunitate de a-si satisface dorintele. Tenisul pe inserat adauga un contrast vizual evident
intre activitatea lor aparent plicutd si relaxanta si cadavrul care este folosit ca obiect de
valoare. Contrastul dintre frivolitatea actiunilor si gravitatea situatiei reflecta paradoxul unei
lumi in care moartea si coruptia sunt acceptate ca parti integrale ale vietii cotidiene. La nivel
senzorial, atmosfera de sdrbdtoare, combinatd cu un cadavru dezbricat si transformat Intr-o
marfa, scoate in evidentd dispretul fatd de viata, putere si moarte. Dramaturgul utilizeaza o
tehnica des intdlnitd in dramaturgie si literaturda — juxtapunerea, integrand un amestec de
grotesc si hedonism, in care absurdul coexistd cu realitatea, accentuand astfel contradictiile

fundamentale ale discursului teatral.

Concluzii
In dramaturgia contemporania din Republica Moldova se pot identifica multiple
trasaturi specifice conceptului teoretic de teatru postdramatic, asa cum a fost definit de Hans-

Thies Lehmann, reflectdnd o indepartare de modelul narativ traditional si o orientare catre
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forme expresive hibride, cu discurs fragmentat si o esteticd orientatd spre experienta
senzoriala a receptorului.

Prin utilizarea ludicului la nivel de limbaj, prin reflectia asupra identitatii si realitatii
sociale si prin estetica vizuald si senzoriald, dramaturgii contemporani ar putea sa reinvie
scena teatrala autohtond, provocand oamenii de teatru sa abordeze noi cai de exprimare.

Dumitru Crudu sugereaza o realitate sociald pasivd, apaticd si lipsa increderii in
institutii. Ironic, autorul transforma evenimentul istoric intr-un spectacol absurd. Istoria se
repetd, dar sub forma unui ciclu de esecuri si tradari, ceea ce trimite la deziluzia colectiva fata
de politic si istoric.

Limbajul din Alegerea lui Alexandru Sutto este practic si functional. Dramaturgul
alterneaza colocvialul cu discursul oficial, ironia cu lirismul, sarcasmul cu vulnerabilitatea. In
rezultat, ofera o imagine fragmentata, vie a unei epoci aflate in derive. Estetica vizuald si
senzoriald a piesei evidentiaza absurdul si coruptia puterii politice. Crudu foloseste imagini
brute si socante pentru a critica inegalitatile si lipsa de moralitate din societatea noastra.

Alegerea Ilui Alexandru Sutto se remarca printr-o serie de trasaturi definitorii ale
discursului dramaturgic contemporan, precum aluziile transparente la realitatile recente ale
spatiului post-totalitar, demistificarea si ironizarea formelor de autoritarism, concizia si ritmul
alert al constructiei dramatice, precum si angajarea curajoasd in abordarea temelor politice
printr-o perspectiva critica.

Dramaturgia postramatica dezvoltatda de autorii din Republica Moldova reflecta
tensiunile societatii contemporane si potentialul teatrului de a problematiza memoria,

identitatea si raporturile de putere.
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In spectacolul-monodramd actorul este principala sursd de comunicare a mesajului artistic si
singura prezenta pe scend. De aceea, tehnicile si mijloacele de expresivitate sunt esentiale pentru a
capta atentia publicului si pentru a transmite intensitatea emotionala si complexitatea textului. Aceste
tehnici includ o gama larga de instrumente teatrale, de la vocalitate si miscare pand la folosirea
simbolurilor §i interactiunea cu publicul. Monodramele moderne au evoluat semnificativ si sunt
caracterizate printr-o concentrare profunda asupra psihologiei personajului si a mesajului transmis.
Actorii folosesc unele tehnici de interpretare bazate pe teoriile si practicile lui Stanislavski, Mihail
Cehov sau metoda Lee Strasberg. In articol acestea sunt analizate din punct de vedere a tehnicilor si
instrumentelor folosite de actori in unele spectacole realizate in Republica Moldova, cum ar fi:
,Astro-remisie” de A. Rosca-Ichim, regia D. Acris; ,,Maria Tanase. As muri, moartea nu-mi vine” de
N. Cozaru de la TNME ,,ADI” de C. Cheianu, regia D. Gherghel, si ,, O zi din viata lui Helen” de H.
Peschina, regia S. Chiriac de la TEI.

Cuvinte-cheie: instrumente, limbaj teatral, monodrama, monolog, personaj, psihotehnicd

In the monodrama performance, the actor is the main source of communication of the artistic
message and, the only presence on stage. Therefore, the techniques and means of expressiveness are
essential to capture the audience's attention and to convey the emotional intensity and complexity of
the text. These techniques include a wide range of theatrical instruments, from vocality and movement
to the use of symbols and interaction with the audience. Modern monodramas have significantly
evoluated and are characterized by a deep focus on the psychology of the character and the message
transmitted. The actors use some interpretation techniques based on the theories and practices of
Stanislavski, Michail Chekhov or the Lee Strasberg method. The article analyzes the techniques and
tools used by the actors in some performances produced in the Republic of Moldova, such as: "Astro-
remisie" by A. Rogca-Ichim, directed by D. Acris; "Maria Tanase. I Would Die Death Doesn't Come to
Me" by N. Cozaru from TNME; "ADI" by C. Cheianu, directed by D. Gherghel and "A Day in the Life
of Helen™ by H. Peschina, directed by S. Chiriac from TEI.

Keywords: instruments, theatrical language, monodrama, monologue, character,
psychotechnics
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Introducere

De-a lungul timpului, teatrul si arta actorului au evoluat, iar tehnicile actoricesti s-au
diversificat in functie de epoca, culturi si stiluri dramatice. In teatrul antic grec (sec. V 1.Hr.)
actorii purtau masti expresive si foloseau gesturi ample pentru a transmite emotiile publicului
din amfiteatrele mari. Actorii foloseau o tehnicd declamativa, bazatd pe ritm, muzica si
miscare stilizatd. Teatrul roman (sec. III 1.Hr. — sec. V d.Hr.) pastra elementele teatrului grec,
dar a pus mai mult accent pe spectaculos si divertisment. Pantomima a aparut ca tehnica
actoriceascd, o formd de teatru fara cuvinte, bazatd pe miscare. Teatrul medieval a inclus
drame religioase si farse populare. Actorii se bazeaza pe exagerarea expresiilor si a miscarilor,
deoarece joacd in piete, fara scenografie elaborati. In Commedia dell’arte (sec. XVI) actorii
improvizeaza pe baza unor scenarii, folosind masti si tipologii fixe (Arlechino, Pantalone).
Shakespeare (sec. XVI-XVII) a impus un joc actoricesc mai nuantat, in care personajele aveau
0 profunzime psihologica. lar in teatrul clasic francez (Racine, Moliér) actorii trebuiau sa
respecte reguli precise de gestica si declamatie, influentate de oratorie.

Aparitia teatrului realist (Ibsen, Cehov) cere un stil actoricesc mai autentic si mai
apropiat de viatd. Konstantin Stanislavski dezvoltd sistemul sau, puniand accent pe adevarul
emotional, memoria afectivd, analiza textului si a subconstientului. In secolul XX Metoda
Stanislavski este dezvoltata: apare metoda Method Acting creatd de Lee Strasberg, unde
actorul se identifica profund cu personajul. Stella Adler pune accent pe imaginatie, nu doar pe
experientele personale. Sanford Meisner dezvolta un sistem bazat pe reactie si spontaneitate.
Odata cu aparitia teatrului expresionist si avangardist, Meyerhold introduce biomecanica, un
sistem de miscare controlata, In opozitie cu realismul. Brecht dezvolta ,,efectul de distantare”
— actorul trebuie sa joace constient cd este intr-un spectacol, pentru a stimula gindirea critica
a publicului. In teatrul fizic actorul foloseste corpul si vocea ca principale mijloace de
expresie influentat de teoriile lui Artaud si experimentele lui dupa Grotowski in ,teatru
sdrac”. lar Piter Brook exploreaza teatrul ca un spatiu viu, liber de conventii.

Astdzi actorii combind diverse metode, cum ar fi realismul psihologic — inspirat de
Stanislavski si Lee Strasberg; mijloace fizice si expresive — influentate de Grotowski si Mihail
Cehov; interactiunea cu noile tehnologii, folosind proiectiile video, a realitatii augmentate etc.
Actorul modern trebuie sa fie versatil, capabil sa navigheze intre stiluri si tehnici diferite.

In articol sunt analizate tehnicile si instrumentele folosite de actori in spectacole-
monodrama create in spatiile teatrale din Republica Moldova, cum ar fi: Astro-remisie de A.
Rosca-Ichim, regia D. Acris, de la ART (Angelina Rosca Teatru), personajul Sasa interpretat

de actorul Victor VVorzonin; Maria Tanase. As muri moartea nu-mi vine de N. Cozaru de la
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Teatrul National Mihai Eminecsu, unde pe Maria Tanase o intrupeaza Ecaterina Mardari; ADI
de C. Cheianu, regia D. Gherghel, protagonist fiind Adolf Hitler jucat de Anatol Guzic, si O zi
din viata lui Helen de H. Peschina, regia S. Chiriac, eroina Helena intruchipatd de Tatiana

Manoil, ambele de la Teatrul National Eugene lonesco.

Limbajele teatrale in spectacolul-monodrama

Teatrul este o formd de arta care utilizeaza diverse limbaje pentru a comunica idei,
emotii si mesaje catre public. Aceste limbaje pot fi utilizate si imbinate n functie de stilul,
scopul si natura spectacolului, dup cum spunea si lonesco: ,,in teatru totul e limbaj” [1 p. 24].
Limbajele teatrale se 1ncadreazad, in esentd, In doud mari categorii: sonore si vizuale.
Cunoastem exemple cand in teatrul de avangarda s-au explorat si mijloace olfactive, prin
arderea unor substante aromatice sau dispersarea parfumurilor in sala. Astfel de experimente
au fost, insa, rare si limitate, asa cum este, de exemplu, in monodrama ,, Astro-remisie”: in
salda se simtea un miros abia perceptibil de spirt, iar spectatorii parca se aflau la spital
impreuna cu protagonistul.

Limbajele sonore includ nu doar rostirea textului, ci si expresii non-verbale, precum
strigatele, rasetele, suspinele, gemetele sau cantecele — toate constituind modalitati de
expresie utilizate de actori. In plus, regia contribuie la redarea acestor expresii non-verbale cu
elemente sonore, precum muzica si efectele acustice de fundal.

Limbajele vizuale cuprind prezenta fizicd a actorilor, miscarea acestora pe scend,
expresiile faciale si corporale, gesturile, dar si alte elemente, precum costumele, mastile sau
machiajul. De asemenea, Intregul spatiu scenic devine un cod vizual complex prin decor, joc
de lumini si umbre — toate contribuind la constructia universului teatral.

Monodrama este o forma de teatru in care un singur actor isi asuma rolul principal si
transmite o0 poveste sau un mesaj printr-o performanta solitara. Limbajul folosit pentru a
realiza o monodrama este variat si depinde in mare masura de contextul si tema piesei. Cel
mai frecvent limbaj verbal folosit in monodrama este monologul. In limba roména termenul
,monolog” provine din franceza si are mai multe intelesuri. Astfel, primul sau sens este de
»scend dintr-o lucrare dramaticd in care un personaj, fiind singur pe scenad, isi exprima cu glas
tare gandurile” [2 pag. 40]. Al doilea sens face referire la ,,vorbirea continua a unei persoane,
firid a permite interventia altcuiva”, incluzind si ideea de ,,dialog cu sine insusi” [3]. In
Dictionarul de Poetica Teatrald al lui Patrice Pavis, ,,monologul” [4 pag. 191-192] este
definit ca o forma de discurs teatral in care un personaj vorbeste singur pe scend, exprimandu-
si gandurile, emotiile sau relatdind evenimente fara a avea un interlocutor direct. Pavis

subliniaza cd monologul poate lua forme variate, de la solilocvii meditative, in care personajul
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reflecteazad asupra propriei existente, pana la monologuri adresate indirect altor personaje sau
chiar publicului, rupand astfel conventia iluzionista a teatrului traditional.

In monodrama monologurile sunt esentiale pentru a reda structura piesei, deoarece ele
reprezintd principalul mod de a transmite gandurile, emotiile si conflictele interioare ale
personajului. In functie de tonul, intentiile si stilul piesei, monologurile pot varia foarte mult.

Monologul interior este un tip de monolog in care personajul isi exprima gandurile
interioare, reflectiile, dilemele sau conflictele interne. De multe ori, acest tip de monolog
poate parea haotic sau neorganizat, deoarece reflectd fluxul natural al gandurilor si emotiilor.
Drept exemplu poate servi personajul lui Anatol Guzic din monodrama ADI, Adolf Hitler: in
ultimele zile ale razboiului Adolf Hitler sta izolat in buncarul sau si isi interpreteaza ultimul
act in deplina solitudine. Aici observam si un alt fel de monolog — monologul confesiv, in care
personajul isi dezvéluie adevarul sau o parte din trecutul sau cu o sinceritate brutala.
Personajul 1si marturiseste public o greseald majord pe care a facut-o sau o experientd
dureroasa din viata sa, dar in cazul lui Adolf Hitler personajul nu denota nici un fel de regrete.
in monologul de autojustificare, de asemenea, prezent in acest spectacol, tiranul incearca sa
isi explice sau sa isi justifice actiunile. Este un act de apdrare in fata unei critici externe sau
interne. Prin acest comportament publicul observa zbuciumul cu care se confruntd personajul
si-1 ajutd sa inteleagd procesele interioare ale protagonistului..

Monologul adresat publicului presupune o forma directd de comunicare intre persona;
si public. Personajul vorbeste deschis cu audienta, adesea pentru a-i expune o idee, un
sentiment sau 0 viziune. Drept exemplu in acest caz poare servi personajul Tatianei Manoil
din monodrama O zi din viata lui Helen, unde Helen rupe ,,peretele” dintre personaj si public,
creand o experientd de comunicare directa si intima.

Tot aici observam si monologul de introspectie, in care personajul reflecta asupra
propriei sale vieti, asupra alegerilor facute sau asupra unei situatii in care se afla. Monologul
implica o autoanalizd profunda, in care eroina se intreabd: ,,Ce ar fi fost, dacd...?” sau isi
pune intrebari filozofice. Acest tip de monolog il regasim si in monodrama Maria Tanase. As
muri, moartea nu-mi vine, in care Maria Tanase (Ecaterina Mardari) reflectd asupra Vvietii Sale,
asupra greselilor facute, asupra dorintelor neimplinite sau la ceea ce ar fi putut schimba. In
ambele monodrame este prezent si monologul narativ — protagonistele povestesc un
eveniment din trecut, o intdmplare din trecut sau un caz semnificativ din viata lor. Este un
monolog mai structurat, in care se istoriseste un eveniment clar. Acest monolog permite
publicului sa Inteleaga mai bine contextul in care se afld personajul si cum a ajuns la conditia

in care se afla acum.

263



Monologul dramatic este un monolog puternic si emotionant, unde personajul se afla
intr-0 Stare de criza, expunandu-si starea de frustrare, furie, disperare sau orice alt sentiment
extrem. De exemplu, in monodrama Astro-remisie monologurile Iui Sasa (Victor Vorzonin)
includ izbucniri de furie sau de tristete adanca. Acest tip de monolog are un impact puternic
asupra publicului, creand o atmosfera de tensiune. Fiind o monodrama postmoderna, limbajul
este deconstruit si fragmentat. Textul nu este coerent, ci mai degraba juxtapus sau fragmentar,
ceea ce denota o lume haotica a copilului bolnav de cancer.

Monologul filozofic, prezent in spectacol, include intrebari existentiale sau meditatii
asupra destinului si alegerilor individuale. Un copil de 12 ani pune intrebari fundamentale
despre existentd, liberul arbitru sau destin, Incercand sa gaseascad un sens in viata.

Deseori este folosita o forma de expresie teatrald in monodrama, cum ar fi ,,dialogul”.
Chiar daca pe scena este doar un actor, intreaga structura a spectacolului poate fi construita ca
un dialog — fie cu un personaj invizibil, fie cu un obiect, fie cu publicul, fie cu sine insusi.
Adolf Hitler, marcat de ,,complexul oedipian”, care i-a umbrit copilaria, poartd un dialog
imaginar cu mama lui (prezentatd printr-o fotografie) — singura persoand care a crezut cu
adevdrat in destinul sdu si care il alinta cu numele Adi. Helen discutd cu papagalul ei din
cusca, Kiki, accentuand sentimentul de singuratate prin care trece batrana. Sasa discutad cu
publicul, iar Maria Tanase tot discursul il duce cu spectatorii care sunt intruchiparea
jurnalistului.

Relatia actorului in monodrama cu publicul, care este una intensd, directa si esentiald
pentru reusita spectacolului, devine o tehnica de joc actoricesc indispensabild in spectacolul-
monodrama. In lipsa altor parteneri de joc, publicul devine partenerul principal de
comunicare. Actorul se adreseaza adesea direct spectatorilor. Le povesteste, 1i intreaba, ii
provoacd sau le cere complicitate. In acest fel, monologul devine un ,,dialog viu” cu publicul.
Se creeaza o relatie de intimitate, ca si cum actorul ar incredinta publicului cele mai personale
ganduri. In cazurile cand actorul nu rupe ,,al patrulea perete”, prezenta publicului modeleaza
jocul. Actorul se exprima de parca ar vorbi cu sine, dar intr-un fel in care spectatorul intelege
si empatizeaza (cum este in cazul lui Sasa din Astro-remisie) si publicul devine martorul tacut
al unui monolog interior — spovedanie, autoanaliza, delir. Helen cere complicitate
spectatorilor, invitandu-i in scena in calitate de partener la un pahar de vin sau pentru a o ajuta
la prepararea salatei pentru masa de la aniversarea ei de 80 de ani. Actorii simt energia
publicului in tacerea intensa, In rasete, in suspine. Ritmul, tonul si intensitatea sunt reglate in
acest feedback, cum scrie si George Banu: ,,Un public integrat de doud ori, deoarece este in
acelasi timp spectator si actor (...). A juca si a asista la joc apar ca activitati indisociabile.

Aceasta Tmbinare fascineaza publicul, il vrajeste” [5 p. 42-43].
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In spectacolul-monodrami, pe langa limbajul verbal, se foloseste si limbajul non-
verbal, care este foarte important. Corpul actorului este folosit pentru a suplini cuvintele sau
pentru a le intensifica semnificatia. ,,Limbajul comun a ceea ce se numeste performance este
un cod de gesturi, miscari, sunete care se structureaza de-a lungul constructiei paradigmelor
spectacolului teatral” [6 p. 27]. Gesturile si expresiile faciale sunt esentiale pentru a transmite
emotii si stari interioare, dupa cum a scris Stanislvski: ,,Mimica nu se poate invata, pentru ca
ar duce la o grimasa artificialda. Mimica vine de la sine, Tn mod natural, din intuirea trairii
interioare” [7 p. 27]. Sunt folosite, adesea, imagini vizuale sau obiecte care devin simboluri
ale starilor interioare ale protagonistului. De exemplu, un obiect poate reprezenta un punct de
cotitura 1n viata eroului (cum este microfonul pentru Maria Tanase) sau o stare a psihicului
acestuia (poza mamei pentru Hitler). In spectacol, se poate recurge si la proiectiile video
pentru a crea un fundal dinamic sau pentru a reflecta gandurile sau stirile personajului
(imaginile video din Astro-remisie). Tehnologia poate addauga o dimensiune suplimentara si
poate sustine intelegerea textului. In unele productii moderne, actorul interactioneazi cu
elemente digitale, cum ar fi imagini, texte sau chiar realitate augmentara, care pot adanci
mesajul piesei. ,,Arta insdsi se naste din momentul in care apare linia care se deruleaza

continuu, linia sunetului, a vocii, a desenului, a miscarii” [Ibidem p. 37].

Psihotehnica — un pilon esential in constructia procesului actoricesc

Intr-o monodramia personajul este nucleul intregului spectacol, iar intreaga atentie a
publicului se concentreaza asupra sa. El dezvaluie att actiunea cat si lumea interioara, avand
sarcina de a transmite atdt povestea cat si stdrile emotionale. Aici personajul nu doar ca
actioneaza, ci si mediteaza, isi analizeaza trecutul si 1si confrunta propriile ganduri. Actorul
trebuie sa creeze un trecut clar al personajului, un conflict interior, un limbaj corporal
expresiv. De multe ori, intr-o monodrama, actorul trebuie s interpreteze mai multe personaje
sau sd redea perspective diferite asupra aceleiasi povesti. Acest lucru necesitd flexibilitate
vocala si fizica, claritate In tranzitiile dintre stiri, capacitatea de a mentine tensiunea.
»Intonatia si pauza poseda prin ele insele, dincolo de cuvinte, puterea de influentd emotionala
asupra ascultatorilor” [ibidem p. 139]. Unele monodrame pot include un limbaj auto-
referential, in care personajul este constient de faptul ca se afla intr-o piesa de teatru, fapt care
duce la reflectii metateatrale despre teatru si viata.

Evident ca in spectacol este importanta alegerea stilului de joc. Atunci cand este vorba
despre un text realist, personajul trebuie sa fie autentic si credibil, iar actorul s se bazeze pe
tehnici de analizd si memoria afectiva. Intr-o monodrama expresionista caracterul poate fi

exagerat, simbolic, iar gesturile si vocea pot capdta dimensiuni suprarealiste. In alta, bazata pe
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teatru fizic, corpul devine principalul mijloc de expresie, iar personajul se construieste prin
miscare si ritm. De exemplu, in Astro-remisie sunt prezente elementele gestului psihologic din
metodele propuse si exercitate de Mihail Cehov: actorul exprimd emotiile intense ale
personajului prin migcare si gest. Actorul exploreaza stari extreme, iar vocea si corpul devin
instrumente expresive.

Psihotehnica in arta actorului reprezinta un ansamblu de tehnici si metode psihologice
utilizate de actori pentru a se conecta profund cu personajele pe care le interpreteaza.
Conceptul de ,,psihotehnicd” [ibidem pag. 180] in arta actorului a fost aprofundat de
Konstantin Stanislavski, care a pus bazele unui sistem de pregatire bazat pe procese interioare
autentice. Actorii din monodramele la care se face referinta in acest articol au folosit
elementele esentiale din psihotehnica, cum ar fi: concentrarea si relaxarea, accesarea
memoriei afective (metodele propuse de Stanislavski sau Strasberg), imersiunea in personaj,
exercitii de imaginatie si vizualizare. Prin practicarea psihotehnicilor actorul isi dezvolta
abilitatea de a transforma experientele interioare in expresii artistice adevarate, contribuind
astfel la intelegerea in profunzime si la formarea unei imagini credibile a interpretarii teatrale.

In Astro-remisie actorul Victor Vorzonin intrd in fluxul gandurilor copilului bolnav.
Printr-o ,,auto-stimulare” mentald actorul isi creeaza parteneri imaginari (medici, parinti,
Creatorul) si 1si construieste relatii afective reale cu acestia, pentru ca vorbirea interioard sa
devind vie si sincerd. Acesta este un exercitiu clasic de concentrare asupra circumstantelor
imaginare. Apoi actorul interpreteaza crizele de furie si disperare ale copilului bolnav,
folosind tehnici de auto-conditionare (respiratie acceleratd, tensiune musculard, imaginatie
activd) pentru a ajunge intr-o stare de ,,dezechilibru controlat”. Aceasta este o tehnica derivata
din metoda lui Mihail Cehov, bazata pe corp si impulsuri psihice.

Ecaterina Mardari in Maria Tanase. As muri, moartea nu-mi vine foloseste
psihotehnica prin accesarea memoriei afective — isi imagineaza cu precizie momente de
pierdere, tradare, iubire, asa cum o face Maria Tanase. Actrita declanseaza emotii autentice
prin ,,deturnarea” propriilor amintiri In slujba rolului, conform metodei stanislavskiene.

Anatol Guzic, in rolul lui Adolf Hitler, isi sustine punctele de vedere cu intensitate,
printr-o actiune interioard clar definita: ,,Convinge-te ca ai dreptate”, ,,Apara-te de judecata
lumii”. Aceastd actiune sustine energia emotionala si determind tonul si ritmul discursului.
Actorul se mobilizeaza in apararea unei idei — nu doar spune replici. Hitler poarta un dialog cu
fotografia mamei sale. Actorul dezvoltd simultan doud planuri psihice: trairea propriei
confesiuni si reactia imaginara a mamei. Acest proces creeaza ,,0 dubla viatd interioard”, ceea

ce duce la un joc complex, profund si credibil.
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Tatiana Manoil, in rolul lui Helen, interactioneaza cu spectatorii prin contact vizual,
intrebari directe, gesturi deschise. Actrita aplica principiul ascultdrii active: se raporteaza real
la reactiile publicului (rasete, taceri, ezitari), integrandu-le in joc si mentindnd o conexiune

vie. Acest tip de reactie se bazeaza pe ,,a trdi in moment”, nu pe rutina scenica.

Concluzii

In concluzie, intr-un spectacol-monodrama tehnicile de expresivitate ale actorului sunt
fundamentale pentru a transmite complexitatea mesajului si a crea o legaturd profunda cu
publicul. Acestea variazd de la un control fin al vocii si corpului pand la utilizarea
simbolismului si a interactiunii cu obiectele sau cu publicul. Totul trebuie sa fie In slujba
povestii si a starilor emotionale ale personajului, pentru a transforma fiecare cuvant si gest
intr-o experientd memorabila pentru spectatori. Teatrul utilizeaza o combinatie de limbaje —
verbal, non-verbal, muzical, vizual, simbolic etc. — pentru a construi 0 experienta complexa
pentru public. Fiecare dintre aceste limbaje adauga adancire si nuantd mesajului, iar abilitatea
de a le combina este ceea ce face ca un spectacol sa fie realizat.

Monodrama este o forma teatrald in care un singur actor sustine intregul spectacol,
folosind monologuri variate — interior, confesiv, narativ, dramatic, filozofic — pentru a reda
complexitatea personajului. Desi solitard, monodrama poate include ,,dialoguri” cu personaje
absente, obiecte sau publicul, accentuand intimitatea si implicarea spectatorului. Relatia
directd cu publicul este esentiald, iar actorul regleaza ritmul si intensitatea jocului in functie
de reactiile acestuia. Pe langd limbajul verbal se valorifica intens expresia corporala,
simbolurile vizuale si tehnologia, creand un spectacol profund si captivant.

Psihotehnica reprezintd un pilon esential in constructia procesului actoricesc, facilitdnd
transpunerea trairilor interioare autentice Tn expresii scenice convingatoare. Fundamentata pe
sistemul lui Konstantin Stanislavski, dar si adaptata si extinsad prin contributiile unor creatori
precum Lee Strasberg sau Mihail Cehov, psihotehnica ofera un cadru metodologic complex,
ce valorifica memoria afectiva, imaginatia activda, concentrarea si relationarea sincerd cu
circumstantele scenice. Analiza cazurilor concrete din cadrul monodramelor evidentiaza
varietatea de modalitati prin care actorii contemporani integreaza aceste tehnici in demersul
artistic. Astfel, fie ca este vorba despre accesarea deliberata a unor stari emotionale extreme
(Victor Vorzonin), activarea amintirilor personale (Ecaterina Mardari), construirea unui
dialog interior plurivalent (Anatol Guzic) sau interactiunea vie si adaptivd cu publicul
(Tatiana Manoil), fiecare actor exploreaza in mod particular resursele oferite de psihotehnica.

Se poate afirma, asadar, cd monodrama, prin natura sa profund personald si

introspectiva, constituie un spatiu privilegiat pentru aplicarea si rafinarea acestor metode.
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Aceasta presupune din partea actorului o profunda angajare psihicd si emotionald,
transformand psihotehnica dintr-un simplu mijloc auxiliar intr-un element indispensabil

pentru autenticitatea si intensitatea expresiva a interpretarii scenice.
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De la declararea independentei Republicii Moldova in 1991, societatea moldoveneasca a
trecut printr-o transformare economicd, identitarda si culturald. Republica Moldova si-a dobdndit si
dreptul la o cinematografie liberad, fara resurse financiare, dar cu oameni dornici sa aduca dreptate si
sd spund lucrurilor pe nume. Regizoarea Leontina Vatamanu face parte din acea noud generatie de
cineasti intelectuali §i independenti care au decis sa trateze ranile trecutului prin intermediul artei
cinematografice. Acest scurt studiu face o paralela dintre activitatea cinematografica actualda a
regizoarei Leontina Vatamanu si modul in care filmele sale documentare reusesc sa contribuie la
crearea unui dialog public si artistic despre traumele pe care constientul colectiv le-a suprimat multi
ani sau a ezitat sa vorbeasca. Operele cinematografice ale Leontinei Vatamanu fac parte din terapia
identitatii nationale in spatiul romdnesc si mai ales in spatiul dintre Nistru si Prut.

Cuvinte-cheie: femeie, cinema, Leontina Vatamanu, Republica Moldova, deportari, identitate
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From the independence of the Republic of Moldova in 1991, the Moldovan society passed
through an economical, identity and cultural reset. The Republic of Moldova also gained the right to
have a free cinematography, without financial resources - but with people willing to do justice and
talk plainly. Film director Leontina Vatamanu is part of that new generation of intellectual and
independent filmmakers that decided to express themselves and treat the wounds of the past through
the art of cinema. This short study makes a parallel between Leontina Vatamanu’s current filmmaking
activity and the ways in which her documentary films manage to contribute to the creation of a public
and artistic dialogue about the traumas that the collective consciousness have suppressed for years
and hesitated to talk about.

The cinematic creations of Leontina Vatamanu are part of the national identity therapy in the
Romanian space, and in particular, between the Dniester and the Prut space.
Keywords: woman, cinema, Leontina Vatamanu, Republic of Moldova, deportations, identity

Introducere

Odata cu destramarea Uniunii Sovietice si crearea noului stat Republica Moldova, in
anul 1991, majoritatea sistemelor social-economice, stabilite timp de decenii, au fost, pur si
simplu, resetate sau oprite definitiv. Cinematografia face parte si ea din categoria artelor uitate
la inceputul marilor schimbari de dupa independentd. Nu mai existau fonduri pentru
cinematografie, iar majoritatea autorilor de film si a lucratorilor de la masinaria-studio
Moldova-Film au devenit, practic, peste noapte someri sau, putem spune, liber-profesionisti.
Pentru majoritatea cineastilor continuarea activitatii cinematografice a devenit imposibila intr-
un mod centralizat, astfel a aparut nevoia de adaptare la noile reguli ale pietei capitaliste.

La inceputul anilor nouazeci, perspectiva unor noi generatii care sa reconstruiasca
cinematografia autohtond era inca departe, dar romantismul, fervoarea independentei proaspat
obtinute si caderea cortinei de fier au catalizat contactul dintre tinerii din Republica Moldova
s1 Romania.

Una din aceste tinere este regizoarea Leontina Vatamanu, care a facut parte din prima
promotie de studenti basarabeni inrolati la studii In Romaénia si, mai exact, la Universitatea
Nationald de Arta Teatrald si Cinematografica ,,I.L. Caragiale” din Bucuresti. Pand in prezent
are o cariera prolifica, demonstrand o sensibilitate aparte fatd de viata social-culturald din
spatiul dintre Nistru si Prut. Preludnd magia poeziei de la tatdl sau, scriitorul Ion Vatamanu,
Leontina Vatamanu cauta poezia si o transpune pe ecran prin limbaj cinematografic.

Poezia pe ecran este creatd din subtilitatile pe care le vedem in filme, precum Satul din
oglinda (2008), Sarmana de pe Prut (2011), Te iubesc, lon si Doina (2014) si Siberia din
oase (2020). La nivel simbolic, ordinea creatiei acestor filme reflectd un drum de reconectare
cu identitatea romaneasca, dorul si durerea trecutului.

In Satul din oglindi vedem ca acelasi neam romanesc, aceiasi oameni sunt separati de
o sarmd ghimpatd la granita dintre Roménia si Republica Moldova. Trei ani mai tarziu,

regizoarea revine la granitd s documenteze scoaterea sarmei ghimpate de pe Prut. Peste Inca
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trei ani, Doina si Ion-Aldea Teodorovici ne incantd din nou pe marile ecrane, amintind
publicului despre spiritul cultural si combatant din perioada renasterii nationale. In 2020,
tragedia basarabenilor deportati de sovietici este ,,reinviata” in cinematograf pentru a face
dreptate, pentru a lecui si pentru a educa.

Acestea sunt doar cateva lucrari din filmografia regizoarei, dar fiecare dintre ele
vorbeste despre tragediile istorice ale unui popor si ale unui pamant trecut prin nedreptati si

faradelegi.

Filmografia regizoarei Leontina Vatamanu

Cu siguranta, temele acestor filme pornesc inclusiv din suferinta radacinilor autoarei.
Bunicii, strabunicii si mama Leontinei Vatamanu au trecut prin teroarea deportarilor staliniste,
iar acestea si-au lasat amprenta asupra atitudinii, emotiei si responsabilitatii cu care
regizoarea abordeazd actul de creatie artisticd. ,,Acest discurs cinematografic poate fi
considerat, inainte de toate, o posibilitate de vociferare a dramei familiei, care se dorea retraita
si rdiscumparata prin Impartasirea starilor tainuite” [1 p. 135].

Filmul Sarmana de pe Prut documenteaza perioada in care se scoate sirma ghimpata,
instalatd de sovietici Tn 1945 la granita cu Romania, si, mai ales, modul in care aceasta a
influentat si modelat existenta oamenilor ce locuiesc in satele de la Prut. Acea sarma este un
simbol al nedreptatii cu care poporul roman a fost separat si dezbinat. Astfel marturiseste si
poetul Vasile Romanciuc in film: ,,Am copildrit in satul Badragii Noi, un sat minunat, asezat
pe malul stang al Prutului. Toatad copilaria mea am vazut malul drept al Prutului numai prin
sarma ghimpatd ca printr-o sitd deasa, ca printr-o ceata deasd. Sarma ghimpata trecea chiar
prin gradind, dar inainte de toate, ea trecea prin noi, prin toatd fiinta noastra”. Tot el
concluzioneaza, la final: ,,Simt ranile pe care mi le-a ldsat aceastd sarma in suflet, dar, in
acelasi timp, cred ca in ranile noastre incoltesc semintele dorului de libertate, de adevar, de
lumina, de a fi altfel, de a fi noi ingine” [2].
Actiunea documentarului se Intdmpla ntr-un context politic care pare ca orienteazd Republica
Moldova spre un viitor mai liber, aproape de Romania, dar si de Uniunea Europeana.

Te iubesc, lon si Doina, este un documentar-portret a doud personalitati unice in
istoria recentd a Republicii Moldova, personalitati emblematice care au avut un sfarsit tragic —
Doina si Ion Aldea Teodorovici. Mai mult decédt atat, acest film este si un portret al
vremurilor, al perioadei de renastere nationald, de lupta pentru identitatea roméaneasca, limba
sl patrie.

Doina si Ion Aldea-Teodorovici au fost printre interpretii care au slujit si au fost

sacrificati cauzei nationale. Muzica lor a inspirat si a ,trezit din somn de moarte” o natiune
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intreagd. Filmul Te iubesc, lon si Doina, construit din interviurile persoanelor care i-au
cunoscut, dar si din materiale de arhiva, 1l are intervievat si pe lon Ungureanu, regizor, om de
cultura si primul ministru al culturii din Republica Moldova, care declara: ,,Lucru inedit, lucru
irepetabil in istoria noastrd, ei au stiut sa facd din cantece patriotice cantece de dragoste, iar
cantecele de dragoste deveneau cantece patriotice, pentru ca noi ne afirmam ca neam, ca
popor si nu intdmplator despre ei se spune, si pe drept se spune — doud inimi gemene” [3].

Timpul este de neoprit, astfel, orice om sau eveniment, fericit sau tragic, va ramane,
eventual si inevitabil, in trecut sau in istorie. O istorie care nu poate fi schimbatd, dar care
poate fi, Intr-un fel simbolic, revendicatd si indreptatitd. Anume aceasta simtim in filmele
Leontinei Vatamanu, lucru pe care il declard si ea insdsi: ,,Filmele pe care le fac sunt si un
mod de a face dreptate celor care au suferit de pe urma ororilor comuniste”.

Filmul este expresie artistica, investigatie documentard, iar pentru unii poate fi si
terapie. Aici fac referire, in special, la filmul Siberia din oase, care este un documentar ce
combind scene de fictiune si interviuri documentare cu victimele deportarilor. Dincolo de
drama si tragedia inscenatad cu actori, filmul mai ofera si o reconciliere a protagonistilor cu
trecutul lor tragic. Protagonistii Gavril Boian, Ion Radu, Elena Curicheru-Vatamanu si
Margareta Spanu-Cemortan vorbesc despre trecutul lor, despre ororile si suferinta prin care au
trecut in copilarie, atunci cand au fost deportati.

Se cunoaste ca multi dintre cei care au supravietuit deportdrilor preferau sd nu mai
vorbeasca despre acele evenimente, astfel devenind o trauma colectiva incapsulata, care nu
putea fi tratatd sau depasitd, pentru cd nu se vorbea despre ea. Psihologul Zinaida Bolea
mentioneaza: ,,Se considerd firesc ca, dupd un traumatism istoric antropogen, sd existe o
perioada de latenta, care implica tacere si negare a evenimentului. Ea apare pentru cd, fiind un
eveniment traumatic, este coplesitor pentru psihicul unui individ, comunitati, si acest psihic
dezvolta mecanisme de apirare. Negarea, refularea, bagatelizarea — pentru a supravietui. In
cazul deportarilor din RSSM aceastd perioada de latenta a fost mai lungd decéat in alte traume
istorice. De exemplu, despre Holocaust deja 1n anii *60 a Inceput sa se construiasca un discurs
public despre acest subiect, pentru ca anumite persoane discutau despre experienta lor, voiau
sa 0 impartaseasca, dar comunitatea era rezistenta” [4].

Intr-un interviu acordat in 2020 pentru Radio Europa Liberi, Leontina Vatamanu
mentioneaza: ,,Am adus perspectiva psihologicd asupra traumei. Unul din personajele acestui
film este doamna psiholog Zinaida Bolea, care ne vorbeste despre consecintele acelor traume,
despre consecintele traumelor care se perpetueaza in timp, se transmit generatiilor, chiar si
generatiilor actuale” [5].

Povestind, protagonistii din film isi depasesc intr-un fel fricile si traumele trecutului,
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ajutand totodata si spectatorii sa faca acelasi lucru, sa vada si sa auda cd au existat acele
evenimente. Foarte multi oameni au avut de suferit, iar noi, ca neam, am ramas cu o rana care
trebuie tratata cu grija.

In revista ARTA, Nadejda si Constantin Ivanov scriu: ,,Siberia nu a rimas in trecutul
intunecat, inmarmurita intr-un basm moralizator pe care-1 putem comemora la dorinta, ci se

regaseste in constiinta colectiva, pana la cel mai tanar individ al ei” [1].

Expresii terapeutice in cinematografia internationala

Terapia colectiva prin cinematografie este un fenomen de amploare mondiald si poate
fi intdlnita, din pacate, in cinematografiile mai multor natiuni. Zic ,,din pacate”, pentru ca
aceste filme sunt rezultatul unor drame catastrofale ale civilizatiei umane ce au avut loc pe
parcursul istoriei secolului XX si care au marcat si decimat constiinta colectiva a milioane de
oameni. Unul din cele mai relevante exemple este Holocaustul provocat de masinaria nazista
in cel de-al Doilea Riazboi Mondial. Filme precum Shoah (1985) de Claude Lanzmann,
Noaptea si ceata (Nuit et Brouillard, 1956) de Alain Resnais sau Lista lui Schindler
(Schindler’s List, 1993) de Steven Spiclberg sunt doar cateva dintre operele cinematografice
care vorbesc despre ororile Holocaustului si ofera rezilienta natiunii evreiesti la nivel global.
In cadrul lansarii filmului Shoah, regizorul Claude Lanzmann spunea: ,,Holocaustul nu este
ceva ce poti reprezenta cu adevarat, dar e ceva ce trebuie expus. Filmele despre el servesc ca
un pod intre tacere si memorie, ca o metoda de a confrunta trauma fard a o sterge”. La fel
spune despre Holocaust si istoriografa Deborah Lipstadt, care, in cartea sa ,,.Denying the
Holocaust: The Growing Assault on Truth and Memory” (1993), scrie: ,,Cinematografia este
un mediu accesibil care aduce in prim-plan inimaginabilul. Aceasta permite publicului sa
proceseze ororile Holocaustului intr-un mod pe care cartile si lectura nu o pot face, astfel fiind
un instrument vital pentru terapia memoriei colective” [6].

Tarile Baltice si-au tratat ,,ranile” istorice prin intermediul mai multor filme: Povestea
sovietelor (The Soviet Story, 2008) de Edvins Snore — un documentar leton care examineaza
crimele regimului sovietic, inclusiv deportirile si represiunea din statele baltice; [n bdtaia
vantului (In the Crosswind, 2014) de Martti Helde — o drama letona bazata pe memoriile unei
femei deportate in Siberia in 1941, care exploreaza lupta pentru supravietuire si demnitate in
fata adversitatilor extreme; Frontul invizibil (The Invisible Front, 2014) de Jonas Ohman si
Vincas Sruoginis — un documentar lituanian care detaliaza miscarea de rezistenta antisovietica
din Lituania postbelica, concentrandu-se pe liderul partizan Juozas Luksa si lupta sa Impotriva
ocupatiei sovietice.

In 2007 regizorul polonez Andrzej Wajda lanseazi filmul Catdn (Katyn) despre
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masacrul de la Katyn din 1940. O tragedie in urma careia aproximativ douazeci si doua de mii
de ofiteri si intelectuali polonezi au fost executati de NKVD-ul sovietic. La fel, pentru multa
vreme, acesta a fost un subiect tabu pentru societatea poloneza.

Golod-33 (0100-33 — Foametea-33, 1991) de Olesi lanciuk si Povdir (I1osooup —
Ghidul, 2014) de Oles Sanin exploreaza Holodomorul din Ucraina anilor 1932-1933: 0

foamete devastatoare provocata de politicile staliniste, care a dus la moartea a milioane de
ucraineni; Najing, nanjing (B8R | BAR! — Orasul Vietii si Mortii, 2009) de Lu Chuan

descrie masacrul din Nanjing, China (1937-1938).
Regimul Khmerilor Rosii in Cambodgia (1975-1979) este pus pe ecran in filmele S21,
masindria de ucis a Khmerilor Rosii (S21, la machine de mort khmere rouge, 2003) si
Imaginea absentd (L'image manquante, 2013) de Rithy Panh. In America Latina dictatura lui
Augusto Pinochet din Chile a catalizat crearea unor filme precum trilogia Batalia din Chile
(La batalla de Chile, 1975-1979) sau Nostalgia pentru lumina (Nostalgia de la luz, 2010) de
Patricio Guzman.

Aceste filme au aparut din tenebrele istoriei si din dorinta autorilor de a pastra
memoria acelor evenimente tragice, de a le expune fara cenzurd si pentru a povesti istoriile
oamenilor nevinovati care au avut de suferit de pe urma ideilor eronate, doctrinelor oarbe si

avaritiei desarte a oamenilor.

Concluzii
Dacd e sd facem o analizd comparativa a filmelor regizoarei Leontina Vatamanu,
observdm mai multe similaritati la nivel de stil si forma narativa. Fiind si editoare a propriilor
filme, regizoarea construieste naratiunea cinematograficad cu ajutorul interviurilor, urmaririi
documentare, a montajului asociativ si a coloanei sonore menite sa pund accentele emotive in
momentele potrivite.

Documentarele Leontinei Vatamanu pornesc din dragoste. O dragoste departe de un
romantism idilic, ci mai degraba una neimplinitd, macinata de dor, de cuvinte nespuse, trecuta
prin suferintd si nedreptati. Lupta din dragoste este o tema universala, ce poate fi inteleasa si
poate fi accesibila publicului larg. Desigur, in particular, documentarele regizoarei vorbesc
despre o dragoste mai specifica — cea de neam, identitate si culturd romaneascd, ce au fost
schilodite pe parcursul istoriei de catre sovietici.

Astfel, desi tema filmelor sale este una universala, filmele Leontinei Vatamanu se
preteazd, in primul rand, spectatorilor care fac parte din acest context local sau regional.

Pentru un spatiu mai extins de privitori functioneaza Siberia din oase, dat fiind faptul ca
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tragedia deportarilor a cuprins mai multe natiuni din fosta Uniune Sovietica (balticii,
polonezii). La nivel international, filmografia Leontinei Vatamanu face parte din
cinematografia dedicata dramelor nationale si identitare. Filmele ei sunt ca un portret cu
cicatrici, care pastreaza semnele ranilor din trecut, le tine minte, le ingrijeste, le canta si le
trateaza.

In timp, crearea documentarelor mentionate mai sus, credem, a avut si are in
continuare o contributie substantiald pentru societatea din Republica Moldova. Filmele
Leontinei Vatamanu au avut participari si premii la festivaluri internationale, dar cel mai
important este faptul ca aceste opere, care ingheatd in timp drame omenesti, sunt proiectate pe
marile si pe micile ecrane. Cu siguranta, identitatea, dragostea de limba si alfabet latin sunt
valoroase, trebuie promovate si diseminate in societate cat mai activ.

Prin faptul ca aceste filme exista si sunt privite, Leontina Vatamanu contribuie la
»terapia” poporului dintre Nistru si Prut. Aceste filme mentin vie memoria, deschid ochii si
educa noi generatii. Probabil, regizoarea Leontina Vatamanu si-a gasit chemarea in expresia
cinematografica prin abordarea unor probleme si drame de importanta cruciald, din punct de
vedere istoric si uman.

La momentul scrierii acestor randuri, cdutarile regizoarei trec Prutul pentru a crea
urmatorul film documentar cu titlul de lucru Fugarii. Acesta va dezvilui un alt fenomen din
perioada deportarilor sovietice — emigrarea basarabenilor care si-au lasat pamanturile, averile
st chiar familiile s1 au trecut Prutul pentru a se salva de dictatura sovietica.

Cinematografia a fost o arma de manipulare in mainile dictatorilor si despotilor, dar la
fel poate fi i un balsam tdmaduitor in mainile oamenilor cu intentii nobile.

S-ar parea ca, in timp, lucrurile ar trebui sa revina pe fagasul normalitatii si adevarului,
dar, din pécate, astdzi, In 2025, in contextul razboiului dintre Rusia si Ucraina, in contextul
influentelor venite de la Moscova, mai mult ca niciodata este necesard aceastd combativitate
si rezistenta prin cultura si arta.

In prezent sunt putine personalititi in cinematografia din Republica Moldova care au
in palmares o atat de bogata filmografie dedicatd dramelor nationale precum cea a Leontinei
Vatamanu. Datorita filmelor sale, astdazi se vorbeste tot mai mult despre problemele natiunii
noastre, despre tragediile istorice prin care au trecut basarabenii, despre cultura noastrd care

trebuie pusa in prim plan si despre un viitor civilizat si pasnic pe care il dorim urmasilor.

Referinte bibliografice

1. IVANOV, N. si C. IVANOV. Reconstituirea dramei copilariei din perioada deportarilor in filmul
»Siberia din oase” al Leontinei Vatamanu. Arta, 2020. Seria Arte audiovizuale. Chisinau:
Grafema Libris, 2020, p. 135. ISSN 2345-1181.

274



2. ROMANCIUC, Vasile. Interviu. Leontina VATAMANU (regizoare). Sarmana de pe Prut. Film
documentar. 2011, 16:30; 43:30 min.

3. UNGUREANU, lon. Interviu. Leontina VATAMANU (regizoare). Te iubesc, lon si Doina. Film
documentar. 1h19min.39sec.

4. BOLEA, Zinaida. O situatie existentiald de limitd, cum au fost deportdrile, ne pune in contact cu
limitele noastre. Interviu video. Chisindu. Agora.md, 2024, 7 iulie, 2:22 min. Dsponibil:
https://agora.md/2024/07/07/subiectul-deportarilor-tot-mai-putin-discutat-in-societate-zinaida-
bolea-fara-interventia-statului-acest-discurs-se-construieste-mai-dificil [accesat 2025-06-23].

5. VATAMANU, Leontina (regizoare). Despre diferenta dintre moldoveni si baltici: cazul
deportatilor. Interviu audio. Chisnau. Radio Europa Libera, 2020, 6 iulie, 2:32 min. Dsponibil:
https://moldova.europalibera.org/a/regizoarea-leontina-vatamanu-despre-diferen%C8%9Ba-
dintre-moldoveni-%C8%99i-baltici-cazul-deporta%C8%9Bilor/30702578.html [accesat 2025-06-
23].

6. LIPSTADT, Deborah. Denying the Holocaust: The Growing Assault on Truth and Memory.
NewYork: Plume,1993. ISBN 0-452-27274-2.

TEXHUKHA CHEHUYECKOM 3KCIIPECCUBHOCTHU
KJIACCHUYECKOI'O ATOHCKOTI'O 1 KHTAUCKOI'O TEATPOB B
APXUTEKTOHHUKE CIIEKTAKJIS POGEPA JIEITAZKA

TEHNICI DE EXPRESIVITATE SCENICA A TEATRELOR CLASICE
JAPONEZ SI CHINEZ IN ARHITECTONICA SPECTACOLULUI LUI
ROBERT LEPAGE

TECHNIQUES OF EXPRESSIVITY OF CLASSICAL JAPANESE AND
CHINESE THEATERS IN THE ARCHITECTONICS OF ROBERT
LEPAGE'S PERFORMANCE

NINA ERMICIOI*®
doctoranda,
Academia de Muzica, Teatru si Arte Plastice

https://orcid.org/0009-0003-7778-4296

CZU 792.071(71)
792(71:5)
DOI https://doi.org/10.55383/iadc2025.86

B amou cmamve paccmampusaemcs meopuecmeo Pobepa Jlenadica 6 konmexcme nO3HABAHUSL
3aNAOHOU PeNCUCCYPOU MPAOUYULl ANOHCKO20 U Kumaticko2o meampos. Cmuib 25mo2o meampaibHo20
Odesimenia pa3eueaemcs u3 3QQekmueHbix umo208 KOMRUIAYUU MEXHUK A3UAMCKO20 CYEHUUECKO20
uckyccmea ¢ UHOUBUOYANbHbIM — KOHYENMOM  «apXumeKkmypHou  oscmemuxuy.  bnacodaps
OCHOBAMENLHOMY 3HAKOMCMEY C KIACCUYECKUM SINOHCKUM MEeampaibHblM UCKYCCEOM  3MOm
pedicuccép ymeno ynpaensem 3pUmenbCKUM 60CHpUsmMUeM U MeampaibHbiM NPOCHMPAHCIBOM.
Hcnonv3ys mexnuku cyeHuueckol 8bipaszumenbHoCmu 60Cmouno20 meampa, Pobep Jlenasic 603600um
YenoCmHbLLL, HACLIWYEHHBII CMBICTIOM KAPKAC C8OUX NOCMAHOB0K. AHANOSUYHO NPAKMUKAM KUMALCKOU
U SINOHCKOU CYEHbL 8 APXUMEKMOHUKE €20 CReKMAaKisi maney npeobnradaem Had mexcmom. B pamxax

1% E-mail: ninaermicioi83@gmail.com

275


https://agora.md/2024/07/07/subiectul-deportarilor-tot-mai-putin-discutat-in-societate-zinaida-bolea-fara-interventia-statului-acest-discurs-se-construieste-mai-dificil
https://agora.md/2024/07/07/subiectul-deportarilor-tot-mai-putin-discutat-in-societate-zinaida-bolea-fara-interventia-statului-acest-discurs-se-construieste-mai-dificil
https://moldova.europalibera.org/a/regizoarea-leontina-vatamanu-despre-diferen%C8%9Ba-dintre-moldoveni-%C8%99i-baltici-cazul-deporta%C8%9Bilor/30702578.html
https://moldova.europalibera.org/a/regizoarea-leontina-vatamanu-despre-diferen%C8%9Ba-dintre-moldoveni-%C8%99i-baltici-cazul-deporta%C8%9Bilor/30702578.html
https://orcid.org/0009-0003-7778-4296

OaHHOU NYOIUKAYUU COOMBEMCMBYIOWUIL ME3UC NOOMBEPIICOAETNC NPUMEPAMU U3 NEPPHOPMAHCO8
«lonybou oparxony u « Cemob npumorog pexu Omay.

Knrouesvie cnosa: Poboep Jlenaosic, anouckuii meamp, Kumauckuil meamp, apXumeKmoHuxa
CneKmaris

Acest articol examineaza opera lui Robert Lepage in contextul explorarii de catre regizorii
occidentali a traditiilor teatrelor japonez si chinez. Stilul acestui creator se dezvolta din rezultatele
eficiente ale compilarii tehnicilor artei scenice asiatice cu un concept individual al ,, esteticii
arhitecturale”. Datorita unei cunoasteri aprofundate a artei teatrale clasice japoneze, acest regizor
manipuleaza perceptia publicului si spatiul teatral. Folosind tehnicile de expresie scenica ale teatrului
oriental, Robert Lepage construieste un ansamblu coerent si semnificativ pentru productiile sale.
Similar practicilor scenice chinezesti si japoneze, dansul prevaleaza asupra textului in arhitectonica
spectacolelor sale. In cadrul acestei publicatii, aceasti tezd este sustinutd prin exemple din
spectacolele ,, Dragonul albastru” si ,, Cei sapte afluenti ai raului Ota”.

Cuvinte-cheie: Robert Lepage, teatru japonez, teatru chinezesc, arhitectonica spectacolului

This article examines the opera of Robert Lepage in the context of the Western directors'
exploration of Japanese and Chinese theater traditions. The style of this artist develops from the
effective results of compiling the techniques of Asian stage art with an individual concept of
"architectural aesthetics". Thanks to a comprehensive knowledge of classical Japanese theatrical art,
this director is able to manipulate the audience's perception and theatrical space. Using the
expressivity techniques of the Eastern Theater, Robert Lepage builds a coherent and meaningful
ensemble of his productions. Similar to the Chinese and Japanese stage practices, the dance takes
precedence over the text in the architectonics of his performances. In this publication, this thesis is
supported by examples from the performances ,,The Blue Dragon” and , The Seven Streams of the
River Ota”.

Keywords: Robert Lepage, Japanese theater, Chinese theater, architectonics of performance

Brenenmne

PobGep Jlemaxx sBisercss 5(G(GEKTUBHBIM PEHMIIUEHTOM TPAJUIMOHHOTO (HOoHIA
CLIEHMYECKON JKCIPECCUBHOCTH a3MATCKOIO TeaTpa. DTOr0 PEKUCCEpA yBIIEKAET IMPOLECC
06HOBJ’I€HI/I$[ pbI4aroB ynpaBJICHUA CIIGHI/I‘-IGCKOﬁ OKCIIPECCUBHOCTH 3a CYET HAKOILUICHHBIX
SITIOHCKUMH U KUTAUCKUMH T€aTpaMu HCYCPIBIBAIOIINX TEXHUK CO3JaHUSA O6pa3HOCTI/I B
TPEXMEPHOM IIPOCTPAHCTBE CLIEHBI.

BepositHo, ¢opmooOpasyronue TeXHOJNOrMM B crektakie Jlemaka mnuTaembl
KaTerOpuer «OTKPBITUS TJa3» KauesH, KoTopoil [Izsamu, aBtop Cemu cexpemHwvix
mpaxkmamoe meampa HO, yaciauni 0COOEHHOE BHUMAHHUEC, NNOAYCPKHYB, 4YTO KAU2oH <«3TO
MOMCHT, KOrga KOM6I/IHaI_[I/I}I BU3YAJIbHLIX 2JICMCHTOB YIUBJISACT Hy6JII/IKy CBCPX BCSIKOH MCDBI,
Korga TaHE€l U ABUKCHHUC aKTépa CILICTAarOTCA AJ1d TOro, yTOOBI BBEI3BATH 0006}/}0 SMOIHMIO B

JTylax MpUCYTCTBYIOIIUX B 3pUTeNbHOM 3aie» [1 c. 114].

TexHuka BHU3YAJIBLHOH JKcHpeccUBHOCTH Tearpa KalOykm B apXuTeKTOHMKeE
cnexrakJs Poodepa Jlenmaxa

Kak npaBuiio B ocHoBe mocTaHOBKU Jlemaka HaXOOUTCS MAapTUTypa, POXKIEHHAS B
UMIIPOBU3ALMSIX, HCCIENOBAHUSAX UM JUCKyCCHSX. OJTa MapTUTypa oO0pasyercss MyTEM

NEPECCUCHUSA TOPU3OHTAJIBHBIX W BCPTHKAJIBHBIX oceit nog pas3jindHbIMKU yTJlaMUd U
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npelacTaBisieT co0oil kapkac Oyaymiero 34aHUSl CHEKTakis. byayun BOBIICUEHHBIM B
SKCTIIEPUMEHTBI CO CIICHHYECKHUM IpOCTpaHcTBOM rpymmoi Repere (1983-1984), Jlemax
BJIOXHOBJISIETCS. UJCAMHU apXUTEKTypHOU cueHorpaduu. He equHOXKIBI KpUTHKaMH OyJeTr
OTMEUEHO CTPEMJICHHE 3TOr0 pexuccépa K IPEOJOJICHUIO YCTOMYMBBIX JIMTEPATYpPHBIX
accouuanuid W CO3JaHHE€ UM apXUTEKTOHHYEeCKHX ¢GopM, (QUrypaTUBHas II€IOCTHOCTh
KOTOPBIX TOSIBJISIETCS M3 <«SIMOHCKOTO0 BOOOpakeHHs» pexuccépa [2 c. 34]. BepositHo, B
nzoOperaembix JlemakeM «MOZIENAX PpPECTPYKTYpPUPOBAHMsI IPOCTPAHCTBA CLEHBl U
npamarudeckoro BpemeHu» [3 c¢. 111] orpasunock monoxenune teatpa Kabyku o cTpykType
CLIEHApHOr0 TEeKCTa. B OCHOBE TAaHHOI'O MOJIOKEHUS HAXOAMUTCS 3HAHUE O JIBYX JJIEMEHTaX.
OnuH U3 HUX — coKall — MPEJCTABISACTCS BEPTHKAIBLHON JUMHUEH BpeMeHu mamacyosu. 1o
AIIEMEHTOM CIOKO TIOAPa3yMeBaeTCs JIMHUS TI0cKocTH €kocy3u [4 c. 113].

[IpuBepxeHHOCTh Jlenaka HEKOTOPHIM MPUHLUIIAM KJIACCHYECKOI0 AIMOHCKOTO TeaTrpa
nposiBuiacek B Tanye xumono u3z cnekrakiss Cemsv npumoxoé pexu Oma. Ilo 3ambicity
MIOCTAaHOBIIIMKA B JAHHOM TaHIIE CBA3b MEPCOHAXKEN APYr C APYroM MepelaHa BU3YyalbHO, a
3pPEeKT OT BO3ICHCTBUS HA 3pHUTENEH NPHU MOMOIIM ONTHYECKOTO AITOPUTMA OOJIAYCHUs
JNEHCTBYIOIIUX JIMII B KUMOHO copa3MepeH Karapcucy. IlpuBeném omnucanue 3Toil katiesH
nocyenoBaTeabHOCTH: «Kak TOJNbKO OJMH M3 NEPCOHAaX IOBOPAYMBACTCA, CIEAYIOIIMMA
MEPCOHAXK — BOLIEIUINN CKPBITHO M CTOSIBUIMHM HPSIMO 3a HUM — IPOCKAJIb3bIBAET B KOCTIOM,
MIOBOPAYMBAsICh U OOBABISASA ceOs, B TO BpEMsI KaK YTO-TO CKpPBIBAET YXOJ MpPEabIIylieroy» [2
c. 30].

AKTyaJIbHOCTh MBICIT O HENPEB30MIEHHON Maruu teatpa myosho, neneeMas aBTOpOM
Tpaxmamos, noaTBepxkaaercs Jlenaxxem nmyTéM «cONMXKEHUs Tela U TeXHoJorui» [2 c. 53],
HE 3ps €ro Ha3bIBAlOT «AJXMMHUKOM B3aMMOOTHOIIEHHUS HOBOro M jaaBHero» [5 c. 51]. B
pe3yabTaTe MOIyJYaeTCsl CIIEKTAKIb «C ayJUOBU3YaTbHBIMU A (PEKTaMU MOYTH BOITIICOHBIMUY
[6 c. 33]. Bo3mosxHo, uro uHTepec Pobepa Jlenaxa K SMOHCKOMY CLIEHHYECKOMY UCKYCCTBY
OOBSICHAETCS TeM, YTO JJIsl a3MaTCKOro TeaTpa XapakTepHO OpaTh BO BHMMaHHUE BCE IISTh
CEHCOPHBIE CUCTEMBI YEJI0OBEKA.

[IpuobmmBmncy k xpanuMmbiMu TeaTpamu Ho u Kabyku TaitHam MacTtepcTBa
neOpMUPOBAHUS HWIPOBOTO TMPOCTPAHCTBA, pEXUCCEPOM Oblla BbIBeAEHA (Qopmysa
MIOCTPOEHHUS CIIEKTaKJIsA, B KOTOPOW MPHUCYTCTBYET KOHCTaHTAa AKTEPCKON UyBCTBEHHOCTH M
MUCTEpUS MeCTa M BPEMEHM ACHCTBHS, WIM JAPYTUMHU CJIOBAMU «IIPUCYTCTBUE IIJIOTH B
MPOCTPAHCTBE U Kaxkaa ckasku» [5 c¢. 52]. O0 ummakTe pa3paOOTaHHBIX ATUM 3alaJHbIM
PEXKUCCEPOM TEXHHK MUIIYT B CBSI3M C BO3POXKICHHEM Tpaauluil SnoHun, mpu sToM
oTMeuas, yTo Onarojgaps yMello HCHOJIb3yeMOMY HU(GPOBOMY OOOpPYIOBaHHMIO 3pHUTEIb U3

OTCTpaHEHHOT0 HAOIOATeNs peBpalaeTcs B 000bIIEHHOr0 MapTHEPa akTEPOB. «B TakoM
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1oy, Kak JoHHazama, SBISIOUIEMCS TaHbIO YyBCTBEHHOW cianocTtpactHoctu KaOyku, 310
HEOOBIKHOBEHHOE Ka4eCTBO JIErde BCEro 3aMeTUThY [5 ¢. 52].

B cBoém TBOpuectBe Jlemaxk cTpeMHTCS K IEpeIUIeTeHHIO ABYX U Ooisee
NapajuleJIbHBIX MHUPOB AaKTEPCKOTO CYLIECTBOBAHMSI B OJHOM sBJIEeHMU. OCOOEHHO SIBHO
MIPEICTABIEH NPOLIECC IMOIJIOLIEHNUS CLEHUYECKUM BPEMEHEM CHOKETHBIX PpACCTOSHUM B
nmocTaHoBke [ onybotl OpaxoH, &IHU3alH KOTOPOM TIPEACTABISICT pEIIAIONIUN IIar B
AKCIIEPUMEHTE IO CIUSHHUIO HappaTUBa ¢ 3CTETUKONW apXUTEKTYpHI.

Konuenmuto apxumexmyproti scmemuku pexuccépa — COBpEMEHHUKA CPAaBHUBAIOT C
o3apenusamu ['opaona Kpsra o rapMOHHYECKOM COYETaHUU JIBUXKYLIETOCs Telna U 00bEMOB [5
c. 52]. Tlockombky 00BEM creHsl B mepdopmancax Jlemaxka co3maércs mnepecedyeHueM
NEPCIEKTUB, TO JIMHEWHOCTh IOBECTBOBaHHUs Takxke orcyrcTByeT. [locTapaemcsi mpuBecTu

IPUMEPBI STOMY YTBEPKJICHHUIO B CJIEIYIOIIEH IJIaBe.

TexHuka mnepeceyeHHs] MIPOBBIX TMPOCTPAHCTB TMOCPEICTBOM TaHOA B
apXuTeKTOHHKe cniekTakJs Podepa Jlenmaxa

Havano cnekraknst [oaybou Opaxon TPENCTABICHO TEXHUKOW OOBEIMHEHHUS TPEX
UTPOBBIX M3MepeHuii: «Ilbep pa3MbllLIseT 0 KuTaiickoi Kammurpaduu, camonér, B KOTOpOM
Haxoautcst Knep npeogosneBaer mropm Ha myTd B Kuraii, u JIMH UCHIONHSET TpaJULIMOHHBIN
TaHell C JJIMHHbIMU pykaBamu» [2 c¢. 128]. CrokeTHbIe JIMHUU CIUIETAIOTCS MHOTOKPAaTHO, HO
cueHorpadguueckoe  pemeHue — (puHANA,  MOAOOHO  TPEICTABIEHHOMY B TpEX
MIPOCTPAHCTBEHHBIX Cpe3ax Hayally, paccilauBaeTcsd Ha HECKOJIbKO BapUaHTOB BEPOSTHBIX
HCXOJIOB.

CwmpbIcnoBasi LENOCTHOCTh TEXHUK CLUEHUYECKOM IKCIPECCUBHOCTU B apXUTEKTOHHKE
NocTaHOBKM Jlemaka XapakTepusyercsi AMHAMMYHOCTBbIO. ['mOkas, MoOuibHas cpena
CIEKTAaKJISl CO3/1aETCsl HETIPEPHIBHBIM HapalllMBaHUEM OOpPa3HOCTH 3a CUET SBOJIIOIMHU OJHOTO
BBIPA3UTEILHOTO DJJIEMEHTa, BIEKYIIeH 3a co00il KOMIUIEKCHOE W3MEHEHHE TIIyOUHBI
accoluanum.

B I'onybom opaxone Texct 3amentaercst xopeorpadueit. Mcnomaurensauna poau Jlu,
cUHTramypckas tanmosmmma Tai Wel F00, TemecHON SKCIPECCHBHOCTHIO 0003HAYaeT
MEePEeTIOMHBIE MOMEHTBI CYJb0BI CBOCH TepOrHH. TeXHUKa BHITIOJHEHHS OJHOTO U3 Maccaxeit
TaHIa C JUIMHHBIMH PyKaBaMHU, KOTOPYIO MPUMEHSIET apTUCTKA, CIOCOOCTBYET 0OOTaIICHHIO
CEMaHTHYECKOI'0 AMAara3oHa POIH.

Ilo omHOMy U3 omnpeneneHuii, B KUTAaUCKOM TeaTpe CYIIECTBYIOT JBa THIIA
KECTHKYJSAIUU: TAHTOMUMUYECKoe U u3o0pasurenvHoe. Korma peus uAET O TepBOM,

HMCIOTCA B BUAY ABUXXCHUSA MAHTOMHUMBI OKBUBAJICHTHBIC CIIOBCCHOMY TCKCTY. BTOpOI\/'I THUII
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COOTHOCHTCS C aJITOPUTMOM 3aMEHbI OTCYTCTBYIOLIETO Ha CLIEHE MpeAMeTa U300pa3uTeIbHbIM
)ecToM [7 c. 166].

CoOTBETCTBEHHO M300peTaTeNbHOCTh co3uareneil [ 0ny6oeo OpakoHa NPOSIBUIACH B
CO3aHUU TaKTUKU OOBEIMHEHUS 3TUX JBYX MO3MLMNA B OJHON TOYKE IEPECEUEHUs, KOTOpPO
CTall (MHATIBHBIN AKKOPJ IUIACTUYECKOro pUCYHKa mnepcoHaxa JIuH. B KynbMuHAIMOHHOM
MOMEHTE CBOEro TaHIa MIIaJIeHel] OpocaeTcs €10 B HAlpaBJIEHUH 3pUTENIBHOIO 3ala.
BbI3BaHHBIN 3TUM JBIKCHHEM Yy MYOJIMKH HIOK «PacCeWBAETCs MPH OCO3HAHUM TOTO, YTO 3a
3arenéHaToro Maliblilia Ha CaMOM JieJie ObLIH MPHHSATHI 10100paHHbIe pyKaBa e€ KOCTIoMay [2
c. 127].

TaHell TepOMHM — 3TO «IIUK CEMHOTHYECKOro cryctka» [2 c. 128]. Peanuzanus
JAHHOTO 3MM30/la COOTHOCHUTCS C yMEHHMeM Jlemaxka MOHTHpPOBAThb ApXUTEKTOHHUYECKUN
KapKac CBOMX MPOW3BEACHUN NPU TOMOIIM TpaHchopMaruu H300pa3UTENBLHOTO KecTa B
KOHTEKCTYyaJbHbI MAaHTOMUMHUYECKUN. B TaHLe BHyTpeHHHUE MOOYXIEHHUsS I'e€pOMHHU, TaKHUe
Kak HEoOXOOUMOCTh B caMOpealu3aliM, >KeJaHWe CBOOOJAbl M OTKa3 OT MaTepUHCTBA
MTHOBEHHO mpeoOpasyrorcsi B Meradopy. HakomneHHBIME acconManusMu  3amoIHSIOTCS
IIPOCTPAHCTBEHHBIE YPOBHU CIEKTAKJIS.

BosBpamasice  k  usz0upartenbHocTd  Jlemaka B OTHOLIEHMM — MUpa-caKail,
IpeJHA3HAYCHHOTO CTaTh MIaT(OpMOM 1 pa3BOpauyMBaHMs 3aMbICIIa-CIOKO, OTMEYAEM €ro
paBHOIIPaBHBIM MHTEpec K cTpaHaM Asuu. ['epom ero croekTakieil nepeMelmarTcs W3
BooOpaxxaemoro Kwurtas B BooOpakaemyro SImoHWI0O B depele MOCIEAOBATEIbHBIX
peunkapHaumii. Pexucc€p momaraer, 4YTO TOYHOCTb B  CJEIOBAaHUU IPU3HAKAM
reorpapuueckoro MeCTONoJOKEHHs Heo0s3aTeNbHa.

B xapakrepHoM misa pexuccypsl Jlemaka apXUTEKTYpHOM IOJAXOJE K IOCTPOEHUIO
CHEKTaKJIell HaxOIUT OTPa)X€HHE €ro Oo4apoBaHHOCTh BocTokom, rzne ocobo UM IeHUMast
KOMIIaKTHasi OpraHu3alus CIEHMYECKOro MPOCTPAHCTBA, UAYIIas «pykKa 00 PyKy C CHIIbHON
Koau(duKanuel Bcex JKeCTOB, IMPeIMEeTOB, OASXIsl U T.JA.» [8 c. 49], coueraercs ¢
Ha3piBaeMoil B Tearpe KaOyku Hauimao3> MOOMIBHOCTBIO KOMOMHUPOBaHHMS BpeMEH U
nepcoHaxeii [4 c. 114].

CoaBtopom PobGepa Jlenaxa B mpoekrte Tpunocus /paxonos ctama Mapu bpaccap.
[Tocne Buzuta B KuTail akTpuca oueHmiIa, HaCKOJIbKO BEPHBIM OBLIO TO, YTO OBLIO €10
HadaHTa3upoBaHO B Hayane 00 3Toil cTpane [8 c. 39]. IIpu cToab HEHTPAIBHOM OTHOLIECHUU
MOCTAHOBIIMKA K BOCIIPOM3BEACHHUIO aHTypa)ka pPEruoHa, TeOoJIOKallds €ro MpOou3BelIeHUN
Hepenko azuarckas. Pexuccép nmpusnaércd, uto «Kutat u3z Tpunoeuu...3170 Kutail, KOTOpbIA
COOTBETCTBYET IIOCIAHUIO, KOTOpPOE€ Mbl XoTenu jAoHectu» [8 c. 39]. CnenoBaTenbHO

reorpaduueckue MPEAIIOYTEHUS Jlemaxa MIPOUCXOMSAT u3 CUHXPOHU3ALUHU
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parMoOHATM3UPOBAHHBIX CBEICHHH 00 00BEKTE C Cyry0o aBTOPCKUM BHjacHHEM. OTpakeHHE
INPUHIIMIIA O COOTHOLIEHUU OOBEKTHMBHOIO U CYOBEKTHBHOI'O JJIEMEHTOB CIKAll — CIOKO
SBJICHO B PEXKUCCEPCKOM KOHUENIMU O 2e0-nod3uu, THE CIKAlUl COOTBETCTBYET
KapTorpauuecKuil acmekT, a cloko — aMOHWIIMO3HOCTh AaBTOPCKOTO 3aMbicia. B cucteme
KoopauHat crekrakiiss Cemv npumokos pexu Oma aMILIUTya UMIPOBU3ALUN, 00yCIOBIeHA
TBOpUecKoil cBoOomoM Jlemaxka mocTymarbcsi KOHBEHIIMOHAIBHON COTJIACOBAHHOCTHIO DA
OKCIPECCHUBHOCTH JUCCOHAHCA, CBOHCTBEHHOro as3uarckomy Ttearpy. COBOKYIHOCTb
MHOTOYHCIICHHBIX KOHTpagukiuii B Cemu npumokax pexu Oma Tiepepocia B 3afady IO
NEePEICTeHUIO CEMH ITOBECTBOBAHMM, OXBATHIBAIOLIUX AMOXU U Halu. KoMIUIeKCHBbIE yPOKHU
MEXKYJIbTYPHOTO TE€aTPaJIbHOTO MCKYCCTBAa 00ECIEUMIIM PElIeHHE, KOTOPhIM CTal0 €IMHOE
CIICHWYECKOEe MPOCTPAHCTBO [2 c. 24], Beab MONOKEHHE 00 «EAMHOBPEMEHHOM BOCTIPUSATHU
pasHbIX mpocTpancTB» [/ c. 190], crmpaBemiuBoe sl KUTAHCKOrO TeaTpa, XapaKTepHU3yeT

TPaAUITMOHHBINA a3MATCKUN TEaTpP B IICIIOM.
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Lucrarea exploreaza specificitatea, evolutia si caracteristicile distincte ale limbajului scenic
in teatrul de animatie european, cu accent pe ultimele trei decenii. Capitolul introductiv
fundamenteaza limbajul scenic ca un ansamblu complex de semne vizuale si auditive, subliniind
interactiunea sinergetica a elementelor constitutive. Se evidentiaza idiomatismul intrinsec al papusilor
si capacitatea lor de a comunica dincolo de cuvant. Capitolul secund analizeaza inovatiile tehnice,
incluzand integrarea multimedia, animatronica, realitatea virtuala si augmentatd, aldaturi de
tendintele artistice precum deconstructia narativitdtii, accentul pe materialitate, vizibilitatea
animatorului si interactivitatea. Rezultatele evidentiaza ascensiunea unui limbaj scenic hibrid i
complex, care imbina formele artistice traditionale cu inovatiile tehnologiei moderne, redefinind
estetica genului. Concluziile afirma cu fermitate eforturile constante ale teatrului de a se reinventa si
de a experimenta, pentru a dezvolta un limbaj relevant si universal, in contextul cultural actual.

Cuvinte-cheie: teatru, specificitate, limbaj, animatie, tehnologie, experimentare, inovatie,
sincretism

This paper explores the specificity, evolution, and distinct characteristics of stage language in
the European puppet theatre, with a focus on the last three decades. The introductory chapter
establishes stage language as a complex ensemble of visual and auditory signs, underscoring the
synergistic interaction of its constituent elements. The intrinsic idiomatism of puppets and their
capacity to communicate beyond words are highlighted. The second chapter analyzes technical
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innovations, including the multimedia integration, animatronics, virtual and augmented reality,
alongside of artistic trends such as narrative deconstruction, the emphasis on materiality, animator
visibility, and interactivity. The findings reveal the rise of a hybrid and complex stage language that
blends traditional artistic forms with modern technological innovations, redefining the aesthetics of
the genre. The conclusions firmly assert the theatre's continuous efforts to reinvent itself and
experiment, aiming to develop a relevant and universal language within the current cultural context.

Key-words: theatre, specificity, language, animation, technology, experimentation, innovation,
syncretism

Introducere

Teatrul de animatie, o formd de artd performantd unica, isi comunica mesajele si
emotiile prin intermediul unui ansamblu complex de mijloace de exprimare, denumit limbaj
scenic. Specificitatea limbajului in teatrul de animatie contemporan s-a manifestat printr-o
serie de trasaturi distinctive, care au contribuit la unicitatea si complexitatea acestui gen
teatral.

,»Leatrul cu oameni vii este un teatru uman, dar teatrul de papusi este modelat dupa cel
divin. Teatrul uman este pentru adulti. Teatrul de papusi este pentru copii, pentru oamenii
simpli, pentru oamenii cu spirit umil si pentru artisti — pentru toti cei care sunt aproape de
Dumnezeu” [1 pp. 133-134]. Aceasta afirmatie despre teatrul de papusi a lui Jan Sztaudynger
rezuma perfect esenta teatrului de animatie contemporan, o formd de artd care 1si are
radacinile adanc in traditia papusariei, care a cunoscut 1n ultimele trei decenii o transformare
radicala si o deschidere semnificativa catre noi mijloace de exprimare.

Depasind granitele conventionale, teatrul de animatie a explorat noi teritorii ale
expresiei artistice, dezvoltandu-se ca o forma de artd multidimensionald, in care limbajul
scenic joaca un rol esential, fiind modelat de schimbari culturale, sociale, politice si
tehnologice semnificative.

Arta teatrului de animatie se defineste printr-un limbaj scenic distinct, in care
comunicarea corporald, vocald si vizuald este mediata prin obiectul animat. Acest limbaj
hibrid se cristalizeaza la confluenta dintre semiotica, esteticd si tehnologiile performante,
configurand o relatie de triada intre animator, papusa si spectator. ,,Teatrul de papusi este un
teatru in care caracteristicile principale si de baza care il diferentiaza de teatrul dramatic sunt
ca obiectul vorbitor si manuitor utilizeaza temporar sursele fizice ale puterilor sale vocale si
motrice, care sunt prezente dincolo de obiect. Relatia dintre obiect (pdpusa) si sursele de
putere se schimba tot timpul, iar aceste variatii au o mare semnificatie semiologica si estetica”
[2 p. 31].

In contextul evolutiei constante, teatrul de animatie si-a reafirmat relevanta printr-o

revitalizare semnificativd, impulsionatd de viziunile inovatoare ale unor regizori si
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reformatori, care au explorat noi orizonturi artistice, modernizand productiile teatrale dincolo

de conventiile traditionale, pentru a captiva si a avea impact asupra publicului contemporan.

Limbajul scenic — ansamblu de mijloace de exprimare in teatrul de animatie

In cadrul arhitecturii generale a sistemelor de semne ale artelor spectacolului,
ansamblul semiotic propriu teatrului de animatie ocupa o nisa distincta si bine individualizata.
Aceste semne teatrale interactioneaza sinergic, completandu-se, potentdndu-se si definindu-se
reciproc. In acest context, Henry Jurkowski relata: ,Limbajul scenic in teatrul de animatie
transcende granitele cuvantului, comunicand prin miscare, forma si culoare, creand o simfonie
vizuala care atinge inima publicului” [2 p. 190].

Fundamentele limbajului scenic in teatrul de animatie sunt: elementul vizual
primordial, elementul auditiv esential si interactiunea sinergetica. Spectacolul de animatie
stabileste o conexiune cu audienta sa prin intermediul idiomatismelor sale specifice, alcatuite
dintr-o paleta diversificata de mijloace de exprimare particulare teatrului de animatie. Acestea
includ: conceperea variatelor sisteme de papusi si obiecte animate, expresivitatea plastica a
figurii animate si a actorului 1n spatiul de joc, gesticulatia si motricitatea distinctd a papusii,
dinamica miscarii, interrelatia complexa dintre animator si obiectul animat, dramaturgia,
utilizarea strategica a luminii, sonorului $i muzicii, integrarea elementelor coregrafice,
conceptia scenografica, elocventa cuvantului rostit si variatiile intonationale, interactiunea
complexa intre elementele vizuale si auditive.

Gratie experimentelor indraznete la nivelul limbajului scenic, teatrul de animatie a
evoluat considerabil, elabordnd o noua esteticd stilisticd si trasdnd directii inovatoare in
concordantd cu specificul cultural al fiecarei natiuni. Odatd cu patrunderea teatrului de
animatie in noul mileniu, creatorii de teatru au explorat o pleiadd de concepte creative,
reusind concomitent sa-si conserve individualitatea si sd-si consolideze pozitia in peisajul
artei moderne In perpetua schimbare.

Particularitatea limbajului scenic actual se manifestd printr-0 serie de atribute
distinctive, care contribuie la unicitatea acestui gen teatral. Interdisciplinaritatea reprezinta un
element axial, esential pentru vitalitatea teatrului de animatie contemporan. Fuziunea dintre
teatrul de animatie si dans, muzicd, arte vizuale, tehnologie si elementele multimedia
favorizeaza crearea unui limbaj teatral complex si stratificat. Aceastd integrare faciliteaza o
expresie artisticd mai profundd si mai nuantata, transcendand limitele conventionale ale
teatrului traditional.

Specificitatea limbajului scenic consta in interactiunea unica dintre papusa, animator si

celelalte elemente teatrale, creand un mod de exprimare artistica distinct, cu propriile sale
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conventii, posibilitati si impact emotional. Aspectele-cheie in definirea acestui limbaj includ:
sincretismul artelor, importanta elementului vizual, investigarea novatoare a materialelor si
texturilor, utilizarea tehnologiei digitale, deconstructia narativitatii liniare, interactiunea cu
publicul si, nu in ultimul rand, idiomatismul intrinsec al papusilor animate.

In contextul actual, dezvoltarea limbajului vizual se distinge printr-o remarcabild
varietate de stiluri si estetici, reflectand atat tendintele globale cat si specificul cultural local.
In ceea ce priveste relevanta si tipologia simbolurilor in spectacolele de animatie, acestea sunt
aplicate cu scopuri diverse, dobandind conotatii simbolice profunde. Tipologia simbolurilor in
teatrul de animatie poate fi structuratd in: simboluri vizuale (papusi, cromatica, forme,
obiecte, imagini), simboluri auditive (sonoritati, muzica, voci), simboluri cinetice (miscari,
gesturi, ritmuri) si simboluri narative (personaje arhetipale, structuri narative).

O alta preocupare notabild a vizat designul, constructia si sculptura papusilor animate,
explorandu-se potentialul lor de actiune in corelatie cu aptitudinile interpretative specifice,
motricitatea, muzica, scenografia, designul sonor, textul si alte modalitati vizuale inovatoare.

Dupa cum precizeaza Steve Tillis, ,,...trei tipuri de semne alcatuiesc sau constituie
marioneta: semne de design, de miscare si de vorbire” [3 p. 7]. In pofida canoanelor distincte
ale fiecarui tip de spectacol si tehnici de animare, pdpusile animate au evoluat similar,
amplificandu-si comunicarea prin nenumadrate experimente creative ce atrag un public
eterogen. ,,Papusile posedd in mod inerent un tip aparte de limbaj propriu, fiind ambasadori ai
lumii lucrurilor. Ele poarta in sine un limbaj al papusilor distinct. Limbajul papusilor contine
mesaje tulburdtoare, care 1si dezvaluie impactul imprevizibil in contextul mereu schimbator al
dezvoltarii umane” [4 p. 36].

Diversitatea sistemelor de papusi, cu forme si dimensiuni extinse, influenteazd direct
tehnicile de manipulare, neexistand o singura modalitate dominantd de animare a materialelor,
personajelor sau obiectelor. Papusa este un obiect teatral, care dobandeste viata si identitate,
in principal, prin semnificatia sa intr-o actiune dramaticd, dezvaluindu-se astfel ca forma de
comunicare teatrald. Pentru ca este inertd, marioneta trebuie sa comunice in mod constant cu
spectatorul prin actiuni sau reactii, prin gesturi, atitudini, emisii vocale sau ticeri. In
momentul 1n care inceteaza sd exprime, ea nu mai reprezintd un semn teatral, ci raméne o
simpld reprezentare plastica: ,,Ea trebuie sd semnifice 1n fiecare dintre evolutiile sale, altfel
risca sa distrugd vraja prin care existd ca mijloc expresiv” [5 p. 50].

Evolutia teatrului de animatie reflectd o sinteza dinamica intre conservarea mostenirii
ancestrale si integrarea creativa a tehnologiilor moderne in spectacolele cu papusi animate: s-a
produs o reevaluare a traditiei nu ca o simpla conservare pasiva, ci ca o sursa esentiala de

inspiratie pentru dezvoltarea unui limbaj teatral contemporan si pertinent.
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Panorama teatrului de animatie se distinge printr-o traditie prolixa in numeroase tari
din arealul european, caracterizata prin influente, tendinte si stiluri variate a unor noi creatori,
teoreticieni remarcabili si regizori vizionari, care au contribuit semnificativ la dezvoltarea
continud a limbajului scenic.

Estetica teatrului, de-a lungul evolutiei sale, a parcurs o gama ampla de experimentéri
si transformari, de la analiza naturii papusii ca obiect artistic pand la evaluarea impactului
tehnologiei asupra spectacolelor contemporane. Teatrul de animatie a gravitat constant spre
fantasticul de basm, spre grotesc, spre forma alegorica si metaforica. Relatia complexa dintre
animator si figura animata reprezintd un element fundamental pentru estetica teatrului, iar
vizibilitatea sau invizibilitatea animatorului are un impact considerabil asupra esteticii
spectacolului. ,,Manipularea nu este doar apanajul materialelor concrete, ci reprezinta si un
gest poetic de explorare a viziunilor interioare, a relatiei dintre subiect si lume, precum si a
granitelor estompate dintre viu si inert” [6 p. 433].

Din perspectiva simbolismului, sunt luate in considerare atributele constructive ale
papusii: anatomia, mecanica, expresivitatea (staticd si dinamicd), elemente care permit
operarea activd cu natura sa conventionald. Spectacolul papusdresc opereaza cu un sistem
semiotic specific, in care papusa functioneazd ca semn antroposemiotic complex,
materializand gindirea si simbolistica umana. ,,Figura papusii constituie in adancul sufletului
un simbol primar”, precizeaza M.M. Koroliov [7 p. 31].

In ceea ce priveste sincretismul artelor in teatrul de animatie, acesta imbina armonios

elemente din teatru, dans, muzica, arte vizuale si alte discipline artistice conexe.

Inovatii si tendinte artistice in teatrul de animatie

Din componentele fundamentale in evolutia teatrului de animatie fac parte
creativitatea si inovatia. Ultimele trei decenii au marcat o perioadd de transformari
remarcabile In teatrele de animatie din arealul european, caracterizatd de o deschidere
semnificativa catre noi mijloace de exprimare. Aceasta epoca a deschis calea catre
experimentare si inovatie, artistii explorand tehnici, materiale si forme de expresie inedite,
reconfigurand astfel identitatea teatrului de animatie.

Inovatiile explorate de artistii din spatiul european contemporan si-au gasit, intr-0
misurd semnificativa, punctul de plecare in patrimoniul tehnicilor traditionale. In teatrul de
animatie aprofundarea acestor practici ancestrale nu constituie doar un demers de conservare,
ci, mai ales, o platforma conceptuala care faciliteaza aparitia unor forme expresive inovatoare.
,Formele contemporane in teatrul de animatie includ animarea spatiului, a scenei si a

publicului. Ele reinventeaza spatiul teatral si experimenteaza cu stratul scenografic al
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spectacolelor, precum si cu modul in care este perceput actul artistic de catre spectatori.
Acestea configureaza noi relatii Intre om, pdpusa si spatiu sau mediu, sustindnd ideea ca
teatrul de papusi este astazi inteles ca un teatru total...” [8 p. 71].

In cautarea de noi tehnici pentru configurarea aspectului vizual al spectacolului, s-a
acordat o atentie deosebitd abordarii neconventionale a organizarii spatiului scenic. Utilizarea
proiectiilor video dinamice si a animatiei digitale integrate in productiile teatrale, pentru
crearea decorurilor virtuale complexe, extinderea spatiului scenic, interactiunea cu papusile si
adaugarea de straturi narative suplimentare, a deschis noi orizonturi expresive si a transformat
modul in care spectatorul percepe si experimenteaza spectacolul de animatie, oferindu-i 0
calatorie mai bogata, mai imersiva si mai surprinzatoare.

Aplicarea tehnicilor sofisticate de design sonor, inclusiv sunetul surround, a fost
adoptata pentru a crea atmosfere imersive si pentru a sublinia actiunea dramaticd. Desi nu sunt
omniprezente, elementele de animatronica si roboticd au fost Incorporate in unele productii
pentru a crea papusi cu miscari complexe si realiste. Cercetdrile In robotica si interactiunea
om-robot au inspirat, de asemenea, unele experimente teatrale.

In unele spectacole s-a explorat cu marionetele digitale manipulate in timp real prin
interfete virtuale sau prin sisteme de captare a miscarii. Desi Incd in stadii incipiente Tn multe
productii mainstream, realitatea virtuala si cea augmentata au Inceput sa fie investigate pentru
a crea experiente teatrale imersive si interactive, estompand granitele dintre spectator si
performance.

Utilizarea pe scara larga a tehnologiei LED a oferit o flexibilitate si un control
cromatic fara precedent, permitand crearea unor atmosfere subtile si dinamice. Designul de
lumind a evoluat de la o simpla functie de iluminare la un element narativ activ, capabil sa
comunice emotii si sd ghideze atentia spectatorului. S-au experimentat diverse mijloace
tehnice de organizare a spatiului scenografic, implementandu-se solutii stilistice vizuale
inovatoare, asigurandu-se integralitatea si dinamica actiunii papusii prin conectarea diverselor
forme plastice Intr-un spatiu unitar.

Tehnologiile moderne au exercitat o influentd profunda asupra viziunii artistice a
creatorilor de papusi contemporani, oferindu-le instrumente/posibilitati inedite pentru a-si
exprima creativitatea si modelandu-le perspectivele artistice.

Dintre tendintele artistice s-a observat o valorificare a unei noi simbioze intre papusi,
obiecte animate si animator in spectacolele contemporane. In prezent artistii pun un accent din
ce in ce mai mare pe mijloacele de miscare si tind sd minimalizeze detaliile aspectului exterior
al papusii, oferind actorului un spatiu mai larg pentru a lucra cu dinamica miscarii.

Un nou termen propus pentru a desemna un interpret pe deplin constient de specificul
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artei sale este cel de papusar-performer. Multi regizori au ales sa integreze actorul vizibil in
spectacol, explorand deschis relatia dintre acesta si pdpusa, estompand granitele dintre
manipulator si manevrat.

Animatia cu obiecte a castigat proeminenta, fiind tratatd ca partener egal al papusilor
si animatorilor in procesul de configurare a mesajului artistic. Fuziunea cu dansul, artele
vizuale si muzica live a condus la spectacole hibride, bogate in texturi si modalitati de
exprimare.

Dramaturgia a evoluat spre interdisciplinaritate cu explorarea temelor actuale,
sustinutd de tehnologiile digitale. Depdsind adresarea exclusiva catre publicul tanar, teatrul de
papusi contemporan exploreaza teme complexe sociale, politice, existentiale si filosofice,
oglindind preocupdrile actuale si demonstrand, prin inovatii tehnice si tendinte artistice, 0
vitalitate remarcabila care 1i consolideaza pozitia in peisajul artistic actual prin continua sa
reinventare. In acest cadru de reinventare estetica rolul emotiei in arta spectacolului devine
esential, nu doar ca instrument de expresie, ci si ca fortd modelatoare a receptarii. ,,Emotia in
artd este o arma la fel de puternicd precum un medicament in medicind. Lacrimile sau rasul
provocate de un spectacol pot fi utile sau daunatoare, in functie de cui i-a fost adresat
mesajul...” [ 9 p. 409].

Deconstructia narativitatii exploreaza o tendintd semnificativa referitor la renuntarea
structurilor narative traditionale in favoarea unor abordari fragmentate, non-liniare, abstracte
sau performante, care pun accent pe experienta senzoriala si emotionald. Interactiunea Ccu
publicul in spectacolele contemporane implicd adesea spectatorii sa ia parte la acestea in mod
activ prin intermediul instalatiilor interactive, al jocurilor si al altor forme de participare
directd. S-a produs o reevaluare creativd a formelor traditionale a teatrului de papusi,

Influentele interculturale au avut un impact semnificativ asupra evolutiei limbajului
teatral in cadrul teatrului de animatie. Colabordrile internationale, rezidentele artistice si
festivalurile de profil au dinamizat schimbul de idei si practici inovatoare iIntre artisti din
diferite tari, evidentiind tendinte emergente, caracterizate prin noi sintaxe si formule artistice
valoroase.

Mijloacele de expresie ale teatrului de animatie contemporan din spatiul european se
configureazd ca un ansamblu hibrid, dinamic si inovator, in care traditia se impleteste
armonios cu abordari experimentale indrdznete si cu integrarea strategicd a tehnologiilor
moderne.

Concluzii

Analiza limbajului scenic in teatrul de animatie european din ultimele trei decenii
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evidentiaza o evolutie remarcabila, marcatd de o sinteza creativa intre traditie si inovatie. Se
subliniaza complexitatea limbajului scenic, definit de interactiunea sinergetica dintre
elementele vizuale (papusa, obiectul, miscarea, scenografia) si auditive (cuvantul, muzica,
efectele sonore), evidentiind capacitatea unicd a papusii de a comunica prin propriul sdu
»idiom”.

Evolutia acestui limbaj, marcatd de experimente indrdznete, a condus la o noud
estetica stilistica, pastrand totodatd individualitatea culturala a fiecarei natiuni. Inovatiile
tehnice, integrarea multimedia si realitatea virtuald/augmentatd au amplificat semnificativ
expresivitatea teatrului de animatie. Concomitent, tendintele artistice actuale, precum
deconstructia narativd, importanta materialitatii si interactiunea cu publicul, au remodelat
identitatea genului, evidentiindu-se o sinergie sporitd intre papusa, obiect si animator, alaturi
de abordarea unor teme complexe pentru un public variat.

Aceastd perioadd a demonstrat ca inovatia tehnologicd a condus nu la abandonarea
elementelor fundamentale ale teatrului de animatie, ci, mai degrabd, la reinterpretarea si
imbogatirea acestora. Specificitatea limbajului scenic in teatrul de animatie european
demonstreaza o vitalitate remarcabild, Tmbinand traditia cu inovatia pentru a crea experiente

artistice unice si relevante in peisajul cultural european.
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B cmamve paccmampusaemces unnrocmpayus kax agexmusrnoe cpedcmeo Gopmuposanis
00pasHoc0 MuluileHuss 8 npoyecce NPOYeccUOHATbHOU HOO20MOBKU  XYOONHCHUKOB-CPAPUKOE.
Obpasnoe Mmvlunienue onpeodensemcs KaKk Kuo4esol KOMNOHEHM XYOO0IHCECEEHHO20 60CHPUSMUSL U
BU3VATILHOCO BbIPAdNCEHUS, 0Decne usarowull cnocoOHOCms K UHMepnpemayui, npeodpazoeanuro u
suzyanusayuy cmulcios. HMumiocmpayus 6 0aHHOM KOHMEKCMe PACCMAmpUuaemcs He mojbKo KaK
Gdopma camocmosmenvHou Xy00XHCeCMEEHHOU OesiMeNbHOCIU, HO U KAK 3HAYUMbIN Nedd20eUutecKull
UHCMpYMeHm, CROCOOCMBYIOWUL AKMUBU3AYUU KOSHUMUBHBIX, KPEeAMUGHbIX U KOMMYHUKAMUGHBIX
cnocobrnocmetl  obyuaiowuxcs. Packpvieaiomesi oudakmuueckue 603MONCHOCMU WIIOCMPAYUU 8
00pazosamenvHoll cpede, BKIIOUASL MEMOObL U IMANvl e€ NPUMeHeHUs], HANPAGIeHHbIE HA PA3GUMUE
BUBVATILHO2O BOOOPAMNCEHUS, ACCOYUAMUBHO2O MbIULIEHUSI U UHOUBUOYATLHO2O XYOO0HCECMBEHHO20
BbICKA3bIBAHUSL.

Knwuesvie cnosa: unmocmpayus, o00pazHoe MblulieHUe, XYOOJUCECMBEHHVIL 00pas,
BU3VATILHOE BOCTpUsIMUE, XYO00HCeCMBEHHOe 00pa308anue, UHMepnpemayus mexcma

In articol este analizatd ilustratia ca mijloc eficient de formare a gandirii imaginative in
procesul pregatirii profesionale a artistilor plastici graficieni. Gandirea imaginativa este definita ca o
componenta esentiald a perceptiei artistice si a exprimarii vizuale, care asigurd capacitatea de a
interpreta, transforma si vizualiza anumite sensuri. In acest sens, ilustratia este privitd nu doar ca o
forma de activitate artistica independenta, ci si ca un instrument pedagogic important, care contribuie
la activarea capacitatilor cognitive, creative si comunicative ale studentilor. Sunt evidentiate
acesteia, orientate spre dezvoltarea imaginatiei vizuale, a gandirii asociative si a expresiei artistice
individuale.
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Cuvinte-cheie: ilustratie, gdndire imaginativd, imagine artisticd, perceptie vizuald, educatie
artisticd, interpretare a textului

The article explores illustration as an effective means of developing imaginative thinking in
the professional training of graphic artists. Imaginative thinking is defined as a key component of
artistic perception and visual expression, ensuring the ability to interpret, transform, and visualize
meanings. In this context, illustration is viewed not only as a form of independent artistic activity but
also as a significant pedagogical tool that fosters the activation of learners’ cognitive, creative, and
communicative abilities. The article highlights the didactic potential of illustration in the educational
environment, including the methods and stages of its application, aimed at developing visual
imagination, associative thinking, and individual artistic expression.

Keywords: illustration, imaginative thinking, artistic image, visual perception, art
education, text interpretation.

Beenenne

CoBpeMmeHHas nmapagurma Xy105KeCTBEHHOT0 00pa30BaHMsl aKIIEHTUPYET BHUMaHKUE Ha
pa3sBUTHU 0OpPA3HOTO MBIIIICHUS KaK (PyHJaMEHTAIbHOM COCTaBIsAIOLIeH MpodhecCHOHaIbHON
MOJTOTOBKH CTYACHTOB-TPa(UKOB, 00ECIIEUMBAIONIEH CIIOCOOHOCTh K BOCIPOW3BEICHHIO,
peoOpa3oBaHUI0 U BU3YyalIM3aluu UHPOpPMALMK, B TECHOW B3aUMOCBS3U C (POpMHpPOBAHUEM
TEXHUYECKOH U IIacTU4ecKoil KommeTeHTHOCTH. OnHuM U3 3(Q(EeKTUBHBIX CpPEICTB
peanu3alMM 3TOM 3aJayd BBICTYNAeT WUIOCTpPAIMs, KOTOpas B JaHHOM KOHTEKCTE,
paccMmaTpuBaeTcsi Kak caMocCTosiTellbHas (opMa XyA0KECTBEHHOM HHTEpIIpPETalul TEKCTa,
CIOCOOCTBYIOIIAs] aKTUBU3AllMM KOTHUTHBHBIX U KpEaTHBHBIX IMpolieccoB oOyueHus. Yepes
npolecc WUIIOCTPUPOBAHUSA Yy CTyAeHTa (opMupyercs CcHnocoOHOCTh BOCIHPUHUMATD,
AQHAIN3UPOBATh U MHTEPIPETUPOBATh CMBICIOBBIE CJIOM TEKCTa, a TAKXKE BOIUIOIIATH HUX B
BbIpa3UTEIbHbIE BHU3yalbHble 0Opa3bpl. WimocTpamus, TakuMm o00pa3oM, BBICTYNAET Kak
3¢ (deKTUBHBIN METO/T (OPMUPOBAHUS 00OPAa3HOTO MBIIUIEHUS, HHTEIPUPYIOLIUN YyBCTBEHHOE
BOCIIPHSATHE M XYJO0XKECTBEHHOE OCMBICIEHHE, YTO OCOOEHHO Ba)XHO B NMPO(heCCHOHAIBbHON

HOJrOTOBKE OYAYIINX XYI0KHUKOB-TPa(UKOB.

OOpa3Hoe MbIIUIEHHME KAaK OCHOBAa BOCIHPHATHS W MHTEpHpeTranuv B
WTIOCTPALUH

XyI0’)KECTBEHHO-00pa3HOe MBIIIJICHHE MpeacTaBiseT co0oil  (yHIaMeHTalbHbIHI
KOMIIOHEHT TBOPYECKOH JIeATENbHOCTH, OOECHEeUMBAIOIIMNA IIEJIOCTHOE BOCHPUATHE,
OCMBICIIEHHE U TpeoOpa3oBaHUE OKpYXKAIoMEeH JACHCTBUTEILHOCTH B BBIPA3UTEIbHBIE
XyJ0KeCTBEHHbIE 00pa3bl. B Hay4yHOIl M megaroruveckoil aureparype OHO TPAKTYeTCs Kak
CTMUMYJI TBOPYECKOTO PpA3BUTUSl WM Kak OJMH M3 CIOCOOOB CO3MaHUS TPOU3BEICHHUN
uckyccrBa. Onnako, kak noguépkuBaer JI.C. BpIroTckuii, ponb 00pa3HOro MbIIUIEHUS

3HAYUTENIbHO TJIy0’Ke: OHO BBICTYMAeT OCHOBOW (hOpMHpOBAHHS TBOPYECKOW JIMYHOCTU U
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ornpezenseT MEXaHU3Mbl Xy/I0)KECTBEHHOTO BOCTIPUATHUSL M UHTEpIpETai peabHOCTH [1 C.

333-334].

Hcropruecku TepMUH «0Opa3HOE MBIIUIEHUE» BOCXOAMUT K 3CTETUYECKONW KOHIICTIIIHH
B.I'. benuHCcKOro, KOTOPBI Ompenensi HCKYCCTBO Kak (opMy «HETOCpPEICTBEHHOTO
CO3eplaHus UCTHHBD U KaK «MBbIIUIeHHE B oOpazax» [2 c. 278]. Takum oOpazom, yxe B
KJIACCUYECKOH (PHII0COPCKO-ICTETUUECKOMN TpaIulii 00pa3HOe MBIIIIJICHHE PacCMaTPUBATIOCh
HE TOJIBKO KaK CPEICTBO XY/I0KECTBEHHOTO BBIPAXKEHHS, HO M KaK CII0CO0 MOCTHKEHUSI MUPA,
OCHOBaHHBI Ha MHTYWLIUH M YyBCTBEHHOM BocmpusitTHH. CoBpeMeHHas Hay4Has MBICIb
TpakTyeT o00pa3HOe MBIIUICHHE KaK OCOOBIH THI IO3HABATEIbHON JEATENLHOCTH,
OCHOBAHHBI Ha YYyBCTBEHHBIX M AMOIMOHAIBHO HACHIMIEHHBIX oOpa3ax. B ornmume ot
a0CTPaKTHO-JIOTMYECKOTO MBIIUICHHS, OCHOBAaHHOTO Ha TMOHATUSAX W KaTErOpPHAX, OHO
3aIeiCTBYET AacCOLMATUBHBIC CBS3M, MeTapOpPHYECKHE KOHCTPYKIHH, CHUMBOJIHM3ALUIO U
BU3YaJIM3aIMI0. JTO TI03BOJIIET HE TOJBKO (DUKCHPOBATH BHEIIHIOW (OpPMY SIBICHHH, HO U
BBISABIISIT M BBIPAKATh HX BHYTPEHHIOIO, AMOIMOHAIBHO-CMBICIOBYIO CyTh. Kak
noguépkuBaer 3.B. JlusiHOBa, Meradopa B CTPYKType OOpa3sHOrO MBIIUICHHS BBITOJIHIET
0000maroNy0 QYHKIHIO ¥ OTPaXKaeT CyObEKTUBHOIO BOCIIPHUATHS PEATLHOCTH, BBIpaxKas eé
HSMOIMOHAIBHOE M KOHIIENTYyalbHOE conepkanue [3 c. 9].

B KOHTEKCTe XyIOKECTBEHHOTO TBOpUYECTBa OOpa3HOE MbIIIICHHE (OPMHUPYET
WHIMBUIYAIBHBIA CHOCO0 BHUJIECHUS MHpPA, CHOCOOCTBYET YTIYOJIIEHHOMY BOCIPHUSTHIO U
CMBICJIOBOH TpaHC(OpMAaLUU BU3yalbHbIX 00pa3oB. P. ApHxeilM oTMmeualn, 4TO XYIOXKHUK,
onuparomuiicss Ha 06pa3HOe MBIIUIEHUE, CTPEMUTCS HE TOJIBKO OTPAa3UTh BHEIIHUE MPU3HAKU
00BEKTa, HO W BBIIBUTH €r0 BHYTPEHHEE COCTOSHHE, SMOIMOHAJBHYIO arMocdepy u
KOHIIETITyaTbHOE COJICpKAHNE, BBIXO/IS TEM CaMbIM 332 PAaMKH YHCTO ONUCATEIbHON (HYHKIIMN
nuzobpaxenus [4 c. 21].

C mnenarorn4eckoil TOYKM 3pEHUS XYJI0’KECTBEHHO-OOpa3HOE MBIIUICHUE HIpaeT
KITIOYEBYIO POJIb B TPOQPECCHOHATBHON MOJATOTOBKE OYIyIINX XYJOXHHKOB TpPa(uKOB H
wnTrocTpaTopoB. OHO oO0ecTeynBaeT pa3BHTHE CIIOCOOHOCTH K BHU3yalbHOMY aHAaJH3Y,
npeoOpa3oBaHUIO  3pUTEIbHBIX  BIEYATICHUMA H  (OPMHUPOBAHUIO  BBIPA3UTEIHBHOTO
XYI0KECTBEHHOT0 BbIcka3bIBaHus. OcoOeHHO 3HaUeHHe 00pa3HOe MBIIIEHHE IPHOOpETaeT B
TeX 00pa30BaTENBHBIX MPOrpaMMax, TJe BH3yaTH3alHs CMBICIIOB BBICTYIAeT HEOThEMIIEMON
cocTaBisronIe yaeOHoro mporecca. Co3maHue WILTFOCTpanuyd TpeOyeT OT CTYACHTOB HE
TOJIbKO TJYOOKOTO NMOHUMAHHUS TEKCTa, HO MU YMEHHS HWHTEpHpPETHUPOBATh €ro COJAepKaHHe
CpeACTBaMU HM300pa3UTENILHOTO S3bIKa, C YUETOM, KaK XYJIO0XKECTBEHHOW BBIPA3UTEIbHOCTH,

TaKk W KOHIENTyalbHOM TiayOuMHBL. B 3TOM mpolecce akTUBU3UPYIOTCS KOTHUTHBHBIE U
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Kp€aTUBHBIE MEXAHU3MBI: OT IEPBUYHOTO IMPOYTEHHS U BBIJIEIEHUS CMBICIOBBIX AKLIEHTOB 110
WHAUBUAYAIbHON BU3yallbHOI HHTepnpeTanuu. OO0pa3Hoe MBIIUIEHUE MPU 3TOM CTaHOBUTCS
OCHOBHBIM MHCTPYMEHTOM IpeoOpa3oBaHusi BepOAJIbHOTO B BU3yaJbHOE, aOCTPAKTHOTO — B
KOHKPETHO-4YBCTBEHHOE, PALMOHAIBHOIO — B AMOIMOHAIBHO HachimieHHOE. Oco0yio poiib
IPU 3TOM UTPAET SMOIMOHATBHO-IIEHHOCTHBIM acleKT, 0€3 KOTOPOro HEBO3MOXKHO CO3/IaHUE
MOJJIMHHO BBIPA3UTEIBHOIO XyAoxkecTBeHHOro obpaza. Kak nomuépkusaer B.B. CenuBanos,
B OCHOBE TAaKOr0 MBIIUIEHUS JIekKaT «CBEXKECTb BIEYATIEHUS OT MPOXKHUTOrO,
HEIOCPEACTBEHHOCTD NE€PEIaYl PEaIbHOIO YYBCTBA, HE YracIlIMX 3MOLUH, )KUBOE JIBUKEHUE
JIyXOBHOTO OmbITa» [5 c. 57]. UIMeHHO 3TH KadyecTBa NMPHUAAIOT WUIIOCTPALUH IO THHHYIO
BBIPA3UTEIBHOCTh, IO3BOJIASI €M BU3yaIM3UpPOBaTh TEKCT U BOBJIEKATh 3pUTEN B
IIPOCTPAHCTBO MEPEKUBAHUS U CONEPEKUBAHUS.

Takum 00pa3zom, WIUTIOCTpAlUsl Kak IEJarorHuecKuii MHCTPYMEHT 00ecrednBaeT
MPOJAYKTUBHOE COYETAaHHWE aHATUTHUYECKOro M 00pa3HOro Hayajia B yueOHOW AeATeIbHOCTH,
croco6cTBysl (POPMUPOBAHUIO IEIOCTHOTO XYI0KECTBEHHOTO MbIUIeHUs. OHa HE TOJBKO
pa3BUBAET CIIOCOOHOCTh K CHHTE3Yy TEKCTOBOW M BU3YalbHOW WMH(OpPMAlWU, HO U CIY)KUT
OCHOBOHM [UIsl pa3BUTUS SMOLMOHAJIBHOM OT3BIBUMBOCTH, OOpa3HOM HWHTEpIpeTanuu u

HHAUBUAYAJIBHOI'O XYJ0KCCTBCHHOT'O BBICKA3bIBAHUS.

NiuniocTpanus Kak XyJI0:KeCTBEHHO-KOMMYHHKATHBHEBIN (hpeHOMEH

Wnmroctpanus npeactasiseT co00i BU3yalbHbINM OTKIMK Ha JIMTEPATYPHbIN, HAYYHbBIN
WIM WHOM BepOanbHbIM TekcT. E€ (yHKUMM BBIXOIAT Aaleko 3a MpeAesbl HarsgIHOrO
NOSICHEHMSI: MJUIIOCTpAlUsl aKTUBHU3MPYET HSMOLMOHAIBHO-aCCOLMATUBHOE BOCIIPUSTHE,
pacKphIBaeT CMBICIBI, YCHWIMBAeT 0Opa3HOCTh M oObOoramaer HHTeprperanuio. Yepes
WUTIOCTPALIMIO OCYLIECTBISIETCS. OCOOBIM BHJ KOMMYHUKAIIUM MEXAY aBTOPOM TEKCTa,
XyJO)KHUKOM U  YHUTaTeleM/3puTesieM, 4YTO I[O3BOJISIET  paccMaTrpuBarth €€  Kak
CaMOCTOSITENIbHBIN XY/10’KECTBEHHO-KOMMYHUKATUBHBIN ()EHOMEH.

HcToku niumrocTpauy NpocaeKUBAOTCSl B aHTUYHOM U CPEAHEBEKOBON KYJIBType: OT
MUHUATIOP B PYKOMHCHBIX MaHYCKpUITaX U IPaBlIOp B MHKYyHaOylax 10 KCUJIorpaduueckux
n300paxxeHU B paHHel nedatu. Yxe B 3TUX (popmax HaOMI0AaeTcsl CTpeMIIeHNE XY10KHUKA
HE MPOCTO COMPOBOXKAATH TEKCT M300pakeHUEM, HO BU3YaJbHO €ro MHTEpPIpEeTHpoBaTh. B
XIX-XX' Bekax WIUIIOCTpalusi MPHOOpPETaeT CTaTyC CaMOCTOSTENBHOI'O BHJA HMCKYCCTBA,
rpaBiopel ['toctaBa Jlope, wuswickanHas rpaduka OOpu bépacmu, B.A daopckoro u
CrocoOCTBOBAIM  (POPMUPOBAHUIO TIPHHIMIA «MBIIUICHUS B o00pa3e» — Kak OCHOBBI
XYJO’KECTBEHHOI0 MoAxoja. B Hamm JOHM WUIIOCTpanusl aKTHMBHO pa3BUBAETCS KakK B

TPaJUIIMOHHOM, TaK M B IHM(poBOM ¢dopmare, COXpaHsis CBOM KIIOUEBBIC (YHKIHH:
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BU3yalIM3allMI0 CMBICTA, CO3JaHHE BBIPA3UTEILHOIO 00pa3a W pa3BUTHEC BH3YaJbHO-
aCCOIMATHBHOTO MBIIIIJICHUS.

CoBpeMEeHHbBIC HWUTIOCTPALUU  KJIACCUPUIMPYIOTCS 1O PsaAy I[apamMeTpoB, YTO
OTpa’kaeT MHOT000pasue uX (PyHKIMH, BBIPA3UTENIBHBIX CPEACTB U BU3YAJIbHBIX PELICHUN B
CTpykType KHUTH. OJHMM U3 OCHOBHBIX MApaMETPOB KIACCH(PHUKAIUU SIBIACTCA HMX
KOMITO3MIIMOHHOE PACIIOJIOKEHHE B KHHKHOM MAaKeTe, B 3aBHCHMOCTH OT pPa3MEIICHHUS
pa3INyaroT: 3aCTaBKH, MOJIOCHBIC, TIOIYIIOJIIOCHBIC, PA3BOPOTHBIE, PACIIAIIHbIC U KOHIIOBKH [6
c. 84-85]. Kaxngas u3 »tux ¢dopMm obOiiamaet COOCTBEHHOW BU3YAIbHOW M CEMaHTHYECKOUN
HArpy3KoM, BBINOJHSSA KaK JIEKOPATUBHbBIC, TAK U COICPKATEIBHO-CTPYKTYPHBIC (YHKIIUH.
Hamnpumep, 3actaBka 4acTo MapKHpPyeT Ha4yajlo IJIaBbl WM pa3[elia, TOraa Kak pa3BOpOTHAs
WUTIOCTPAIMsl YCHIIMBACT MAcIITa0OHOCTh M BBIPA3UTEIBHOCTh 00pa3a, OXBaThIBas Cpasy JIBE
cTpaHuIibl. [IoMHUMO TTPOCTPAHCTBEHHOW KOMIIO3HIIMH, HIUTFOCTPAIIUU KIACCUPUITUPYIOTCS IO
XYI0KECTBEHHOMY METOAYy — OT PEAIMCTHYHBIX JO YCIOBHBIX  (a0CTPaKTHBIX,
CHMBOJIMYECKHX, METaQOpPUUYECKUX W KOHIENTYalbHbIX). [l0 TEXHHKE HCIIOJHEHUS
BBIJICISIOT: Tpaduueckue (TymIb-Tiepo, KapaHAall, TPaBiopa), KUBONHCHBIE U LU(MPOBBIC
dbopMbl, Kaxkaas U3 KOTOPBIX pPACKpPhIBA€T OCOObIE BO3MOXXHOCTH XYJI0KECTBEHHOM
BBIPA3UTENLHOCTH. 10 (YHKIIMOHATBLHOMY Ha3HAYCHUIO HIUTIOCTPAIMU MOJPAa3ACisioT Ha

KHHWIKHBIC, HAYYHBIC, PCKIIAMHBIC, ICTCKUC U APYTHUEC, B 3aBUCUMOCTHU OT neuaen u ayaAuTOpUn

[7c.7].

NnnrocTpanus kak npouecc npeodpa3oBaHusi TEKCTAa B Xy/10:KeCTBeHHbIH 00pa3

WnmocTpanst  MpejacTaBiasieT  coOOW  CIIOKHOE — XYI0)KECTBEHHOE  sIBIICHHE,
OJIHOBPEMEHHO  BBINOJHAIOLIEE POJb IOCPEIHUKA MEXKIY BOCHPUATHEM TEKCTa U
dbopMupoBaHreM 00pa3HOr0 BU3YaJbHOTO BBICKA3bIBaHMS. B 3TOM mpoliecce oHa BBICTYHAEeT
MOJIETIbI0 TIEPEX0Jia OT CMBICIOBOIO BOCHPUATHSA K CO3JIaHUIO XYJOXKECTBEHHOro 00pasa,
OTpaXKaloIIEro MHIAUBUAyAJIbHOE INOHMMaHue coaepxkanus. [lo muenuro P. Apnxeiima,
WITIOCTpAIIHsI CIIOCOOHA «OPraHU30BaTh M YHIPOCTUTH 3alyTAaHHYIO CHUTYAIHIO» C TOMOIIbIO
HarjsgHoro oOpas3a, KOTOpBIM JienaeT 3HaueHue BUAMMBIM. HMHbopmaius cTaHOBUTCS
JOCTYITHOW BOCIIPUSTUIO TOJBKO TOTJa, KOTJa MpeAMET NPECTaBI€H B CTPYKTYpHO SCHOMN
¢dopme. MBICTUTENBHBIN MPOLIECC YIOPSAIOYMBACT U CTPYKTYPHUPYET HCXOTHBIA Xaoc, MOKa
pe3yabTaTOM HE CTAaHOBUTCS rpaduueckuii oOpas, packpsiBarouii cyTs [8 c. 25].

Xyoooicecmeennviii  06paz B WUIIOCTPAlMM  — 3TO  pe3yiabTaT  CHHTE3a
UHTEJJIEKTYaJbHOTO ~ aHajn3a, YyBCTBEHHOI'O BOCHPUATHSA, BU3YAJIbHOH (QOpPMBI U
BBIPa3UTENbHBIX XY/10’KECTBEHHBIX MPUEMOB. OH HE CBOJIUTCS K OyKBaJIbHOW penpe3eHTaluu

TCKCTA, a MPCACTABJIACT coboii ero HHTCPpHNpPCTALIUI0, XYOOXKCCTBCHHOC IMCPCOCMBICIICHUC,
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TOYHEE €ro BHU3yallbHOEe NpoaobkeHue. OOpa3 CTpouTCs depe3 OTOOpP BHIPA3UTEIBHBIX
CPEACTB: KOMIIO3MIIMH, PUTMHMKH, CHJIYITHOIO M I[IBETOBOIO pEIICHMs, CTHJIA3ALUHU,
CUMBOJIMKH. BO3EHCTBYsI HA 3pUTENS] SMOUMOHAIIBHO U KOHUENTYaJIbHO, WUIKOCTPATUBHBIN
00pa3 BIMSET HA BOCHPHUATHE TEKCTa B IIEJIOM, YCHJIUBA€T €r0 M CTAHOBUTCA YaCThIO
ABTOPCKOM XyJ0KECTBEHHON pPeyH.

Pabora Han wumocTpanueil mpeanoyiaraeT CI0XKHBIM KOTHUTHBHO-XY/0KECTBEHHBIN
MIPOLIECC, B KOTOPOM 3Talbl BOCHPHUSATHS, OCMBICIICHUS U BU3yaJU3allii B3aUMOCBSI3aHbI. DTOT
MPOLIECC BKJIKOYACT CJEAYIOUIME dSTambl: 1) BOCHpUSTHE W aHAIW3 TEKCTa; 2) BHYTPEHHE
OCMBICIICHHE COJIepKaHHUS U BBISIBJICHHE CMBICIOBBIX JOMHUHAHT; 3) QopMHUpOBaHUE
ACCOIMATHUBHBIX 3PUTENILHBIX MPEICTaBICHUI; 4) MPOSKTUPOBAHNE U Pa3pabOTKy BU3yalbHOTO
o0Opaza; 5) co3maHue 3aKOHYCHHOTO XYJOKECTBEHHOTO MPOU3BEICHHS. TaKoH TyTh
aKTHBHU3HUPYET 00pa3sHOE MBIIUICHHE W CIOCOOCTBYeT (OPMUPOBAHUIO Yy OOydaromerocs
CIOCOOHOCTH BHJIETh TIYOMHY TEKCTa, PacKpbIBaTh CKpbITOe, paborath ¢ Meradopoii,
CHUMBOJIOM, 3MOLMEN U HacTpoeHueM. MIurocTpanys B ’TOM KOHTEKCTE BBICTYNAET HE TOJIBKO
KaK pe3yJbTaT XYIO0KECTBEHHOIO TMOMCKA, HO U KaK IEJaroruvyeckas MOJENIb MbBIIUICHUS B
JEHUCTBUY — JUIAKTUYCCKH 3HaUuMas (hopMa BU3YAIILHOTO aHAIM3a, OCMBICIICHUSI U 00pa3HOTro
cunre3a. Kpome Toro, pabora Hajg WUTIOCTpalMeil MOMOTaeT CTYICHTY MEepeXOUTh OT
PETPOIYKTUBHOTO K KPEaTHBHOMY THUITY MBIIUICHUS, TpaHC(HOpMUPYS BOCHPUHHUMAEMOE B
COOCTBEHHBIN XYI0KECTBEHHBIH OTKIMK. Ha 3TOM 3Tame 0cOOEHHO Ba)KHO Pa3BUTHE HABBHIKOB
WHTEPIIPETAIINH, XYI0)KECTBEHHOTO OTOOpa M TpaHcOpMalMu CMBICIOB, YTO YCHUIJIUBAET
JUYHOCTHYIO BOBJICYEHHOCTH CTYJIEHTAa B TBOpUYECKUH Tpoiiecc. Takum o0pa3zom, WIITFOCTpaIUs
CTaHOBUTCS TPOCTPAHCTBOM, T€ COSAMHSIOTCS pa3yM M YyBCTBO, WUIes U 00pa3, mpeBpaiias

BOCIIPUATUC B aBTOPCKOC XYJOKCCTBCHHOC BBICKA3bIBAHUC.

MeTtoabl popMUpOBaHUsI 0OPA3HOT0 MBIILJIEHUS CPeICTBAMM WLTIOCTPAIlUN

Pa3BuTre 00pa3HOro MBIIIIEHUS HA 3aHATUSAX MO WUTIOCTPAIUH MPEACTaBISET coO0i
I[eJICHAIIPABJICHHBIN TearorMuecKuii TpOIECC, OCHOBAaHHBIM Ha TOdTamHOW paboTe ¢
TEKCTOM, BHSyaHBHI)IMI/I accouanusaMn nu Cpe)ICTBaMI/I Xy,lIO)KCCTBGHHOﬁ BBIpaSI/ITeJ'H)HOCTI/I.
PaboTa Hax umrocTpareil BKIFOYaeT CASAYIOMNE KITFOUSBbIE dTaITbI:

1. Ananuz mexcma — 3TO STam TIyOOKOTO M3YUEHHUS COACPIKAHUS TPOU3BEACHHS C
AKIICHTOM Ha BBISBJICHHE SMOIIMOHAIBHO-CMBICIOBBIX JOMHHAHT, KJIIOYEBBIX OO0pa30B,
KOHCI)J'II/IKTa 158 HaCTpoeHI/ISI. Ha JAaHHOM JOTall€ BaXXHO Haqu/ITI) CTYJICHTOB HC TOJIBKO
IIOHUMATh CIOXKET, HO U UHTEPIPETUPOBATE ITOATEKCT, CUMBOIMKY, PUTMUUYECKYIO CTPYKTYPY

N MHTOHAIIHIO.
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2. Tlomck BH3yanbHBIX acCCOIMALMA — O3TO OTalm MpeanoiaraeT padoTy ¢
aCCOLMATHBHBIMHU PS/IaMH, COCTAaBICHUE BH3YaJIbHBIX KapT, Moa00p MeTradop M aHAJIOTHH.
OcHoBHas 3ajaua NpernojaBaTelss — IMOMOILL CTYAEHTY B OBJIQJACHHM IIPeoOpa3oBaHUEM
BepOasibHOrO 00pa3a B 3pUTENbHBIN, pa3BUBATh KPEATUBHOCTh U BOOOpaKEHUE.

3. DCKHM3MpOBaHHE — 3Tal BH3YAJbHOTO IOMCKA, HA KOTOPOM CTYAEHTHI CO3Al0T
KOMITO3MIIMOHHBIE HAOPOCKH, OTPasKAIOIINE YMOIIMOHATIBHBIEC aKIICHTHI, IUIACTUYECKUE HIICH U
puTMuKy Oyaymed wumoctpanuu. Ocoboe BHUMaHUE YAEISIETCS Pa3BUTHIO MBILIUICHUS B
rpau4ecKoM pUCYHKE U CBOOO/IE XY10’KECTBEHHON MHTEPIIPETALIHH.

4. PabGotra C BBIPAa3UTEIBHBIMU CPEICTBAMH — JTall OCO3HAHHOTO OTOOpa
XY/I0’)KECTBEHHO-TPaMUECKUX 3JIEMEHTOB: JIMHWH, IATHA, PUTMA, (akTypbl M KOHTpPACTA.
Baxno HAay4YuUTb CTYACHTOB HC IPOCTO IEpE€AaBaTb BHCIIHIOIO IMPEAMCTHOCTL, a4 BbIpaXXaTb
IMOIMOHATBHO-CMBICTIOBYIO CTPYKTYPY XYyI0KECTBEHHOT0 00pasa.

5. IlepeocmbIcieHne M XYIOXKECTBEHHAsh MHTEpIIpeTanus — (UHAIBHBIA 3Tal, Ha
KOTOPOM ITPOMCXOAUT OTXOJ OT OYKBaIbHOMW Iepeayn TeKCTa K 00pa3Hoil, MeTadopruuecKoi
U CUMBOJHMYECKOW TpakToBKe. CTYIEHTHI JOJDKHBI OCO3HABaTh, CTO MJUIIOCTPALIUS STO HE
IPOCTO MOSICHEHNE TEKCTA, a €r0 CaMOCTOSATENIbHOE XYy0KECTBEHHOE PA3BUTHE — BU3yaIbHAS

HHTCPIIPCTAlUSA, OTpaKaroIias aBTOpCKI/Iﬁ B3IV A 1 9YBCTBA XYAOXKHHUKA.

BriBoabI

®opmupoBaHue O00pa3HOTO MBILIUIEHHUS SBJSIETCS OJHOM M3 KIIOUEBBIX 3a4ay
MPOPECCHOHAIBHONW TIOJITOTOBKU XYI0XKXHUKOB-TpaUKOB, OOecreunBasi UX CIHOCOOHOCTh K
UHTEPIIPETANU, TpaHCHOPMALIUU U BU3YyAIM3allMd CMBICTIOB. MIITIOCTpaliys B 3TOM Ipoliecce
BBICTYIIAET HE TOJBKO KaK pe3yJbTaT TBOPYECKO-XYJOKECTBEHHOIO IOMCKA, HO M KaK
aKTHBHBI  METOJl  TENarorMYecKoro  BO3JCHCTBUA, OOBEAMHSIONIMNA  KOTHUTHBHBIEC,
OMOIIMOHAJIBHBIE M  XYAO0XKECTBEHHO-TIJIACTUYECKHE KOMIIOHEHTHI MBIIUICHHUS. AHAIN3
TEOPETUYECKHX HCTOYHUKOB M OOpa30BaTENbHON MPAKTUKH MO3BOJSIET YTBEPHKIaTh, CTO
WITIOCTpAIHsl CIOCOOCTBYET:

— PAa3BUTHUIO CIIOCOOHOCTH K BOCIHPHUATHIO TEKCTa, €ro IIIyOOKOMY aHalu3y u
OCO3HAHHOMY IIE€PEOCMBICICHHIO;

— YCHJICHHUIO SMOIIMOHATTFHO-ACCOIIMATUBHOTO M MeTa(hOpUUECKOTO MBIIICHUS;

—  AKTUBM3AIlMM  BOOOpPaXEHHWsS] M  Pa3BUTHIO  HABBIKOB  XYAOXKECTBEHHOU
TpaHcopmanuu BepdaibHOI nHpopManuy;

—  (OpMHUPOBaHHMIO  aBTOPCKOTO  XYJOXXECTBEHHOTO  SI3bIka KAaK  OCHOBBI

npodeccuoHaIbHOM rpaduyeckoil KyabTyphl.
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CnenoBaTenbHO, pa3BUTHE OOPAa3HOTO MBIIIJICHUS CIEAYeT paccMaTpuBaTh Kak
CUCTEMOOOpa3yoNIMii 3JIeMEeHT MNpPOoGECCHOHANBHON TMOJATOTOBKH XYyIOKHUKa-rpaduka, a
WUIIOCTpalMsl MOXET M JI0JDKHA pPaccMaTpUBAaTbCs KakK ITOJIHOLIEHHBIM JMIAKTUYECKUHN
UHCTPYMEHT Ui ero (opMHupoBaHus. VX B3aUMOCBS3b ONpeAeisieT TyOHHY BU3yaJbHOTO
BOCTIPUATHSA, BBIPA3UTEIBHOCTh aBTOPCKOTO o00pa3a U MNpodecCHOHANBHBIM  ypOBEHBb

XyJI0’K€CTBEHHOW UHTEpIpEeTaIiH.
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Argintul este un metal cu o esteticd unicd, care a fascinat artistii si mesterii de-a lungul
istoriei. Spre deosebire de aur, a carui stralucire este intensa si calda, stralucirea argintului este rece,
subtild §i in continud schimbare — asemdndtoare cu lumina lunii care se reflectd pe suprafata apd. In
arta bijuteriilor argintul a fost intotdeauna perceput nu doar vizual, ci si tactil. Suprafetele sale
lucioase, texturile oxidate sau finisajele mate creeaza o experienta multisenzoriald, care influenteaza
modul in care o bijuterie este simtita si interpretata.

Aceasta lucrare exploreaza rolul argintului in arta bijuteriilor, pundnd accent pe relatia
dintre forma, culoare si material prin prisma sinesteziei. Sinestezia este un fenomen perceptiv in care
stimulii dintr-un domeniu senzorial declanseazd senzatii intr-un alt domeniu. In acest context, textura
argintului poate fi experimentata ca o vibratie vizuald, o armonie cromatica sau chiar un ritm tactil,
influentand perceptia emotionala si artistica a unui obiect de bijuterie. Aceastd interactiune dintre
vedere si atingere face ca argintul sa fie mai mult decat un simplu material — devine o experienta
senzoriald.

Cuvinte-cheie: argint, arta bijutierd, bijuterii de autor, sinestezie, culoare, formd, texturd,
design, sustenabilitate, perceptie multisenzoriala

Silver is a metal with a unique aesthetics that has fascinated artists and craftsmen throughout
history. Unlike gold, whose brilliance is intense and warm, silver's glow is cool, subtle, and constantly
shifting —akin to the moonlight reflecting on water. In the art of jewelery, silver has always been
perceived not only visually but also tactilely. Its polished surfaces, oxidized textures, or matte finishes
create a multisensory experience that influences how a piece of jewelry is felt and interpreted.

This paper explores the role of silver in the art of jewelry, emphasizing the relationship
between form, color, and material through the prism of synesthesia. Synesthesia is a perceptual
phenomenon in which stimuli from a sensory domain trigger sensations in another. In this context,
silver’s texture can be experienced as a visual vibration, a chromatic harmony, or even a tactile
rhythm, shaping the emotional and artistic perception of a jewelry object. This interaction between
sight and touch makes silver more than just a simple material —it becomes a sensory experience.

Keywords: silver, art of jewelry, author jewelry, synesthesia, color, form, texture, design,
sustainability, multisensory perception

Introducere

Astdzi vom vorbi despre argint — si doar despre el. Asa cum spunea Omar
Khayyam!**:
,»Chiar de-nteleptul nu e zgarcit si nu aduna averi, fara argint nici inteleptului nu-i merge prea
bine pe pamant. Sub gard, vioreaua se vestejeste de sdracie, pe cand trandafirul bogat e rosu si
darnic” [1].

Ce este argintul cu adevarat? De ce este acest metal atat de popular? Unde este folosit
si in ce mod? Ce emotii poate genera si de ce?

,Argintul este acel metal care, asemenea aurului, este cunoscut de oameni inca din
perioada preistorica. Pe cand Egiptul de Sus si cel de Jos se uneau intr-un stat unitar, iar
dinastia faraonilor isi schimba rand pe rand conducatorii, argintul era o raritate deosebita si era

mai valoros decat aurul” [2]. Incd din cele mai vechi timpuri argintul era considerat o

4 Omar Khayyam - cunoscut in intreaga lume ca un poet remarcabil, autor al unui ciclu de rubai filosofice;

considerat poet national in Iran, Tadjikistan si Afganistan. (https://ru.wikipedia.org/wiki/%D0%9E%
D0%BC%D0%B0% D1%80_%D0%A5%D0%B0%D0%B9%D1%8F%D0%BC).
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reflectare a puterii mistice a Lunii. Stralucirea sa rece si tremuratoare este asociatd cu intuitia,
feminitatea si emotiile subtile. In culturile diverselor popoare acest metal simboliza puritatea,
intelepciunea si linistea sufleteascd, integrandu-se activ in mituri si legende din diferite epoci
si civilizatii.

Designerii contemporani, inclusiv autoarea acestui articol, folosesc argintul nu doar
pentru calitdtile sale estetice, ci si pentru a crea o experientd senzoriald profunda, explorand
interactiunea dintre perceptia vizuald si cea tactili — fenomen cunoscut sub numele de
sinestezie.

Scopul acestui articol este de a analiza argintul ca material artistic si sinestezic in

contextul designului contemporan de bijuterii de autor.

in esenti, argintul este un metal

,»Argintul (Ag, din latind argentum) este un element chimic din grupa a 11-a (sau, dupa
clasificarea veche, grupa secundara I), perioada a 5-a a tabelului periodic al elementelor creat
de D. Mendeleev, cu numarul atomic 47” [3]. Argintul a fost descoperit de un om simplu, in
forma de pepita naturala. ,,Primele mostre de argint, potrivit arheologilor, dateaza din perioada
5000-3400 1.Hr. Se presupune ca a fost adus din Siria, considerata unul dintre primele locuri
de extractie a acestui metal nobil” [2]. In secolul al XV-lea a fost descoperiti chiar o pepita de
argint cu greutatea de doudzeci de tone. Téarile cu cele mai mari rezerve de argint sunt: Peru,
Australia, Chile si Mexic. In prezent, Mexicul detine pozitia de lider in extractia acestui metal,

cu o productie anuala de aproximativ 3.000 de tone de argint (Imaginea 1, 2).

Imaginea 1. Argint brut

Imaginea 2. Pepita de argint

Sursa: https://sunlight.net/wiki/kak-i-gde-dobyvayut- Sursa: https://coins.lave.ru/forum/pic/3871842.jpg
serebro-osobennosti-dobychi.html

Proprietitile argintului

Sa incepem cu proprietétile fizice ale metalului. ,,Argintul este un metal de culoare
albd, moale, cu o ductilitate ridicata si cea mai bund conductivitate termica si electrica dintre
toate metalele. Se prelucreaza usor mecanic si se lustruieste excelent. Temperatura sa de topire

este de 960,5 °C, temperatura de fierbere 1955 °C, iar densitatea este de 10,5 g/cm?. Argintul
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pur are o duritate si o rezistenta relativ scdzute, motiv pentru care in productia bijuteriilor este
folosit in aliaj cu alte metale” [4 p. 5].

Numeroase culturi i-au atribuit argintului proprietati magice si vindecatoare, asociindu-
1 cu fortele de dincolo si cu capacitatea de a vindeca ranile atat fizice cat si spirituale. Inca din
cele mai vechi timpuri, argintul era asociat cu divinitati lunare, intruchipand misterul si
intuitia. In culturile diverse, acestui metal i s-au atribuit proprietati protectoare si purificatoare,
simbolizand puritatea spirituala si inocenta.

Argintul era folosit incd din epoca primitivd pentru confectionarea talismanelor si
amuletelor cu rol de protectie (Imaginea 3). Era perceput ca un metal capabil sa reflecte si sa
amplifice lumina interioara a omului.

Argintul are o semnificatie aparte si in practica religioasd a ortodoxiei si
catolicismului. Este folosit frecvent pentru realizarea crucilor, raclelor pentru icoane si a
obiectelor liturgice, accentuand ideea de puritate spirituald si noblete sacra (Imaginea 4). Se
considera ca argintul intdreste intentiile rugdciunii si favorizeaza purificarea sufletului
credinciosului.

Imaginea 3. Amuleta Bani Imaginea 4. Ustensile bisericesti din argint

Sursa: https://www.Iivemaster.ru/item/9110821-fen- Sursa: https://sokolov.ru/jewelry-catalog
shuj-i-ezoterika-amulet-dengi-belaya-magiya-islandii-
sere

Este cunoscut incd din Antichitate ca argintul are proprietdti antiseptice si
antibacteriene. In vechime si in Evul Mediu vasele si vesela din argint erau folosite pentru
dezinfectarea apei si alimentelor. in medicina populara argintul era aplicat pentru vindecarea
ranilor, tratarea infectiilor si prevenirea bolilor. S-a demonstrat cd acest metal intareste
sistemul imunitar si favorizeaza regenerarea tesuturilor. Astdzi argintul este utilizat pe scara

largd 1n medicina, datoritd capacitatii sale de a distruge eficient bacteriile si virusurile.

Perceptia formei, culorii si materialului prin sinestezie
»dinestezia este un fenomen perceptiv in care stimularea unui organ senzorial (ca

urmare a iradierii excitatiei din structurile nervoase ale unui sistem senzorial spre altul)
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provoacad, pe langa senzatiile specifice, si senzatii corespunzatoare altui organ de simt” [5].
Mai simplu spus, sinestezia este fenomenul prin care perceptia unui simt declanseaza spontan
senzatii dintr-un alt domeniu senzorial. In contextul artei bijuteriilor, argintul le permite
designerilor sd creeze povesti senzoriale multidimensionale, unde calitdtile vizuale sunt
completate de perceptii tactile si asocieri emotionale. Exista diferite moduri de a transmite
aceste senzatii prin culoare si forma, metode folosite cu succes de designerii contemporani, de
bijuterii.

Sinestezia se manifesta in mod deosebit in bijuteriile de autor. Aici, materialul nu doar
contureaza forma — el devine un declansator emotional. De exemplu, pandantivul din argint cu
agat dungat creat de Shuki Binstok exprima un ritm vizual si o texturd a pietrei care trezeste nu
doar perceptii vizuale, ci si auditive, amintind de o melodie materializata (Imaginea 5).

Bijuteriile de autor contemporane scot la iveald intregul potential al argintului prin
combinarea acestuia cu alte materiale — pietre, emailuri sau chiar textile. De pilda, colierul cu
labradorit purpuriu de Nora Goldie, alcatuit din placi de argint cu suprafatd ,rupta” si
»cusutd”, creeazd o interactiune dinamica intre texturi si culori, implicand activ simturile
tactile si vizuale ale privitorului (Imaginea 6).

La fel de expresiv este si celalalt colier creat de ea cu inchidere frontala, decorat cu
labradorit si calcedonie, unde alternanta pietrelor in nuante diferite si textura argintului

accentueaza perceptia ritmului si a complexitatii vizuale (Imaginea 7).

Imaginea 5. Shuki Binstok. Imaginea 6. Nora Goldie. Imaginea 7. Nora Goldie. Front-
Pendant. Silver. Striped Agate Convertible Collar Necklace / Clasping Labradorite,

Purple Labradorite & Silver Chalcedony, & Silver Necklace

Shik

Sursa: Sursa: Sursa:
https://uk.pinterest.com/pin/140744  https://www.metalheadjewelry.com/pr https://www.metalheadjewelry.com/p
36 oduct-page/conversion-convertible- roduct-page/breakthrough-front-
collar-necklace-purple-labradorite- clasping-labradorite-chalcedony-
sterling-silver silver-necklace
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Sinestezia muzicala este una dintre cele mai fascinante dimensiuni ale perceptiei
bijuteriilor. Un exemplu este colierul-scut din argint si labradorit semnat de Nora Goldie, care
vizual aminteste de instrumente muzicale antice sau de o partiturd sculptatd in metal
(Imaginea 8). Straturile multiple de texturi si asimetria formei creeaza o structura ritmica ce
evoca sonoritati pe care le poti simti sau auzi. Un tip special de sinestezie apare la granita
dintre culoare si atingere. Brosa-colier ,,Summerday II” de Debra Carus, care combind
chihlimbar baltic, perle si argint cu piele, ilustreaza perfect modul in care o paleta cromatica
poate trezi senzatii tactile: cdldura chihlimbarului, netezimea perlei si catifelarea pielii sunt

reunite intr-o experienta senzoriala vizual-tactila (Imaginea 9).

Imaginea 8. Nora Goldie. Made Whole / Imaginea 9. Debra Carus.
Labradorite & Sterling Silver Shield Necklace Brooch-necklace made of silver 930, leather, Baltic
amber and pearl farms.

Sursa: https://www.metalheadjewelry.com/product- Sursa:
page/made-whole-labradorite-sterling-silver-shield- https://www.pinterest.com/pin/414120128251776848/
necklace
Concluzii

Proprietatile unice ale argintului ca metal, in special, capacitatea sa de a fi reciclat la
infinit fara a-si pierde calitatea, il transforma intr-un material ideal pentru designul de
bijuterii. Designerii contemporani, constienti de responsabilitatea fatd de mediu, apeleaza tot
mai des la utilizarea argintului reciclat, faicand din acesta nu doar un material estetic atragator,
ci si o alegere etic asumatd. Argintul continua sa fie unul dintre cele mai expresive materiale
din arta bijuteriilor.

,Bijuteriile au o perceptie asociativd psihologica... Senzatiile psihologice sunt
generate de culoare si textura materialului, conferindu-i simbolism si asociatii afective” [6 p.
9].

Fiind materialul din care sunt create aceste bijuterii, argintul, prin fenomenul
sinesteziei, inceteaza sa fie doar un metal: devine un mediu de comunicare intre forma si

perceptie, intre culoare si emotie, intre sunet si atingere.
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Bijuteriile de autor contemporane transforma argintul intr-un limbaj unic al artei

senzoriale, un limbaj care uneste trecutul si viitorul, traditia si inovatia, cultura si

individualitatea.

pentru designeri si artizani, ci si pentru domeniile culturii, psihologiei si chiar neurostiintei,

subliniind actualitatea eterna si potentialul artistic inepuizabil al acestui metal nobil.

Cercetarile viitoare se pot concentra pe aplicarea practica a sinesteziei in proiectarea

colectiilor de bijuterii care vizeazd perceptia emotionald si dialogul multisenzorial cu

publicul.
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Broderia, fiind considerata de mult timp o arta decorativa traditionald, a suferit o
transformare profundd in moda contemporand. In prezent designerii folosesc broderia in mai multe
scopuri, crednd contraste intre minimalism si complexitate, restabilind astfel un sentiment de
autenticitate intr-o lume a modei adesea dominatda de productia in masa si devenind un mijloc de
diferentiere si rafinament. Aceastd lucrare analizeaza modul in care atdt designerii cdt si brandurile
de moda au revitalizat broderia prin imbinarea tehnicilor traditionale cu instrumente digitale si
materiale neconventionale. Broderia, de asemenea, exploreaza fuziunea sa cu alte genuri de arta si
relatia sa cu promovarea sustenabilitatii. Provocarea ramane de a continua evolutia, mentindnd in
acelasi timp un echilibru intre traditie si inovatie. Aceastd evolutie hibrida plaseaza broderia la
intersectia dintre moda, mestesug si tehnologie, consolidandu-si rolul in moda durabila, extinzandu-si
in acelasi timp potentialul de impact expresiv in viitorul apropiat.

Cuvinte-cheie: broderie, moda, tendinte, artd, traditie, inovatie, tehnologie, sustenabilitate

Embroidery, long considered a traditional decorative art, has undergone a profound
transformation in contemporary fashion. At present, designers use embroidery for multiple purposes,
creating contrasts between minimalism and complexity, and restoring a sense of authenticity in a
fashion world often dominated by mass production, thus becoming a means of differentiation and
refinement. This paper analyzes how fashion brands and designers have revitalized embroidery by
blending traditional techniques with digital tools and unconventional materials. It also explores its
fusion with other art genres and its relation with the promotion of fashion sustainability. The
challenge remains to continue the evolution, while maintaining a balance between tradition and
innovation. This hybrid evolution places embroidery at the intersection of fashion, craft and
technology, reinforcing its role in sustainable fashion while expanding its expressive impact potential
in the near future.

Keywords: embroidery, fashion, trends, art, tradition, innovation, technology, sustainability

Introducere

Fiind o artd straveche, broderia este cunoscutd pentru durabilitatea, versatilitatea
designului si a texturilor, functia decorativd si ornamentald. Broderia poate fi inteleasa ca
un limbaj vizual care reflectd valorile culturale, credintele, folclorul, statutul, istoria,

politica si alte idei ale oamenilor care locuiesc Intr-0 anumitd zona geograficd [1 p. 166].

Rolul broderiei in moda contemporana

Moda contemporand a reinventat arta broderiei, ridicand-o la un mediu sofisticat de
povestire vizuald si inovatie artistica.

In acelasi timp, broderia a cunoscut o transformare tehnologicd remarcabild in
ultimele decenii, fiind dezvoltate noi tehnici automate si digitale pentru crearea broderiei
[2 p. 366-367]. Software-ul modern (in special, CAD — Computer-Aided Design systems)
poate genera modele similare cu broderia traditionala, dar folosind substraturi diferite de
tesatura, care permit replicarea modelelor complexe. Acest proces are avantajele
economiei de timp, profitabilitate mai mare si mai mult spatiu pentru procesul creativ [3
p. 65-67].

Moda contemporana poate fi impartita in trei categorii: haute couture, prét-a-porter
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si hight street fashion. In fiecare dintre ele, broderia este folosita diferit, influentatd de
factori precum sustenabilitatea, costul si publicul-tinta. Haute couture foloseste sistematic
broderia manuala, care necesitd investitii mari si costisitoare, in timp ce hight street
fashion foloseste broderie automatd si digitala, destinatd unui public consumator si la
preturi accesibile, iar prét-a-porter tinde sa foloseascd o combinatie a ambelor [4 p. 12-
16].

Broderia a definit estetica modei, in care perspectiva minimalista iese in evidentd. Ea
este folositd pe piese pentru a evidentia detalii rafinate, dar, in acelasi timp, pastrand un
aspect simplist si elegant. lar ca broderie maximalista sunt folosite broderii cu modele
elaborate si culori vibrante pentru o esteticd axatd pe lux. Moda de lux a jucat un rol
esential in revitalizarea broderiei. Branduri precum Gucci, Channel, Elie Saab, Christian
Dior, Jean-Paul Gualtier si Valentino au folosit broderia ca element central de impact
vizual in colectiile lor. Gucci, sub conducerea creativa a lui Alessandro Michele (1972)
din 2015 pana in 2022, a facut din broderie un element central al identitatii marcii.
Colectiile sale reflectd un simbolism floral, animal sau renascentist, oferind piese
nostalgice si avangardiste (Figurile 1, 2 §i 3).

Figura 1. Figura 2. Figura 3.
Gucci, Alessandro Michele Prét-a-porter, 2016 Colectia Primavara — Vara

— = e . - =

Sursa: https://www.vogue.com/fashion-shows/spring-2016-ready-to-wear/gucci

Deja din anul 2022, Alessandro Michele a creat colectii pentru brandul Valentino
folosind broderii, dar intr-o perspectivd uneori mai maximalistd si cu modele bazate pe

ornamente sugestive si de impact (Figurile 4, 5 si 6).

Figura 4. Valentino, Alessandro Figura 5. Figura 6.
Michelle, Haute - Couture, 2025, Valentino, Alessandro Michelle,
Colectia Primavara Colectia pre-fall de toamna, 2025
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fashion/alessandro-micheles- shows/pre-fall-2025/valentino
valentino-a-maximalists-take-on-

haute-couture/2025013064238

Astfel, se poate constata ca broderia este integratd in industria contemporand a modei
globale [4 p. 16]. Drept urmare, designerii pot valorifica ambele modalititi: pe de o parte,
inovatia tehnologica asociata cu broderia automata si digitala, care vizeaza productivitatea
si viteza, si, pe de alta parte, broderia traditionald, adesea realizatd manual in cooperare cu
artizani specializati, indreptata spre valoare emotionala si estetica. Aceastd sinergie ne

permite sd mentinem conceptul de autenticitate in moda contemporana.

Influenta broderiei asupra modei moldovenesti

Broderia ocupd un loc central in imbracdmintea traditionala moldoveneasca. Are o
istorie stramoseasca, este bogata in detalii, culori si ornamente, prezentand o diversitate
regionald apreciabila, cu aspecte unice la originea sa [5 p. 67].

In general, arta populari moldoveneasci, inclusiv broderia, este asociati cu un
puternic simbolism. De ex.: motive legate de naturd, plante, animale, fenomene naturale,
forme umane si obiecte cu semnificatii [5S p. 130]. Forma, stilul si tema ornamentatiei sale
sunt dimensiuni relevante. Pe de o parte, pot urma modele geometrice, iar pe de alta parte,
in ceea ce priveste continutul lor, motivele ornamentale pot fi de natura abstracta, realista
sau simbolica. Motivele pot fi, de asemenea, combinate pentru a crea o singura naratiune
[6p.7]

Astézi artizanii si designerii de moda din Republica Moldova continua sa fie inspirati
de valorile estetice ale frumusetii ornamentale si simbolice prezente in imbracamintea
traditionala moldoveneascd. Acesta este un proces similar cu ceea ce se intdmpld In

Romania, avand in vedere mostenirea culturald si istoricd comuna. Astfel, utilizarea
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broderiei este un aspect central in multe creatii moldovenesti moderne. Unii designeri
moldoveni sunt foarte bine cunoscuti in lumea modei. Printre ei, putem mentiona pe

Angela Gutu, Alina Bradu sau Valentina Vidrascu (Figurile 7, 8 i 9).

Figura 7. Angela Gutu (2024), Figura 8. Alina Bradu (2025),  Figura9. Valﬁntina Vidrascu
Camasi cu broderie florald Rochie si cimasi cu broderie (2023), Rochie cu sal brodat

| PN
Sursa:https://www.instagram.c Sursa:https://www.instagr
om/p/C7Y XIIuNFvK/ am.com/p/CrELeccl8MX/

Sursa:https://alinabradu.com/product/rochie-eclipse/

Angela Gutu a creat celebrul brand de imbracaminte FLORII, care este dedicat
productiei s1 vanzdrii de bluze autentice lucrate manual, care servesc ca un omagiu adus
modei traditionale, a broderiei romanesti si moldovenesti, cu o textura delicata si decor cu
elemente etnice unice. Alina Bradu, a creat colectii cu integrarea conceptelor etno locale
si utilizarea unor materiale naturale (in, matase, lana etc.), unde broderia decorativa apare
intr-un mod rafinat, cautdnd sa imbine traditionalul cu modernul. Valentina Vidrascu a
favorizat creatiile axate de pe costumul national autentic, cu includerea unor componente
etnice stilizate, adesea sustinute de materiale naturale, si dezvoltarea unor linii de colectie
inspirate de teme poetice sau folclorice precum: ,La Blusa Roumaine”, ,,Drigaica”,
,»Toamna florilor”, ,,Ileana Cosanzeana de lux”, ,,Maria Tanase”, ,,Regina Maria”.

Generatiile mai tinere de designeri moldoveni au cautat si ei sd Imbine traditionalul
cu modernul, folosind broderia in compozitia lor creativa, fiind Insotite In acest proces de
utilizarea noilor tehnologii. De exemplu, existd evenimente de moda nationale si
internationale sustinute, printre altele, de Moldova Fashion Days (MFS), ZIPHOUSE
Fashion Hub, Moldovan Brands Runway (MBR), care au urmarit sa promoveze atat tineri
designeri moldoveni, designeri de alte nationalitdti, cat si designeri consacrati, cu colectii

mai avangardiste si adesea bazate pe materiale sustenabile (Figurile 10, 11, 12 si 13).
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Figura 10. Julia Allert  Figura 11. Rodica Nicov  Figura 12. O'Blanc Figura 13. Carolina
(MRB, 2025), fusti cu  (MFD, 2024), structurd ~ (MFD, 2023), Haute. ~ Ermurachi, (MFD, 2025),
broderie rafinata centrala brodata couture cu broderie Haute-couture, tinuta brodata

£ ....1x

£1...-1X

Sursa:https://www.insta Sursa:https://www.inst Sursa:https://www.ins Sursa:https://www.
gram.com/p/DG0z9chN at agram.com/p/DC9Uuh |e tagram.com/p/Cz8VM :ni  instagram.com/kar
e_f/?locale=pt_BR&hl kM44V[?locale=kk- 5hsXf5/?locale=kk- olina.nikolai/
=fr&img_index=1 1t KZ&hl=ar&img_index U KZ&hl=ar
=2

Ceea ce se poate observa in colectiile designerilor moldoveni este faptul cd in
utilizarea broderiei traditionale facute manual sau in mod hibrid persistd procesul automatizat,
in timp ce tesaturile cdmasilor, rochiilor, pantalonilor si altor accesorii integreazd deja o
perspectiva mai originald si avangardistd, adesea realizatd din materiale durabile.
Imbracimintea reprezinti componenta inovatoare, in timp ce broderia adaugi componenta

traditionala si autentica.

Inovatie, interdisciplinaritate si sustenabilitate

Inovatiile broderiei nu se limiteazd la procesul de productie, ci cuprinde materiale
utilizate, practica durabila si utilizarea interdisciplinara.

Un aspect inovator a fost utilizarea sa in contextul modei contemporane, urmand
practicile de sustenabilitate asociate. Pe de o parte, existd o tendintd spre personalizarea
articolelor de imbracaminte, unde broderia poate fi un element central, incurajand
longevitatea utilizarii sale — moda de lux fiind un bun exemplu. Pe de altd parte, broderia
poate fi addugata pieselor vechi, permitdndu-le sa fie reutilizate individual. Aceste
abordari durabile sunt cunoscute sub denumirea de upcycling, care reprezinta un fenomen
asociat cu reducerea deseurilor textile prin reutilizarea hainelor uzate [7 p. 9-14]. In plus,
tehnicile actuale de broderie manuale sau digitale cautd sa incorporeze materiale mai
durabile. De exemplu, a existat o preferinta tot mai mare pentru utilizarea fibrelor naturale

(in, bumbac, lana, matase), firelor vopsite din coloranti vegetali (indigo, madder, turmeric
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etc.) sau materiale biodegradabile pe baza de celuloza.

Aceste alegeri durabile se aliniazd cu cerintele consumatorilor pentru o moda mai
etica si oferd designerilor noi materiale cu care sa lucreze creativ. Combinatia dintre
broderie, in special, broderia traditionald si designul modern nu numai ca ajutd la
pastrarea culturii, dar induce si adoptarea unor practici de moda durabile. in acest context,
colaborarea dintre artizanii locali si industria modei a castigat din ce In ce mai multd
relevantd, unde este stimulata productia de broderie traditionala, intr-0 sinergie
colaborativa, care permite sustinerea mediului si a oamenilor care 1l locuiesc, precum si
crearea de piese unice de inaltad calitate care sustin sustenabilitatea asociatd modei [8 p.
85].

in cele din urma, inovatia asociata modei circulare este, de asemenea, stimulatad prin
practici durabile de-a lungul lantului textil pana la produsul final, precum si prin
incercarea de a implementa forme de eco-design in creatiile de moda, inclusiv includerea
broderiei.

Un alt aspect relevant are legdturd cu fuziunea artei broderiei cu alte domenii
artistice, precum pictura, sculptura sau teatrul, prin fuziunea tematica si utilizarea altor
tipuri de materiale artistice. Mai multi designeri au cautat sa insereze diverse materiale,
cum ar fi fire luminiscente, materiale plastice reciclate, metale, ceramica sau componente
electronice in broderie. Acest lucru a dus la crearea imbracamintei interactive, instalatiilor
brodate si artei purtabile, care imping limitele mestesugului traditional in designul
futurist. Aceste abordari interdisciplinare genereazd o esteticd hibrida, care estompeaza
granita dintre moda si alte forme de artd contemporana, extinzand spatiul cultural pentru
interventia broderiei. Broderia poate avea si alte semnificatii legate de experienta de
invatare holistica si transdisciplinard si procesul creativ colaborativ, unde relatia sa cu
educatia si stiinta poate facilita comunicarea despre sustenabilitatea ecologica [9 p. 22-
23].

Viitorul broderiei si al modei contemporane

Inovatia tehnologica asociatda cu broderia aplicatdi modei contemporane preia
tendintele actuale, emergente si viitoare. Astfel, tendintele actuale pot fi rezumate in
automatizarea procesului de productie, utilizarea unui software specific pentru crearea
broderiei digitale si utilizarea materialelor sustenabile. Tendintele emergente si viitoare
includ utilizarea 3D aprofundata, Al (Artificial Intelligence), a roboticii si a textilelor
inteligente [10 p. 1-14]. Aplicatia poate fi in modd contemporand, precum si

interdisciplinara cu alte domenii.
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Utilizarea Al in broderie este o realitate emergenta care va face procesul mai rapid,
mai usor i mai creativ. Al va interveni la diferite niveluri: crearea de idei, proiecte,
modele, alegerea tesaturilor, combinatia de detalii etc. Influenta Al poate juca, de
asemenea, un rol esential in conservarea si inovarea asociatd cu broderia traditionala,
facilitand atat invatarea tehnicilor de productie céat si transpunerea lor in creatiile
designerilor. In zilele noastre existi deja programe software Al disponibile, cum ar fi
OpenArt (Figura 14). Designerul Iris Van Herpen este un exemplu de utilizare
revolutionara a 3D (Figura 15).

Figura 14. OpenArt, folosind Al, Figura 15. Iris Van Herpen, Colectia Haute-
Couture 2022

=7 i
Sursa: https://www.wmagazine.com/fashion/iris-van-herpen-
Ot i couture-fall-2022-paris-interviewfor a New Generation

In ceea ce priveste robotica, odati cu progresele inaintate in tehnologie, utilizarea
cipurilor si programadrii, va deveni mai frecventd si utilizarea masinilor de brodat
robotizate programabile, care vor creste eficienta productiei in textilele brodate, copiind
cu exactitate broderia manuala din ce in ce mai mult. In ceea ce priveste textilele
inteligente, combinatia de tesdturi si componente electronice este cea care va permite
crearea de textile cu diferite functii (generarea de lumini, modele, sunete etc.) care poate
duce la mai multa inovatie, inclusiv in broderie. Utilizarea sa Tn moda contemporana ar

implica o viziune avangardista cu broderia ca element central (Figurile 16 si 17).

Figura 16. Robot de cusut brodat Figura 17. Broderie cu fire electronice

Sursa:https://www.ien.eu/article/the- Sursa: https://embro-tech.com/en/smart-textiles/
future-of-sewing-in-a-robot/

Tabelul 1 reprezinta tendintele emergente ale roboticii si ale textilelor inteligente

in moda contemporana care sunt utilizate in broderie.
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Tabelul 1. Trecerea la sistematizarea inovatiilor legate de broderie

Inovatie

Relatia cu broderia

Masini de brodat automate

Productie in serie, personalizata si eficienta

Broderie digitala

Imprimare digitald prin instrumente software

Tehnologie  de broderie

durabila

Procese si materiale durabile si ecologice

Combinatie interdisciplinara

Calitatea de membru in alte domenii ale artei si

o 01

stiintei

Utilizarea inteligentei Generarea de noi standarde si procese
artificiale

Sistemas de Robdtica Programare robotizata axata pe eficienta productiei
Programada

Textile interactive si Tesaturi cu componente electronice
inteligente multifunctionale

Concluzii

Moda de lux a revitalizat broderia traditionald, plasind-o in centrul creatiilor sale.
Odata cu inovatia tehnologica a aparut broderia automatd si digitala, care a oferit noi

Un alt aspect important este utilizarea materialelor durabile, minimizand impactul
asupra mediului. Broderia este o artd inca din ce in ce mai interdisciplinara.

Viitorul broderiei se poate baza pe utilizarea inteligentei artificiale, a roboticii
programate si a productiei de textile inteligente pentru a dezvolta noi modele si creatii

avangardiste.
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BATICUL, TEHNICA PICTURII LIBERE PE MATASE,
IMPLEMENTATA iN FLORISTICA TEXTILA

BATIK, THE TECHNIQUE OF FREE PAINTING ON SILK,
IMPLEMENTED IN TEXTILE FLORISTRY
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Pictura pe matase naturala este un gen de arta find care se caracterizeazd prin claritatea si
transparenta culorilor. Efectul sidefat al matasii naturale aduce plus valoare lucrarii create.

Odatda cu dezvoltarea artei vestimentare si confectionarea Imbrdacamintei fine, apare
necesitatea credrii accesoriilor, menite sa defineasca tot ansamblul vestimentar, cele mai expresive
accente fiind florile textile. Florile din matase naturala se deosebesc prin finete si reflecta o nota de
lux. Se folosesc tesdaturi de matase naturald, cum ar fi organza, tafta sau satin, pentru a imita aspectul
si textura petalelor reale.

In scopul obtinerii unor lucrdri calitative, durabile in timp, care corespund tuturor cerintelor
tehnice si estetice, este necesar sa fie respectatd consecutivitatea lucrului si toate etapele de
producere. Floristica textila, realizata calitativ, concureaza cu bijuteriile de lux in ceea ce priveste
rafinamentul si eleganta.

Cuvinte-cheie: floristicd, mdtase, textile, picturd, cromatic, fluiditate, gelatinizare

Silk painting is a fine art form characterized by the clarity and transparency of colors. The
pearlescent effect of natural silk adds value to the created artwork.

16 E_mail: linada.arts@gmail.com
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With the development of fashion art and the crafting of fine clothing, the need arose to create
accessories that define the entire outfit. The most expressive accents are textile flowers. Flowers made
of natural silk stand out for their delicacy and reflect a sense of luxury. Fabrics such as organza,
taffeta, or satin are used to mimic the look and texture of real petals.

To obtain high-quality, durable works that meet all the technical and aesthetic requirements,
it is necessary to follow a precise working sequence and all the stages of production. Textile floristry,
competes with luxury jewelry in terms of refinement and elegance.

Keywords: floristry, silk, textiles, painting, chromatic, fluidity, gelatinization

Introducere

Pictura pe matase naturald — baticul — este un gen de artd fina care se caracterizeaza
prin transparenta culorilor. Este un gen de picturad foarte apropiata de acuarela prin fluiditatea
aplicarii culorilor lichide, pe baza de apa. Desi practicarea imprimeului artistic necesitd multa
precizie si un set de abilitati corespunzatoare, tehnica data a fost practicatd inca din secolul
IV al e.n. in China — tara de origine al matasii naturale. Imprimeul artistic se realizeaza pe
materiale naturale (preferabil matasea), obtinute, de reguld, din fibre de origine vegetald
(bumbac, batist, in foarte fin etc.) [1 pp. 8-16].

De-a lungul timpului, in procesul dezvoltarii imprimeului artistic, acesta a Inceput sa
fie aplicat in diferite domenii precum designul vestimentar (accesorii florale, esarfe, stofe
pictate personalizate etc.) si designul de interior ( tablouri, veioze, draperii etc.).

Baticul — tehnica picturii libere pe matase naturald — este implementat in floristica
textild in diferite colturi ale lumii. Cele mai celebre sunt florile japoneze realizate in tehnica
somebana. Datoritd maiestriei inalte, dar si a materialelor de calitate superioara, florile textile
au o asemanare izbitoare cu florile vii (Imaginea 1).

Imaginea 1. Floare pictat, realizata in tehnica japoneza somebana

Sursa: arhiva personala

Florile textile, atunci cand sunt create profesional, concureaza cu bijuteriile de lux.
Tinutele de seara, matrimoniale sau formale sunt greu de imaginat fara de accesorii florale.
Florile textile, pictate manual, desi seamdnd mult cu florile naturale, au elemente de fantezie

si stilizare artistica. Astfel pot fi realizate proiecte artistice pentru piese de teatru si
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evenimente culturale dupa o stilistica si gama cromatica specifica (coronite, decoratii florale,
buchete, butoniere etc.).

Pictura libera pe mitase implementata in floristica textila. Procese de lucru

Pentru a crea o floare pictatd, reprezentativd, de o forma si structurd corectd este
necesar sa fie aplicate toate etapele tehnologice de realizare a produsului dupa urmatorul
algoritm:

1. Pregatirea stofei pentru lucru. Se aplica procedeul de gelatinizare. La 200 ml apa se
adaugd 5 g gelatind uscatd, apoi in aceastd solutie se introduce panza de matase naturala.
Dupa uscare, materialul capata proprietatile hartiei referitor la aspect, sifonabilitate si sunet
produs in procesul de tiiere. In cazul in care lucrim cu material de batist sau in fin, putem
folosi amidonul de cartof sau porumb pentru a apreta stofa [2 pp. 10-12].

2. Elaborarea sabloanelor de lucru dupa petalele unei flori vii sau crearea detaliilor
dupa o forma stilizata.

3. Croirea detaliilor pentru floarea textila. Dupa ce stofa a trecut prin procesul de
gelatinizare si apretare, capata proprietatile hartiei si se supune usor prelucrarii ulterioare.

Sabloanele elaborate anterior se aplica pe stofa si se decupeaza dupa contur.

4. Procesul de pictura libera. Baticul. Pentru pictura libera se folosesc vopsele acrilice
lichide de consistenta apei, dar si pigmentii de anilind in forma de praf. Se respectd principiul
de aplicare a culorii de la tonuri deschise la cele inchise [3 p. 6].

5. Prelucrarea detaliilor cu instrumente speciale. Detaliile florii se prelucreaza termic,
cu instrumente speciale din metal, care se infierbantd la aragaz sau se conecteaza in priza

electrica (in dependenta de model) (Imaginea 2).

Imaginea 2. Instrumente termice utilizate la prelucrarea florilor textile

Sursa: M Southan. Begginer’s Guide to Silk Paintig
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6. Asamblarea florii textile. Dupa ce petalele au fost prelucrate termic, are loc
asamblarea florii textile. In interior se plaseaza staminele care pot fi procurate din comert sau
se confectioneaza din atd de cusut, iar varfurile se inmoaie in clei PVA si ulterior in crupa de
gris. Petalele se asambleaza in ordine crescatoare, de la cele mai mici la cele mari, apoi, in
acelasi mod, se asambleaza si frunzele. In dependenti de destinatia lucririi, se pot utiliza si
diverse furnituri [4 pp. 23-26].

Deoarece confectionarea unei flori textile este un proces de creatie, putem modifica
algoritmul de lucru. De exemplu, se decupeaza detaliile florii si se picteaza separat sau se
picteaza stofa integru si ulterior se decupeaza reperele. Cu toate acestea, pentru a obtine un

produs finit calitativ este vital sa urmam strict etapele tehnologice [2 pp. 22-28].

Arta confectionarii florilor textile din méatase naturala, cu aplicarea picturii
libere, pe teritoriul Republicii Moldova

Desi pictura pe matase naturald este pe larg implementata si valorificatd in tarile
asiatice, aceasta a fost practicatd activ si pe teritoriul european. Matasea naturala, caracterizata
prin finete si elegantd, este o sursd continud de atractie si inspiratie, oferind un areal vast de
experimentare datoritd fuziunii culorilor, a luciului sidefat, dar si a designului spectaculos
obtinut.

Pentru teritoriul basarabean pictura pe matase naturald este un domeniu relativ tanar,
fiind implementat de cétre plasticieni incepand cu anii ’50-°60 ai secolului XX. Cu toate
acestea, pictorii se axeaza mai mult pe crearea tablourilor si expunerea acestora in diverse
expozitii. La fel se picteaza stofe pentru industria modei, dar ce tine de floristica pictata, aici
se manifestd o implicare mai pasiva, deoarece procesul de lucru este foarte migdlos si
costisitor [5 p. 191].

Dintre pictorii licentiati care creeazd flori pictate la nivel artistic se evidentiaza
Ludmila Cotelea-Condrea, Ludmila Ochievschi s.a.

Ludmila Cotelea-Condrea creeaza floristica pictata dupa diferite tehnici de prelucrare,
elaborate de autor, obtinand astfel creatii unice, prezentate la diferite targuri si expozitii
internationale. Printre ele enumeram: Bujori (2022) (Imaginea 3), Trandafir decorativ (2024)

(Imaginea 4) etc.

Imaginea 3. L. Cotelea-Condrea. Imaginea 4. L. Cotelea-Condrea.
Bujori (2022) Trandafir decorativ (2024)
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e el
Sursa: arhiva personala Sursa: arhiva personala

in procesul de creatie a florilor textile artista Ludmila Ochievschi pune un accent
deosebit pe variatiile cromatice si creeaza lucrari de unicat, 1nalt apreciate la diferite expozitii
si concursuri de arta decorativa.

Unele dintre cele mai distinctive lucrari sunt: Albastrele (2021) (Imaginea 5), Bujor
(2025) (Imaginea 6).

Imaginea 5. L. Ochievschi. Albdstrele (2021) Imaginea 6. L. Ochievschi. Bujor (2025)

Sursa: arhiva personala Sursa: arhiva personala

Concluzii

La final, putem concluziona ca floristica textila are un potential artistic de dezvoltare
continud, mai ales prin prisma tehnicii picturii libere pe matase. In procesul de pictura si
creatie se obtin lucrari inedite, conditionate de vopselele si materialele noi care apar in acest
domeniu. Cu regret, floristica textila in Republica Moldova nu cunoaste inca o dezvoltare
fructuoasd, desi acest domeniu de creatie este extraordinar de agreabil, plin de elegantd si
rafinament. Floristica textild poate fi aplicata la nivelul atelierelor mestesugaresti, centrelor de
creatie etc. Acest domeniu poate servi drept curs de studiu in cadrul facultatilor de arta,
deoarece cunoaste popularitate la nivel global si presupune un domeniu unic, de o valoare

artistica deosebita.
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Teatrul de opera, ca forma de arta relevanta pentru domeniul studiilor culturale, reflecta si
influenteaza dinamica socio-culturald a diferitelor epoci. Studiul analizeaza parcursul cultural al
operei, de la antichitate pina la realismul din secolul XIX. Se investigheaza influentele tragediei
antice si ale gandirii filosofice grecesti asupra tematicilor si valorilor operei, precum si impactul
teologic si moral din perioada medievald. De asemenea, este evidentiata contributia umanismului
renascentist, pundnd accent pe explorarea individualitatii si pe temele sociale. Abordarile romantice
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si realiste subliniaza complexitatea emotionald si provocarile specifice epocii, consoliddnd teatrul
liric ca un instrument socio-cultural semnificativ. Aceastd cercetare contribuie la o intelegere
nuantata a intersectiilor dintre artd, cultura si societate, subliniind importanta teatrului de opera in
analiza culturala contemporand.

Cuvinte-cheie: teatru de opera, teatru liric, artd operisticd, evolutie culturald, transformari
culturale, reflectie socio-culturala

The opera, as a relevant form of art in the field of cultural studies, reflects and influences the
socio-cultural dynamics of different periods. This study examines the cultural trajectory of opera, from
antiquity to the realism of the nineteenth century. It explores the influence of ancient tragedy and
Greek philosophical thought on the themes and values of opera, as well as the theological and moral
impact of the medieval period. Additionally, the contribution of Renaissance humanism is emphasized,
with a focus on the exploration of individuality and social themes. Romantic and realist approaches
emphasize the emotional complexity and specific challenges of their respective periods, solidifying
opera as a significant socio-cultural tool. This research contributes to a nuanced understanding of the
intersections between art, culture, and society, underscoring the importance of opera in contemporary
cultural analysis.

Keywords: opera, lyric theatre, operatic art, cultural evolution, cultural transformations,
socio-cultural reflection

Introducere

Teatrul liric, ca forma complexd de artd, imbind muzica, poezia si drama pentru a
explora teme universale si a exprima emotii profunde. De-a lungul secolelor, opera a evoluat
semnificativ, reflectdnd transformarile sociale, politice si culturale specifice fiecdrei epoci.
Situata la intersectia artelor muzicale si teatrale, opera necesita o abordare interdisciplinara
pentru a fi inteleasa in toatd profunzimea sa. Aceastd abordare, care implicd domenii precum
filosofia, psihologia, sociologia si estetica, faciliteaza o analiza detaliata a influentei culturale
a operei, subliniind semnificatiile sale estetice si valorile sociale asociate.

Din perspectiva studiilor culturale, opera nu este doar o expresie artistica, ci si un
produs cultural care reflectd si influenteaza contextul social si valorile timpului. Analizand
libretul, muzica, scenografia si receptia operei de catre public, se pot identifica teme si
simboluri ce oglindesc realitatile si tensiunile sociale. Mai mult, examinarea operei in raport
cu alte forme de artd contribuie la intelegerea rolului sau in procesul mai larg al schimbdrilor
culturale. In acest context, studiile culturale oferi un cadru analitic care integreazi
dimensiunile socio-politice, economice si ideologice, explorand modul in care aceste influente
modeleaza estetica operistica.

In antichitate, manifestirile teatrale erau strans legate de ritualurile religioase, iar in
perioada medievald, ele jucau un rol central in educatia morald si spirituala. Pe masura ce
societatea a evoluat, teatrul a devenit un mijloc de exprimare si reflectie asupra identitatilor
nationale, relatiilor de putere si tensiunilor sociale. Aparitia operei ca gen distinct in perioada

Barocului a reflectat fuziunea dintre traditiile muzicale si dramatice, evoluand sub influenta
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patronajului aristocratic si a curtilor regale. Opera s-a dezvoltat ca o expresie artisticd a
preocuparilor politice si culturale ale timpului.

Umanismul renascentist a transformat scena lirica intr-un spatiu de reflectie asupra
individualismului si a conditiei existentiale. In secolul al XIX-lea opera a raspuns nevoilor
publicului prin realism, abordand teme din viata cotidiand. Transformarile culturale, de la
simbolismul romantismului la realismul pragmatic, au redefinit opera, evidentiind

complexitatea naturii umane si dinamica sociala.

Origini si influente: ritualurile si tragedia antica

Primele forme de teatru au evoluat din ritualurile arhaice, care au furnizat elementele
fundamentale ale spectacolului. Ceremoniile destinate invocarii divinitatilor si marcarii
tranzitiilor importante indeplineau functii sociale majore, intarind legéturile comunitatii si
afirmand identitatea culturala. Tranzitia catre forme dramatice mai sofisticate a avut loc in
antichitatea greacd, In cadrul festivalurilor dionisiace, care integrau elemente religioase si
competitii teatrale, subliniind importanta teatrului in viata sociald. Tragedia greaca, derivata
din aceste ritualuri, a contribuit la dezvoltarea expresiilor artistice cu caracter muzical si
narativ, anticipand trasaturile fundamentale ale operei. Desi teatrul de opera a aparut ulterior
ca forma distincta de arta, traditiile tragediilor antice au creat un cadru cultural favorabil
pentru contopirea muzicii cu textul dramatic, pregétind astfel terenul pentru nasterea operei.

Interpretarile muzicale amplificau emotiile, transformand ritualurile in acte
transcendente, in timp ce naratiunile mitologice reafirmau valorile culturale si serveau ca
instrumente educationale. Orestia lui Eschil ilustreaza interactiunea dintre muzica si drama,
iar in tragediile Oedip rege de Sofocle si Medeea de Euripide corurile recita si canta pentru a
reflecta emotiile colective ale comunitatii [1], stabilind un precedent important pentru rolul
corurilor in operd. Teoriile privind originile tragediei subliniaza legitura sa cu ritualurile
religioase dedicate zeului Dionysos. Cantarile ritualice, cunoscute sub numele de ditirambi si
recunoscute de Aristotel in Poetica ca sursa a tragediei, au evoluat treptat in forme dramatice,
contribuind atat la dezvoltarea tragediei cat si a comediei. Serbarile dionisiace au stimulat
poezia dramatica, creand un mediu favorabil pentru mari dramaturgi precum Eschil, Sofocle
si Euripide.

Contextul tragediei antice este relevant pentru intelegerea evolutiei teatrului liric,
deoarece elementele dramatice, structura narativa si temele abordate au influentat opera ca
forma de artd. Reflectiile filosofilor antici, in special cele ale lui Platon si Aristotel, au
modelat perceptia legatd de functiile teatrului in societate [2]. Platon, in Republica, analizeaza

teatrul dintr-o perspectiva metafizica si morald, exprimand suspiciuni cu privire la impactul
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sdu asupra moralitatii cetdtenilor. In contrast, Aristotel, in Poetica, afirmi ci tragedia
faciliteaza catharsis-ul, oferind spectatorilor o experientd transformatoare. Aceastad
diferentiere ilustreaza perspectivele variate asupra rolului artei Tn educatia morald si sociald a
comunitatii.

Subiectul tragediei a fost o preocupare constanta pentru ganditorii antici, iar conflictul
tragic a inspirat, peste ani, grupul de la Florenta, care a instituit noua forma de artd denumita
dramma per musica. Cercetatorul Guy Rachet sustine ca teatrul grecesc reflectd o viziune a
tragicului, profund inradacinata in mentalitatea religioasa a societatii [3 p.17]. Acest model de
tragism a fost adoptat de membrii Cameratei Florentine pentru a reconstitui tragedia antica.
Tragediile grecesti, ca reflectie a tensiunilor sociale si a identitatii colective, au deschis calea
pentru o explorare mai profundd a subiectelor umane, avand un impact profund asupra

evolutiei operei in secolele urmatoare.

Dimensiunea teologico-morala in perioada medieval

Perceptia teatrului n perioada medievald a fost influentata de conceptiile filosofice si
teologice dominante, care adesea il considerau un act imoral. In tratatul sdu Despre spectacole
[4], Tertulian caracterizeaza teatrul drept o inventie demonica, asociata cu idolatria si viciul,
avand un impact nociv asupra virtutilor morale ale societétii. El sustine ca pasiunile generate
de teatru pot conduce la violentd si alte patimi daunitoare. In mod similar, Augustin de
Hipona, in Confesiuni [5], isi exprima ingrijorarea fata de placerile provocate de
reprezentatiile dramatice, observand ca suferinta si nefericirea din tragedii pot provoca,
paradoxal, o placere profunda spectatorilor.

Marie-Claude Hubert, in Marile teorii ale teatrului, oferda o retrospectiva asupra
situatiei artelor spectacolului in perioada medievald, explorand viziunea critica a Bisericii,
care respinge teatrul ca fiind contrara principiilor morale si religioase [6 pp. 25-26]. Totusi,
Ileana Berlogea evidentiazd importanta teatrului popular in structura socio-culturald a epocii.
Desi criticat de autoritatile religioase, teatrul popular a continuat sa atragd publicul prin fast si
somptuozitate. Berlogea remarca, de asemenea, ca majoritatea autorilor din aceasta perioada
nu scriau pentru scend, teatrul fiind perceput mai degraba ca divertisment popular decat ca
forma de arta [7 p. 146]. David Wiles analizeaza arta teatrala medievala, evidentiind aspectele
teologice ale spectacolelor destinate promovarii mesajului crestin. Subiectele, adesea inspirate
din relatarile biblice, reflectd o prioritate a naratiunii in detrimentul emotiei individuale.
Dramaturgia biblicd inclusa in slujbele religioase era simpla, din punct de vedere teatral, dar
bogati din perspectiva muzicala. In contrast, teatrul pagan, sustinut de curte, si teatrul popular

improvizat ilustreaza renegocierea pozitiei crestinatatii fata de traditiile pagane [8 pp. 70-75].
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Teatrul medieval a avut un rol considerabil in structura socio-culturald a epocii,
actionand ca instrument de educatie morald pentru comunitate. Spectacolele de mistere si
moralitdti, organizate in cadrul festivitatilor religioase, promovau principii crestine si teme
biblice, facilitdnd reflectia asupra dilemelor etice prin personaje alegorice. Astfel, teatrul a
contribuit la formarea identitatii colective si la perpetuarea valorilor spirituale. Desi teatrul
liric s-a dezvoltat ulterior, influentele traditiei artistice medievale, inclusiv tematica religioasa
si morala, au fost reinterpretate si integrate in operd, aducand o complexitate estetica

suplimentara.

Umanismul renascentist si evolutia operei

Umanismul renascentist a transformat profund cultura europeand, influentand statutul
muzicii in ierarhia artelor. George Uscdtescu subliniaza ca, timp de secole, muzica a fost
consideratd o ,,cenusdreasd” a artelor, avand o pozitie marginald din cauza influentei culturii
latine, concentratd mai degrabd pe arte plastice, arhitecturd si poezie. Spre deosebire de
ganditorii greci, care analizau muzica in profunzime, cultura latind s-a concentrat pe arte
plastice, arhitectura si poezie [9 p. 274]. Totusi, secolul al XV-lea a marcat o ,,invazie” a
compozitorilor nordici la curtile italiene, conturdnd o noud Ars Nova italiana. Enrico Fubini
afirma ca aceasta perioadd a inaugurarii armoniei si melodramei a dus la o noud filosofie a
muzicii [9 pp. 278-279]. Renasterea a revitalizat, de asemenea, interesul pentru teatrul
antichitatii, iar Camerata Florentina a jucat un rol crucial in dezvoltarea operei ca gen artistic.
Aceastd evolutie a inceput cu Orfeu (1607) de Claudio Monteverdi si a culminat in secolul al
XIX-lea, cand muzica dramatica a devenit o ,necesitate culturala”, conform lui Lucien
Rebatet [9 p. 276].

Scena lirica a influentat profund valorile individuale si socio-culturale ale vremii,
accentuand expresivitatea emotionald si complexitatea experientelor umane. Spectacolele
lirice au stimulat dezbateri despre normele sociale si valorile morale, integrand ideologiile
renascentiste si reflectdnd transformarile sociale si politice ale epocii. Opera s-a extins din
Italia in intreaga Europa, influentind traditiile artistice si culturale. In Franta, curentul lui
Jean-Baptiste Lully, ca reactie la opera italiana, a pregatit terenul pentru lucrérile lui Jean-
Philippe Rameau. Ulterior, Christoph Willibald Gluck a influentat operele franceze si italiene
prin reformele sale care au accentuat expresivitatea dramatica. Rameau si Gluck au devenit
figuri centrale in dezbaterile intelectuale ale secolului al XVIII-lea, contribuind la cultura
occidentald alaturi de filosofi precum Rousseau, Diderot, D'Alembert s1 Kant.

Opera a trecut prin perioade de apreciere si respingere, fiind uneori consideratd o

forma artistica inferioard. Fubini evidentiazd relatia dintre muzica si poezie, sugerand ca
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muzica ar putea compromite nobletea clasica a tragediei. In perioada iluminismului, confuzia
dintre muzica si drama muzicala italiand a fost accentuata de perceptia cd opera era o imitatie
a teatrului grec, desfasurata ,,in ambianta monumentelor florentine” [9 pp. 278-279]. Jean-
Philippe Rameau a incercat sa contracareze aceasta perceptie negativa printr-0 teorie care visa
sa ridice muzica in ierarhia artelor. Prieten cu Voltaire, Rameau considera arta 0 expresie a
ratiunii umane, subliniind aspectul rational al muzicii, fara a nega emotia. Conceptiile sale au
generat dezbateri intense, desi Rousseau, D'Alembert si Diderot impartdseau preocupari
umaniste, aveau perspective diferite asupra naturii muzicii si rolului sau in societate, generand
controverse [9 pp. 273-280].

In secolul al XVIII-lea, accentul pe ratiune si claritate a favorizat anumite genuri
artistice. Kant a plasat muzica intr-o pozitie secundara fata de poezie, dar aceste viziuni nu au
fost unanim acceptate, valoarea muzicii si a operei fiind aparata de alti ganditori. lluminismul
a generat o transformare culturala profunda, iar teatrul liric a devenit un mediu important
pentru explorarea temelor filosofice si sociale. Opera a fost folosita pentru a exprima idei de
ratiune, libertate si drepturi individuale, reflectand principiile iluministe si constientizarea
sociala. Astfel, teatrul de operd a evoluat de la divertisment de curte la o forma artistica
angajata, promovand valorile epocii. A contestat norme sociale si politice, stimuland reflectia
criticd si implicarea activd a publicului in procesele de schimbare sociald. Scena liricd s-a
transformat intr-un forum cultural, in care ideile iluministe erau dezbatute, redefinind

identitatea sociala si culturala si contribuind la depdsirea structurilor traditionale de putere.

Romantismul si realismul: trecerea la subiecte sociale

Incepand cu sfarsitul secolului al XVIII-lea si continuand cu secolul al XIX-lea, teatrul
de opera a evoluat sub influenta unor schimbari majore in societate, politica si cultura.
Romantismul german si francez, doud curente puternice, au transformat scena artistica,
punand in prim-plan teme emotionale si sociale.

Romantismul german, aparut la sfarsitul secolului al XVIII-lea, s-a distantat de
rationalismul iluminist. Jean Gimpel observa cd Germania a trecut la o noud etapa istorica fara
o asimilare completa a principiilor iluministe, iar rationalismul a influentat doar o parte din
ganditori. Intr-un context politic si economic turbulent, intelectualii germani au creat idealul
unei fiinte ideale, adesea invdluita In misticism. Burghezia germand, exclusd din viata
politica, s-a refugiat ,intr-o lume ireald, in vis si misterios”, generdnd un nou tip de
intelectual: romanticul. Nonconformist, introvertit si dezolat, romanticul a gasit consolare in
artd, proclamand sentimentul si condamnénd ratiunea. Gimpel subliniazd ca arta a devenit o

forma de refugiu fata de frustrarile sociale si politice ale epocii [10 pp.108-109].
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In contrast, burghezia franceza a cunoscut o ascensiune treptati, intarindu-si influenta
in viata intelectuald europeana. Romantismul francez, aparut la inceputul secolului al XIX-
lea, a fost influentat de Revolutia Francezad si framantarile politice ulterioare. Schimbarile
post-revolutionare au generat o deziluzie profunda fatd de politica, similard cu tendintele de
izolare ale intelectualitdtii germane, care s-a distantat de implicarea in miscarile politice
pentru a explora emotiile personale.

Romantismul a constituit o reactie impotriva rationalismului, punand accent pe
sensibilitate si emotie. In teatrul liric aceastd directie a generat personaje cu triiri intense si
conflicte morale complexe. Operele din aceastd perioada au abordat frecvent teme de iubire
neimplinita, sacrificiu si melancolie, reflectind nelinistile si idealurile societatii romantice.
Muzicologii George Pascu si Melania Botocan afirma cd, in contrast cu perioada iluminista, n
care literatura domina scena culturald, romantismul a indltat muzica la rangul de ,.esenta a
universului”, transformand-o intr-un limbaj al emotiilor profunde [11 p. 262].

Apogeul romantismului in teatrul liric a fost marcat de Richard Wagner si Giuseppe
Verdi, care au revolutionat opera si au extins dimensiunile muzicale, dramatice si tematice ale
genului. Ambii compozitori au abordat teme universale precum iubirea, ura, puterea si
destinul, influentand cultura si societatea. Wagner a introdus conceptul de gesamtkunstwerk
(opera de arta totald), combinand muzica, libretul si elementele scenice intr-o experienta
estetica unitard. In lucrarea sa Opera si drama el exploreazi relatia dintre cuvant si muzica,
sustinand cd muzica dezvaluie dimensiunile emotionale si semnificatiile profunde ale textului.
Wagner subliniaza importanta colaborarii intre muzica si poezie dramaticd, criticand utilizarea
poeziei ca simplu pretext [12 p. 35]. Operele sale majore, precum Tannhduser, Lohengrin,
Tristan si Isolda si Inelul Nibelungilor, ilustreaza acest concept, explorand teme profunde ale
conditiei umane. Verdi, desi a adoptat un stil mai traditional, a adus inovatii majore in
caracterizarea personajelor si in dramatizarea actiunii, punand accent pe dezvoltarea intrigii si
a personajelor, spre deosebire de Wagner, care a ,,desdvarsit drama muzicald”, conform
observatiilor lui Liviu Rusu [12 p. 8].

Atat Wagner cét si Verdi au depasit granitele artei, reflectand si inspirdnd miscdrile
politice si sociale ale secolului al XIX-lea, inclusiv lupta pentru libertate si unificarea
nationald. Wagner a promovat mitul german unificator, iar Verdi a devenit un simbol al
unitatii italiene si al luptei impotriva opresiunii straine. Lucrari precum Nabucco si Rigoletto
abordeaza teme de injustitie sociald, iar corul ,,Va, pensiero” din Nabucco a devenit un
simbol, fiind cantat pe scara larga de patriotii italieni.

Realismul din a doua jumatate a secolului al XIX-lea a aparut ca o reactie la idealismul

romantic, concentrdndu-se pe realititile cotidiene si problemele sociale. In acest context,
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realismul a inlocuit eroii idealizati cu personaje complexe, reflectand dificultatile economice
si sociale ale vremii. Giacomo Puccini, prin Boema, a explorat dilemele existentiale ale
personajelor, plasandu-le intr-un mediu adesea dur. Astfel, opera a devenit un instrument de
analiza sociald, abordand teme precum saracia, iubirea si alienarea.

O ramurd importanta a realismului in opera a fost verismul, apdrut in Italia la sfarsitul
secolului al X1X-lea. Acest curent a reprezentat o forma extrema de realism, concentrandu-se
pe reprezentarea fideld a vietii cotidiene si pe aspectele brutale ale existentei, cu accent pe
conflictele sociale si dramele pasionale. Cavalleria Rusticana de Pietro Mascagni si Pagliacci
de Ruggero Leoncavallo exemplifica aceste trasaturi, aducand in prim-plan personaje din
mediul rural si urban, confruntate cu realitatile dure ale vietii.

Verismul a reflectat transformarile sociale si politice ale vremii, pregétind terenul
pentru modernism. Concentrarea pe realitatile cotidiene si pe psihologia personajelor a
anticipat preocupdrile estetice ale secolului XX. Interesul pentru subiectivitate si inovatiile
formale caracteristice modernismului isi au radécinile in tendintele veriste, care pun accent pe
experiente autentice si pe reprezentarea fideld a realitatii. Desi initial asociat cu aceasta
directie artisticd, Puccini a evoluat In operele sale tarzii spre un stil mai personal si complex.
in Tosca el combina elemente veriste cu o atmosfera de suspans si violentd, prefigurand astfel
expresionismul. Operele acestei perioade au devenit documente sociale, abordand inegalitatile
si nedreptdtile, iar realismul, amplificat de verism, a transformat opera intr-o platforma pentru
dezbateri contemporane, consolidandu-i relevanta sociala.

Un aspect important al evolutiei teatrului de opera in secolul al XIX-lea a fost
contributia sa la formarea identitdtilor nationale, intr-un context marcat de ascensiunea
nationalismului in Europa. Miscérile de independentd i-au determinat pe multi compozitori sa
integreze folclorul si traditiile locale in operele lor, care au devenit simboluri ale aspiratiilor
nationale. Bedfich Smetana, prin lucrarea Md viast, a avut un impact major in afirmarea
culturii cehe, in timp ce operele Carmen de Georges Bizet si Rusalka de Antonin Dvotak
surprind identitati culturale distincte, profund ancorate in traditiile locale. Astfel, opera a
evoluat dincolo de rolul de divertisment, avind un puternic mesaj social si politic,
consolidand identitdtile nationale si sustindnd idealurile de libertate si autodeterminare.
Teatrul liric a fost un catalizator in dezbaterea inegalitdtilor sociale si in promovarea
identitdtii nationale, contribuind semnificativ la marile schimbari culturale ale secolului al
XIX-lea.

Pentru a evidentia evolutia socio-culturala a teatrului de opera de la antichitate pana la
realism, prezentam Tabelul 1, care sintetizeaza contextul socio-cultural, rolul cultural al

operei, temele abordate si exemplele reprezentative din fiecare perioada.
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Tabelul 1. Evolutia socio-culturala a teatrului de opera: de la antichitate la realism

Perioada (secole)

Context socio-cultural

Rol cultural

Teme abordate

Exemple

Ritualuri arhaice
(Preistorie -
Antichitate)

Societiti tribale, politeism.,
rol central al religiei

Ritualuri si ceremonii
religioase

Relatia om-divinitate,
sacrificii, fertilitatea

Cantari si dansuri ritualice,
cantari ritualice grecesti

Antichitatea greaca
(sec.VI-IV 1.Hr.)

Democratia ateniand,
mitologia greaca

Spectacole publice cu rol
social, festivitafi religioase

Dileme morale, destin
tragic

Oedip Rege (Sofocle),
Prometeu inlcnfuit (Eschil)

Roma antica (sec.
i.Hr.- sec.Vd.Hr.)

Expansiunea Imperiului
Roman. sincretism cultural

Divertisment public, teatru
secular

Viata cotidiand, satira
puterii

Amfitrion (Plaut),
Eunucul (Terentiu)

(sec. XVII - XVIII)

contrareforma

sociale

Mituri si eroi clasici

Evul Mediu Dominanta Bisericii in viata| Teatru religios, educatie Povestiri biblice, Misterii medievale,
(sec.V - XIV) culturald morald moralitate drame liturgice
Renasterea Redescoperirea antichitatii, |Emergenta operei ca formd [dileme morale si Euridice (Peri. Caccini).
(sec.XIV - XVI) umanism artistica distincta filosofice, mitologie |Orfeo (Monteverdi)
Baroc Absolutism monarhic, Opera ca simbol al puterii |Tematicd eroicd, Rinaldo (Handel):

Dido si Aeneas (Purcell)

Clasicism Tuminism. rationalism, Reflectia valorilor Emotie versus ratiune, (Nunia lui Figaro si
(sec. XVIII - XIX) revolutii sociale rafionaliste relatii sociale Don Giovanni (Mozart)
Romantism Revolutii nationale si Explorarea emotiilor si Tubirea, suferinta, Traviata si Aida (Verdi),
(sec.XIX) individualism glorificarea eroului natura Lohengrin (Wagner)
.. . . L . . . Boema (Puccini), Cavalleria

Realism Industrializare si conflicte |Comentarii sociale prin Probleme sociale si . (P ) .

. ' o . N ' Rusticana (Mascagni),
(sec.XIX) sociale operd inegalititi

Pagliacci (Leoncavallo)

Sursa: tabel elaborat de autor

Concluzii

Evolutia teatrului liric reflecta transformarile artistice si influentele socio-culturale ce

au modelat valorile si temele sale de-a lungul istoriei, subliniind importanta operei ca forma
de expresie artistica si oglinda a societdtii. Teatrul de opera este o forma complexd de arta,
integrata in studiile culturale, avand rolul de a ilustra dinamica sociala si politicd specifica
diverselor epoci.

De-a lungul timpului, opera a abordat teme fundamentale precum identitatea nationala,
moralitatea, puterea si relatiile interumane, servind ca spatiu de reflectie asupra ordinii
comunitatii. Parcursul cultural al scenei lirice a evoluat in functie de provocarile si valorile
vremurilor. Originea sa se regaseste in ritualurile preistorice si in tragedia anticd, continuand
cu o dimensiune teologico-morald in perioada medievala. Umanismul renascentist a
consolidat opera ca forma distinctd de expresie artisticd, iar romantismul a accentuat emotiile
individuale. In secolul al XIX-lea, realismul si verismul au evidentiat probleme sociale si
inegalitati, intarind rolul operei ca instrument de discutie a tensiunilor socio-politice.

Opera a devenit un simbol reprezentativ, contribuind la conservarea si reinterpretarea
identitatilor culturale. Studiile culturale analizeaza genul liric atat ca forma estetica cat si ca

instrument de explorare a conditiei umane si a schimbarilor sociale. Interactiunea cu alte
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7.
8.

9

forme de arta scoate in evidenta conexiunile si influentele reciproce dintre opera si tendintele
vremurilor.

Astfel, opera faciliteaza dialogul cultural si introspectia, influentand gandirea
individuala si colectiva. Prin educarea publicului si crearea unui cadru propice reflectiei,
opera isi reafirma relevanta in contextul contemporan, ramanand un pilon esential al traditiilor

culturale.
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traditionale, integrind muzica, teatrul, dansul si scenografia intr-un discurs cultural sincretic.
Prezentul studiu abordeaza opera dintr-o perspectiva interdisciplinard, analizand dimensiunile sale
culturale, sociale, estetice si axiologice. Se examineaza rolul operei in diseminarea valorilor culturale

.....

functia sa reflexiva asupra realitdtilor contemporane. Prin analiza practicilor scenice nationale si
internationale, se argumenteazd relevanta operei in decriptarea crizelor identitare si sociale,
stimularea gdndirii critice, cultivarea constiintei etice si promovarea dialogului intercultural in
contextul actual.

Cuvinte-cheie: operd, teatru de operd, studii culturale, identitate culturalda, valori sociale,
axiologie, esteticad, regie contemporand

Opera is a complex form of art that transcends the boundaries of traditional disciplines by
integrating music, theatre, dance, and scenography into a syncretic cultural discourse. This study
approaches opera from an interdisciplinary perspective, analysing its cultural, social, aesthetic, and
axiological dimensions. It examines the role of opera in disseminating cultural and social values,
consolidating collective identity, and shaping aesthetic and moral sensibilities, while emphasising its
reflective function in relation to contemporary realities. Through an analysis of national and
international stage practices, the study argues for opera's relevance in decoding identity and social
crises, stimulating critical thinking, cultivating ethical awareness, and promoting intercultural
dialogue in the current context.

Keywords: opera, lyric theatre, cultural studies, cultural identity, social values, axiology,
aesthetics, contemporary directing

Introducere

Opera, in calitate de fenomen cultural complex, depaseste limitele temporale si
spatiale, reunind dimensiuni estetice, sociale si axiologice intr-un discurs coerent. Inci de la
originile sale, ea s-a configurat ca forma de expresie artisticd si mecanism de modelare a
constiintei colective, reflectand in mod constant dinamica valorilor si normelor sociale. In
contextul actual, marcat de globalizare si mutatii culturale accelerate, opera continud sa
medieze relatia dintre traditie si inovatie, facilitind reinterpretarea reperelor identitare si
morale.

Mai mult decat, ca o manifestare estetica, teatrul de opera constituie un spatiu de
interogare a marilor teme existentiale, reunind diverse limbaje artistice Intr-o experientd
sinestezica de profund impact emotional. Caracterul sdu sincretic, situat la intersectia muzicii,
teatrului si artelor vizuale, amplificd mesajul transmis, conferindu-i valente educationale, etice
si filosofice. Ca forma de reprezentare simbolicd, opera reflecta realitatile socio-culturale si
stimuleazd gandirea critica asupra dilemelor morale si asupra conditiei umane.

Lucrarea de fata exploreazd modul in care opera contribuie la formarea identitatii
culturale si sociale, evidentiind impactul sau asupra educatiei estetice si asupra formarii
sistemelor de valori. Ancorata in perspective interdisciplinare din studiile culturale, filosofia
artei si esteticd, demersul analizeaza relevanta teatrului liric contemporan si potentialul sdu de
a modela dinamica sociald, responsabilitatea morala si interactiunile culturale intr-un context

1n continud schimbare.
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Opera ca fenomen cultural si social

1. Opera ca forma de ,arta totala” — experienta sinestezica si implicarea
spectatorului. Reunind elementele muzicale, dramatice si vizuale intr-o sinteza estetica, opera
oferd o experienta senzoriala completa. Conceptul de Gesamtkunstwerk, teoretizat de Richard
Wagner, subliniaza ideea unei fuziuni artistice, In care fiecare componentd interactioneaza
organic pentru a crea un spectacol unitar [1]. Muzica dobandeste un rol structural, actionand
ca fortd narativd autonoma, capabild sa intensifice tensiunea dramaticd, in timp ce scenografia
si regia configureaza un discurs vizual ce amplificd semnificatiile simbolice ale spectacolului.

Dimensiunea sinestezica a operei creste impactul emotional si favorizeaza o imersiune
culturala totala, combinand sunetul, imaginea si miscarea pentru a stimula simturile si a
genera o traire esteticd intensd. Opera Tristan si Isolda de Richard Wagner exemplifica
perfect aceasta viziune, armoniile inovatoare, iluminarea simbolicad si dramaturgia complexa
unindu-se intr-o experientd perceptuala deosebitd. Muzica, prin ritmurile suspendate, dilata
timpul perceput, inducand spectatorului un sentiment continuu de anticipatie si tensiune.
Aceastda manipulare a temporalitatii, aprofundata de Roger Scruton in analiza sa asupra operei
wagneriene, demonstreazd modul in care structurile muzicale reflectd concepte filosofice si
culturale, explorand interactiunea dintre muzica, timp si experienta umana dintr-o perspectiva
hermeneutica [2]. In prezent, noile tehnologii extind dimensiunea sinestezica a spectacolului
liric, integrand elemente multimedia care sporesc impactul vizual si conceptual. Montarea
operei Tristan si Isolda in regia lui Thorleifur Orn Arnarsson pentru Festivalul de la Bayreuth
(2024) ilustreaza modul in care tehnicile de punere in scend potenteazd forta emotionala si
filosofica a operei, utilizdnd sinergia dintre muzicad si scenografie pentru a sublinia teme
fundamentale, precum iubirea si sacrificiul. De asemenea, productia Lohengrin regizata de
Silviu Purcérete la Opera Nationald Bucuresti a fost apreciatd de criticul Lena Vieru Conta ca
un Gesamtkunstwerk ,foarte viu”, o ,,megastructurd sonor-vizuald” incarcata de referinte
culturale si simbolice [3].

Astfel, opera contemporana continua sa extinda si sa reconfigureze limitele sinesteziei
artistice, demonstrandu-si capacitatea de a se reinventa intr-un peisaj cultural aflat intr-o
continud transformare, marcat de interactiuni vizuale si auditive din ce in ce mai sofisticate.
Fuziunea artelor amplificd puterea emotionald a spectacolului liric, consolidand statutul operei
ca un spatiu de convergenta Intre traditie si inovatie.

2. Opera si identitatea culturala — traditie, nationalism si globalizare. Opera a jucat
un rol important in articularea identitatii culturale, reflectand valorile sociale si estetice ale
fiecarei perioade istorice. In secolul al XIX-lea, teatrul liric a fost un instrument cheie in

consolidarea identitatilor colective nationale. Compozitori precum Giuseppe Verdi in Italia si
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Richard Wagner in Germania au integrat teme istorice si mitologii autohtone in creatiile lor,
conferindu-le o dimensiune simbolica destinatd sa consolideze sentimentul de apartenenta
nationali. In spatiul romanesc, Oedipe de George Enescu exemplifici reinterpretarea
mitologiilor universale printr-un idiom muzical national, imbinand folclorul romanesc cu un
limbaj compozitional modern.

Identitatea culturala a operei este insd un proces dinamic, continuu reevaluat si
reinterpretat. Productiile succesive au reflectat schimbarile ideologice si sociale, adaptand
discursul liric la realitatile contemporane. De exemplu, opera Carmen de Georges Bizet a fost
adesea reimaginata pentru a evidentia conflictele de clasa si marginalizarea sociald. Montarea
lui Silviu Purcérete la Opera Nationalda Romanad din Timisoara, ilustreazd aceastd abordare
printr-o viziune ,,in spirit parodic”, menita sa reflecte contradictiile si mediocritatea lumii
moderne [4].

Flexibilitatea operei 1i conferd o relevantd continud, transformand-o intr-un spatiu de
negociere a identitatii culturale si sociale. In contextul globalizirii, granitele dintre traditiile
nationale si influentele internationale devin tot mai fluide, iar opera se transforma intr-0
platforma de dialog intercultural, unde estetici variate se Intalnesc si se influenteaza reciproc.
Interactiunea dintre traditie si inovatie, intre national si universal, confera teatrului liric o
complexitate profunda, consolidandu-i statutul de forma artisticd ancorata in realitatile socio-
culturale ale fiecarei epoci.

3. Opera ca mijloc de transmitere a valorilor culturale §i sociale. Opera a functionat
ca un instrument de educatie culturala si ca un mijloc de transmitere si consolidare a valorilor
sociale. Prin impactul sdu asupra formadrii constiintei colective, opera a reflectat si a perpetuat
ideologiile, normele culturale si structurile de putere dominante. Conform teoriei sociale a lui
Pierre Bourdieu, arta este strans ancoratd in contextul sdu social si joacd un rol fundamental in
reproducerea si legitimarea valorilor hegemonice [5]. Din aceastd perspectivd, normele
culturale si ideologiile sunt propagate, contestate sau reafirmate, influentdnd perceptiile
colective si dinamica sociala.

Prin complexitatea sa artistica si densitatea tematica, opera provoaca adesea o reflectie
profunda asupra marilor dileme existentiale. Opera Fidelio de Ludwig van Beethoven
constituie un exemplu emblematic Tn acest sens, articuland cu rigoare artistica teme precum
libertatea, justitia si rezistenta impotriva tiraniei. Inradicinatd in idealurile Iluminismului,
aceasta creatie liricd celebreazd eroismul individual in fata abuzului de putere, afirménd un
discurs articulat despre drepturile omului si limitele legitimitatii autoritatii. De-a lungul
timpului, montarile operei au fost contextualizate istoric, osciland intre expresii ale rezistentei

politice si manifestari ale sperantei Intr-o societate mai echitabila.

328



Totusi, dincolo de promovarea ideilor de libertate si progres, opera a fost, la randul
sau, folositd ca instrument de propaganda si consolidare a ideologiilor dominante. In secolul
XX, regimurile totalitare au utilizat teatrul liric pentru a manipula opinia publicd, recurgand la
cenzuri si adaptarea operelor in scopuri politice. In spatiul romanesc comunist, productiile de
opera erau supuse unui control sever, iar repertoriul era selectat pentru a sustine narativele
politice oficiale.

Aceasta dialectica intre opera si ideologie ramane relevantad si In contemporaneitate.
Productiile actuale interogheaza teme precum inegalitatea sociald, tensiunile dintre traditie si
modernitate sau crizele identitare ale lumii globalizate. Montarea operei Clementa lui Titus de
Wolfgang Amadeus Mozart, in regia lui Tompa Gébor la Opera Nationald Bucuresti, ofera un
exemplu ilustrativ. Regizorul propune o paraleld simbolica intre incendiul Capitoliului din
Roma antica si ,,asaltul asupra Capitoliului Statelor Unite ale Americii din 6 ianuarie 20217,
subliniind permanenta conflictelor legate de autoritate, legitimitate si instabilitate politica [6].

In acest cadru, opera ramane un spatiu activ de negociere a identititii colective,
stimuldnd dezbaterea valorilor fundamentale ale unei societdti in continud reconfigurare
culturald. Teatrul liric 1si reafirma rolul de catalizator al dialogului social, reflectand si

influentand realitatile politice si sociale ale lumii contemporane.

Dimensiunea estetica si filosofica a operei

1. Teoria axiologica a operei — intersectia dintre estetica si etica. Opera reprezinta un
fenomen estetic si un spatiu pentru explorarea dilemelor morale fundamentale. Teatrul liric
integreaza valori estetice si etice, generand un discurs artistic ce contribuie la formarea
sistemelor de valori ale publicului si stimuleaza reflectia asupra conditiei umane. in Scrisori
privind educatia estetica a omului, Friedrich Schiller sustine ca arta contribuie la formarea
constiintei morale, facilitdnd echilibrul dintre ratiune si sensibilitate prin intermediul
stimularea unei reevaludri critice a conceptelor de bine si rau, oferind spectatorului o
experientd intelectuald si emotionala.

Una dintre temele centrale abordate de opera este tensiunea intre libertatea individuala
si responsabilitatea colectiva. In opera Aida de Giuseppe Verdi, conflictul dintre iubirea
personala si datoria fatd de natiune constituie punctul central al dramei, invitdnd spectatorul sa
reflecteze asupra sacrificiilor implicite ale deciziilor morale. Dimensiunea eticd a operei este
evidentiata si in Don Giovanni de Wolfgang Amadeus Mozart, unde libertatea absoluta este
contrastatd cu imperativul moral, ridicand intrebari esentiale despre responsabilitate si

autodeterminare. Opera Lohengrin de Richard Wagner analizeaza concepte legate de credinta
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st incredere, provocand o reflectie filosofica asupra adevarului si ratiunii.

Opera influenteazd gandirea critica, adancind constiinta spectatorului prin
complexitatea intrigii si confruntarea cu dilemele morale. in opera Don Carlo de Verdi,
tensiunea dintre loialitate si datoria politicd ridica 1Intrebari despre autoritate si
compromisurile impuse de putere, reflectind mecanismele politice si etice ale societatii. In
opera Tosca de Puccini, protagonista este constransa sa ia decizii extreme Intr-un context
dominat de coruptie si tiranie, iar sacrificiul sau releva pericolele autoritatii lipsite de etica si
justitie, teme care raman relevante si astazi.

Asadar, opera reflecta si amplifica dilemele morale, transformandu-se intr-un cadru de
introspectie si analiza criticd. Intr-o erd marcata de polarizare si superficialitate, teatrul liric
ramane un spatiu vital pentru explorarea complexitatii etice a conditiei umane. Prin
capacitatea sa de a stimula reflectia asupra valorilor, opera isi mentine rolul de catalizator al
dezbaterilor filosofice si sociale, consolidandu-se ca un mijloc de educatie morala si estetica.

2. Spectatorul ideal — perceptie, emotie si hermeneutica culturala. Opera creeaza un
spatiu interactiv in care spectatorul participd la constructia sensului printr-un proces
hermeneutic de interpretare. Fundamentatd in teoria receptarii, aceastd paradigma defineste
spectatorul ideal ca un agent activ, implicat in procesul de descifrare si resemnificare a operei.
Perceptiile si emotiile individuale, influentate de bagajul cultural propriu, transforma fiecare
experientd artistica intr-un act unic de explorare intelectuala si emotionala.

Conceptul de cititor model, teoretizat de Umberto Eco in domeniul literaturii, gaseste
un corespondent in arta operistica, sub forma spectatorului model. Eco sustine ca orice opera
literara presupune existenta unui receptor ideal, capabil sa decodeze si sd aprecieze
complexitatea simbolurilor si a structurilor narative, interpretdnd sensurile implicite ale
textului [8]. In contextul teatrului liric, acest receptor se transforma intr-un spectator activ,
care, pe langa intelegerea structurii narative si a dramaturgiei muzicale, este in mdsura sa
interpreteze subtilitatile muzicii si ale libretului. Mai mult, Janneke Wesseling, aplicand teoria
receptarii estetice, subliniaza faptul ca experienta estetica reprezintd un proces continuu de
interactiune intre opera de arta si receptor, iar sensurile sunt construite printr-o interactiune
dinamica intre perceptie, emotie si cunoastere culturald [9]. Spectatorul devine o parte
integrantd a actului artistic, participdnd activ la formarea sensurilor in cadrul experientei
estetice.

Aceastd interactiune genereazd o complexitate hermeneutica, in care spectatorul isi
proiecteaza experientele si conceptiile asupra operei. Spectacolul liric se transforma intr-un

ege vy

individuale. Un exemplu emblematic este opera Traviata de Verdi, unde conflictul interior al
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Violettei Valéry, prinsa intre iubirea pasionald si datoria sociald, provoaca spectatorul sa
reflecteze asupra propriilor contradictii. Pentru spectatorul ideal, familiarizat cu subtextul
cultural al operei, aceasta relatie se manifestd ca o conexiune emotionald si intelectuald
profunda. Empatia si introspectia devin esentiale Tn experienta esteticd, iar opera functioneaza
ca un catalizator al reflectiei personale.

Contextul educational, social si cultural al spectatorului influenteaza profund perceptia
si interpretarea operei. Un public avizat decodificd simbolurile si structurile narative cu o
subtilitate superioara unui spectator mai putin pregatit. Initiativele educationale, precum
transmisiunile live, conferintele si programele de popularizare a operei, sprijind formarea unui
public capabil sa aprecieze complexitatea artei lirice, educatia avand un rol fundamental in

dezvoltarea unui spectator reflexiv si implicat.

1o wy e

teme arhetipale. De exemplu, in productiile recente ale operei Don Giovanni de Mozart
protagonistul este redat atat ca un seducdtor carismatic cat si ca un simbol al abuzului de
putere, reflectdind dezbaterile actuale despre eticd si consimtamant. Aceste reinterpretari
reflectd preocupdrile si constiinta sociald actuald, adaptand sensurile operei la contextul
cultural contemporan.

Experienta operei este dinamicd, modelatda de educatia, sensibilitatea si contextul
cultural al spectatorului. Spectacolul liric devine un spatiu de dialog intre trecut si prezent,
intre intentia compozitorului si receptarea publicului, intre ratiune si emotie. Fiecare
spectator, prin bagajul sdu cultural si afectiv, elaboreaza o interpretare proprie, reconfigurand
sensurile operei. Arta operistica ramane o forma dinamica si versatild, care se adreseaza atat
intelectului, cat si sufletului, invitand spectatorul s@ participe activ la crearea sensurilor si la
reevaluarea normelor. Procesul continuu de reinterpretare transforma opera Intr-un spatiu al
interactiunii dintre traditia culturald si realitdtile contemporane, intre estetica universald si

viziunea individuala, intr-o evolutie constanta.

Opera in context contemporan

1. Opera intre traditie si inovatie — regia contemporand si noile forme de spectacol. in
ultimele decenii, regia contemporand a operei a devenit un spatiu al experimentarii estetice si
conceptuale, redefinind relatia dintre respectul fatd de partitura originald si libertatea de
reinterpretare artistica. Tehnologiile inovatoare, abordarile simbolice si conceptele regizorale

noi au transformat profund experienta spectatorului, generand un dialog complex intre traditie
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si modernitate. Aceste transformari au stimulat aprecierea estetica, dar si dezbaterile critice
asupra limitelor interpretarii. Daca montarile traditionale urmaresc conservarea intentiilor
compozitorului si fidelitatea fatd de estetica epocii sale, regia contemporana introduce viziuni
provocatoare care oferd perspective noi asupra capodoperelor canonice.

Un exemplu relevant al acestui proces de resemnificare este viziunea regizorald a lui
Robert Carsen, cunoscut pentru actualizarea simbolismului operelor clasice. In productia
Dialogul Carmelitelor de Francis Poulenc, Carsen a optat pentru un minimalism scenografic
expresiv, transformand decorul intr-un spatiu atemporal al introspectiei, subliniind astfel
universalitatea temelor religioase si existentiale ale operei. Montarea sa a fost apreciata pentru
intensitatea vizuald si utilizarea ingenioasa a ilumindrii, care au potentat impactul emotional al
spectacolului, fird a altera coerenta dramaturgici [10]. Intr-o directie similari, Damiano
Michieletto a reimaginat Calatoria la Reims de Gioachino Rossini, plasand actiunea intr-un
muzeu de artd contemporand, accentudnd absurditatea si artificialitatea conventiilor sociale
printr-o paralela intre satira rossiniand si anxietatile lumii moderne.

Noile directii regizorale provoacd inevitabil controverse si ridica Intrebari
fundamentale cu privire la limitele reinterpretarii: In ce masurd poate regia contemporand
interveni asupra operei fard a-i compromite sensul original? Pentru unii critici si spectatori,
astfel de montari creeazd un dialog valoros intre trecut si prezent, oferind noi perspective
asupra unor capodopere consacrate, in timp ce altii le considera o indepartare nejustificata de
la intentiile compozitorului. De exemplu, montarea operei Tristan si Isolda realizata de Peter
Sellars [11] a fost apreciatd pentru profunzimea sa emotionald, insd a starnit si critici din
cauza esteticii minimaliste si abstractizarii excesive, care nu au rezonat in mod egal cu toate
categoriile de spectatori. Aceste reactii divergente subliniaza complexitatea relatiei dintre
inovatia regizorald si fidelitatea fata de opera originala, evidentiind pluralitatea viziunilor
asupra transformarii spectacolului liric in contextul contemporan.

Un alt element semnificativ al regiei contemporane este integrarea noilor tehnologii in
spectacolul liric. Proiectiile video, realitatea augmentatd si iluminarea inteligenta
reconfigureaza scenografia traditionald, generand o estetica hibrida in care limitele dintre real
si virtual devin fluide. Un exemplu de acest tip a fost vizibil in productia Oedipe de George
Enescu, montatd la Opera Nationald din Bucuresti, unde proiectiile multimedia au fost
utilizate pentru a amplifica dimensiunea mitologica si introspectiva a operei, adaugand straturi
noi de semnificatie vizuala.

Inovatiile tehnologice si reinterpretarile moderne sunt intdmpinate cu rezerve de o
parte a publicului si a criticii. Se contureaza o tensiune constanta intre intentia de a revitaliza

spectacolul liric si riscul de a indepdrta spectatorii atasati de traditia operatica. In acest
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context, regia contemporand trebuie sa echilibreze nevoia de inovatie cu respectul pentru
integritatea operei, evitand atdt o rupturd radicala cu traditia, cat si o simpld repetare a
conventiilor anacronice. Aceastd dilema reflectd complexitatea si responsabilitatea actului
regizoral, intr-o epocd in care noile tehnologii si aborddrile conceptuale pot deschide
perspective artistice valoroase, dar, Tn egald masurd, pot risca sa altereze coerenta estetica si
semnificatia originald a operei.

Modernizarea productiilor lirice depaseste simpla problema esteticd, devenind o
chestiune de orientare cultural-ideologici. Intr-un peisaj in continud schimbare,
reinterpretarile succesive confirma vitalitatea operei, demonstrand capacitatea sa de a ramane
relevanta si de a stimula reflectii asupra normelor sociale, identitatii si conditiei umane.
Totusi, acest proces de reinnoire trebuie abordat cu discerndmant, mentinand echilibrul intre
actualizare si respectul pentru traditia ce confera operei identitatea sa distincta.

2. Opera si postmodernismul — deconstructie si hibridizare. Postmodernismul a marcat
o schimbare fundamentald in perceptia si reinterpretarea operelor clasice, provocand
reevaluarea valorilor traditionale si deconstruirea conventiilor estetice consacrate. Spre
deosebire de modernism, care favoriza ruptura cu trecutul in favoarea inovatiei radicale,
postmodernismul imbratiseaza hibridizarea, pastisa si deconstructia ca metode de
resemantizare a materialului clasic. Aceastd abordare amplifica semnificatiile operei,
integrand-o Intr-un dialog constant cu valorile si preocupdrile contemporane.

Un exemplu al tendintei postmoderne il constituie reinterpretarea operei Don Giovanni
de Mozart, montatd de-a lungul decadelor in functie de schimbarile ideologice si culturale ale
fiecarei epoci. In unele productii, Don Giovanni este prezentat ca un libertin pedepsit pentru
imoralitatea sa, in timp ce altele il transforma intr-un simbol al fluiditatii morale si al
instabilitatii valorilor sociale. Reinterpretarile contemporane il redau, de exemplu, ca un
magnat al tehnologiei, un politician corupt sau un lider carismatic, subliniind relativizarea
comportamentelor abuzive in societatea actuala, in favoarea spectaculosului si a consumului
superficial de cultura. Alte montari propun o viziune introspectiva, portretizandu-l ca pe un
»dublu al lui Brandon”, marcat de ,,teama existentiala” si de dependenta sa [12], sau ca un
LHlibertin suprem”, un ,,decadent” ce sugereaza excese autodistructive, precum consumul de
substante interzise [13]. Aceste abordari transforma opera intr-un spatiu de reflectie asupra
relatiilor de putere, manipularii sociale si fragilitatii eticii individuale, subliniind
reconfigurdrile postmoderne ale valorilor sociale.

Un alt element definitoriu al postmodernismului in opera este hibridizarea stilurilor si
genurilor, proces ce estompeaza granitele dintre trecut si prezent, generdnd un efect de colaj.

Montarile contemporane integreaza diverse influente culturale si estetice, aducand in prim-
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plan teme universale si stimuland reflectii asupra relatiei dintre artd, consumul de masa si
valorile clasice. Un exemplu relevant este opera Rigoletto de Verdi, reinterpretat de Stephen
Barlow la Opera Nationala Bucuresti, unde actiunea este transpusa in Chicago-ul anilor 1920,
in perioada prohibitiei. In aceastd versiune, Ducele este transformat intr-un lider mafiot, iar
Rigoletto devine un artist de cabaret, legat de lumea interlopa [14]. Adaptarea
recontextualizeaza problematica abuzului de putere si a coruptiei morale intr-un cadru cultural
si temporal diferit. O altd productie, regizatd de Adele Thomas la Opera Nationala Galeza,
imbind elemente din diverse perioade istorice pentru a sublinia decdderea morald a societatii,
evidentiind universalitatea tematicii si capacitatea operei de a ramane relevantd in fata
provocarilor contemporane.

Pe langa ironie si pastisa, postmodernismul in opera se caracterizeaza printr-o tendinta
reflexiva, in care spectacolul devine constient de propriile structuri estetice si narative. Un
exemplu semnificativ este montarea operei Boema de Puccini, in regia lui Stefan Herheim, la
Opera Nationala Norvegiana, unde actiunea este transpusd intr-un spital contemporan, iar
Mimi, grav bolnava de cancer, se afla pe patul de moarte. Regizorul alterneaza intre realitatea
clinicii si decorul traditional al garsonierei pariziene, subliniind contrastul intre lumea reala si
cea imaginard a personajelor. Abordarea a fost apreciatd pentru modul in care reflecta
fragilitatea conditiei artistice In contextul societdtii contemporane, fiind o meditatie asupra
efemeritatii existentei. Cu toate acestea, reactiile publicului si ale criticii au fost Tmpartite,
reflectand diversitatea de perspective asupra reinterpretarilor postmoderne.

Schimbarile de paradigma din opera postmoderna genereaza reactii variate din partea
publicului si criticii. Unii apreciaza capacitatea lor de a revitaliza si mentine relevanta
operelor clasice, in timp ce altii criticd riscul de trivializare sau subminare a valorilor
fundamentale. Indiferent de perspectiva adoptata, postmodernismul a transformat opera intr-
un spatiu al experimentului artistic si al dialogului critic, demonstrand cd aceasta forma de
artd ramane un teren dinamic pentru explorarea culturald si ideologica.

3. Opera ca oglinda a societatii contemporane. Din perspectiva studiilor culturale,
opera se contureaza ca o forma artistica autonoma si ca o reflexie a contextului socio-cultural
in care este creatd, receptata si reinterpretatd. De-a lungul istoriei sale, opera a functionat ca
un spatiu dinamic al dezbaterii ideologice si estetice, recontextualizand teme clasice pentru a

Un element definitoriu al operei in secolul XXI este integrarea explicitd a unor
problematici sociale presante, precum migratia, criza climaticd sau tensiunile geopolitice.
Montérile recente ale operei Nabucco de Giuseppe Verdi ofera un exemplu edificator, in care

tematica exilului si a opresiunii este reinterpretatd prin prisma crizei refugiatilor, marcand o
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apropiere intre discursul artistic si realititile globale actuale. In acest sens, opera devine un
canal de mediere culturala si critica sociala. Nabucco 12, in regia lui Alexander Hausvater,
montatd la Opera Nationald Romana din Cluj-Napoca, reprezinta o astfel de initiativa artistica
angajatd. Regizorul insusi descrie spectacolul ca fiind o ,,reflectie a ceea ce se intampla pe
strazile Romaniei astazi”, transformand actul artistic intr-un manifest social. Folosirea unor
simboluri vizuale puternice, precum costumele SMURD sau fluturarea drapelului national,
conferd spectacolului o dimensiune ce transcende esteticul, devenind un instrument de
constientizare si contestare a disfunctiilor sociale [15].

In era digitala, relevanta operei este tot mai strans legati de capacitatea sa de a se
adapta noilor paradigme culturale si tehnologice, precum si de modul in care reuseste sa
interactioneze cu un public tot mai eterogen. Evolutia tehnologicd faciliteazd aceasta
transformare prin integrarea elementelor multimedia, a realititii augmentate si a
transmisiunilor live, extinzdnd accesibilitatea si diversificand experienta estetica. Aceste
inovatii contribuie la consolidarea operei ca spatiu de reflectie critica si dialog social activ.

Totusi, procesul de modernizare presupune un demers atent si nuantat, pentru a evita
compromiterea autenticitatii expresiei lirice. Institutiile culturale si creatorii de scend au
responsabilitatea de a integra tehnologiile emergente intr-o maniera care amplifica
expresivitatea artistica, pastrand totodata rigoarea estetica si profunzimea conceptuala. In cele
din urma, opera isi reafirma relevanta ca spatiu dinamic al explorarii culturale si ideologice,
esential in articularea identitatilor colective si in reflectarea tensiunilor sociale contemporane.
Capacitatea sa de a absorbi si reconfigura discursurile epocii contribuie decisiv la
continuitatea sa, consolidandu-i statutul de arta vie si vector al schimbadrii in societatea

actuala.

Concluzii

Opera continua sd reprezinte un fenomen artistic de referinta, aflat la intersectia
dimensiunilor culturale, sociale, estetice si axiologice. Impactul sdu asupra valorilor
umanitatii este profund, iar relevanta sa in peisajul cultural contemporan raméane
incontestabila. Prin sinteza diverselor forme de artd, opera ofera o experientd sinestezica
menita sa stimuleze reflectia asupra marilor teme ale societatii.

Intr-un context global marcat de transformari accelerate ale valorilor si de crize
identitare, scena lirica se afirma drept un spatiu de reinterpretare critica a realitatii, adaptandu-
se constant sensibilitdtilor contemporane. Tehnologiile emergente contribuie la redefinirea
raportului dintre operd si public, extinzdnd accesibilitatea si facilitdind o interactiune mai
dinamica si participativa.
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In acelasi timp, teatrul liric isi mentine functia de oglinda a societatii, devenind un
catalizator al dezbaterii culturale si ideologice. Regia moderna si postmoderna reconfigureaza
relatia dintre traditie si inovatie, valorificand spectacolul liric ca instrument de analizd a
realitdtilor socio-politice si existentiale. Astfel, opera reflectd contextul in care este creata,
contribuind activ la dezvoltarea gindirii critice si a constiintei etice.

Impactul operei se extinde si in sfera educatiei estetice si morale, influentdnd atitudini si
modele de comportament. Intr-o epoca digital si globalizata, opera devine tot mai accesibila,
promovand diversitatea culturalda si stimuland dialogul intercultural. Directiile viitoare de
cercetare vor continua sa investigheze modul in care teatrul liric raspunde provocarilor
contemporane, contribuind la conturarea perceptiilor sociale si a valorilor dominante, n timp

ce mentine un echilibru subtil intre fidelitatea fata de traditie si deschiderea cétre inovatie.
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