
REVIEW OF ARTISTIC EDUCATION 

No. 17 - 18 

Center of Intercultural Studies and Researches 
Department for Teachers Education 

“George Enescu” National University of Arts, Iaşi, Romania 

ARTES PUBLISHING HOUSE 

IAŞI – 2019 

 ROMANIA 



  EDITORIAL BOARD 
Prof. PhD. Børge Pugholm (Via University College, Viborg, Danemarca) 

Prof. PhD. Regine Himmelbauer (Joseph Haydn Konservatorium, Eisenstadt, Austria) 
Prof. Alessandra Padula (Conservatorio “Giuseppe Verdi” Milan, Italy) 

Prof.  PhD. Adrian Theodor Vasilache (Conservatorio “Giovanni Pierluigi da Palestrina” Fermo, Italy) 
Prof. PhD. Hab. Ion Gagim ("Alecu Russo" State University, Bălți, Republic of Moldavia) 

Assoc. Prof. PhD. Margarita Tetelea ("Alecu Russo" State University, Bălți, Republic of Moldavia) 
  Prof. PhD. Hab. Maciej Kołodziejski (Pultusk Academy of Humanities, Pultusk, Poland) 

Prof. PhD. Constantin Cucoş ("Alexandru Ioan Cuza" University, Iași, Romania) 
Prof. PhD. Teodor Cozma ("Alexandru Ioan Cuza" University, Iași, Romania) 
Prof. PhD. Laurențiu Șoitu ("Alexandru Ioan Cuza" University, Iași, Romania) 

Assoc. Prof. PhD. Mihaela Mitescu Manea (“George Enescu” National University of Arts, 
Iaşi, Romania) 

Lect. PhD. Marius Eși ("Ștefan cel Mare" University, Suceava, Romania) 

EDITORIAL STAFF 
Prof. PhD. Eugenia Maria Pașca (“George Enescu” National University of Arts, Iaşi, Romania) 

– Founder Director / Editor-in-chief
Lect. PhD. Dorina Geta Iușcă (“George Enescu” National University of Arts, Iaşi, Romania) 

– Executive  Editor
  Assist. Candidate Doctoral Ana Maria Aprotosoaie Iftimi (“George Enescu” National University of 

Arts, Iaşi, Romania) – Assistant  Editor 

MEMBERS 
Lect. PhD. Ionica-Ona Anghel ("George Enescu" National University of Arts, Iasi, Romania) 

Assoc. Prof. PhD.  Marina Morari ("Alecu Russo" State University, Bălți, Republic of Moldavia) 
Assoc. Prof. PhD.  Lilia Granețkaia ("Alecu Russo" State University, Bălți, Republic of Moldavia) 

Assoc. Prof. PhD.  Gianina Ana Masari ("Alexandru Ioan Cuza" University, Iași, Romania) 
Assoc. Prof. PhD.  Nicoleta Laura Popa ("Alexandru Ioan Cuza" University, Iași, Romania) 

Lect. PhD. Elena Seghedin ("Alexandru Ioan Cuza" University, Iași, Romania) 
Prof. PhD. Liliana Stan ("Alexandru Ioan Cuza" University, Iași, Romania) 
Prof. PhD. Simona Marin ("Dunărea de Jos" University, Galați, Romania) 

Researcher  PhD. Marinela Rusu (Romanian Academy, Institute ”Gheorghe  Zane” from Iași Branch, 
Romania) 

Honorary Research Associate PhD., Tomoko Siromoto  (UCL Institute of Education London, 
United Kingdom) 

Assoc. Prof. PhD.  Loredana Viorica Iațeșen ("George Enescu" National University of Arts Iasi, 
Romania) 

REVIEW OF ARTISTIC EDUCATION 
Review published by 

“George Enescu” National University of Arts, Iaşi, Romania 
under 

Center of Intercultural Studies and Researches 
Department for Teachers Education 

Ștefania Moga Translator 
Carmen Antochi Desktop Publishing 

General Informations 
Year of Release: 2018 

Publishing: “George Enescu” National University of Arts, Iaşi, Romania 
ISSN = 2501 – 238X   

ISSN-L =  2069 – 7554   
ISSN = 2069 – 7554   

www.rae.arts.ro 
Format: print full text and online 

Releases/year: 2 



3 
 

CONTENTS 
ARGUMENT…………………………………………………………….................................6                
NUMBER 17 / PART I: MUSIC……………..……..………………………………………..8  
1. MUSIC EDUCATION IN THE CONTEXT OF NEW CHALLENGES FOR 
PHILOSOPHY OF EDUCATION / Zuzana Sláviková / Associate Professor, PhD. / “Prešov 
University“ from Prešov, Slovak Republic / Eva Králová / Assistant PhD. / “Alexander 
Dubček University“ from Trenčín,  Slovak Republic……………...………………………..…8 
2. SONGWRITING AND CHORALE BY MARTIN LUTHER / Karol Medňanski / 
Associate Professor, PhD. / “University of Prešov“ from Prešov, Slovak Republic………....22  
3. MUSIC CALLING FOR SOCIAL TRANSFORMATION:  SOME REFLECTIONS ON 
POULENC’S SURREALIST WORK LE BAL MASQUÉ / Rossella Marisi / Assistant PhD. / 
Accademia di Belle Arti from Bologna, Italy..…….............................................................…32 
4. CHOOSE MUSIC! A CONSULTING AND TRAINING STRATEGY FOR ADMISSION 
TO HIGHER EDUCATION IN MUSIC  / Luminiţa Duţică / Professor PhD. / “George 
Enescu” National University of Arts from Iaşi, Romania…………….……………………...40 
5. THE ENESCIAN PIANISTIC. NOTES AND COMMENTARIES (1st part) / Lăcrămioara 
Naie / Professor PhD. / “George Enescu” National University of Arts from Iaşi, Romania…47 
6. COORDINATES OF THE INTERPRETATION / Luminiţa Ciobanu / Lecturer PhD / 
George Enescu” National University of Arts from Iaşi, Romania ……...................................52 
7. THE PROBLEMATIZATION OF THE TRIAD STYLE-GENRE-LANGUAGE IN THE 
DIDACTIC APPROACH OF THE DISCIPLINE THE HISTORY OF MUSIC / Loredana 
Viorica Iațeșen / Associate Professor PhD. / “George Enescu” National University of Arts 
from Iaşi, Romania……………………………………………………………………………56 
8. ANALYST VS PERFORMER. THE IMPORTANCE OF STUDYING THE MUSIC 
ANALYSIS DISCIPLINE FOR THE DEVELOPMENT OF CRITICAL-ANALYTICAL 
THINKING OF PERFOMER STUDENTS / Gabriela Vlahopol / Lecturer PhD. / “George 
Enescu” National University of Arts from Iaşi, Romania…………………………………....69 
9. ARIAS, RECITATIVES, DUETS AND VOCAL ENSEMBLES IN THE OPERA  DON 
PASQUALE BY GAETANO DONIZETTI / Cristina Simionescu / Associate Professor PhD. / 
“George Enescu” National University of Arts from Iaşi, Romania……………………..……77 
10. THE PIANO, A PERFECT MUSICAL INSTRUMENT – BEGINNINGS AND 
EVOLUTION (18TH – 19TH CENTURIES) / Brînduşa Tudor / Lecturer PhD. / “George 
Enescu” National University of Arts from Iaşi, Romania………………………….…….....100 
11. EXTRAMUSICAL ASPECTS REGARDING THE ORGANISATION OF CHILDREN 
SYMPHONY ORCHESTRA / Ciprian Ion / Associate Professor PhD. / “George Enescu” 
National University of Arts from Iaşi, Romania.……………………………………...….....106 
12. THE CHERUBIC HYMN IN THE ROMANIAN CHORAL CREATION / George 
Dumitriu / Associate Professor PhD. / “George Enescu” National University of Arts from Iaşi, 
Romania ……………………………………...…………………………………………......113 
13. THE DEVELOPMENT OF DMITRI BORISOVICI KABALEVSKII IDEAS IN 
CONTEMPORARY MUSICAL PEDAGOGY / Marina Caliga / Lecturer, Doctoral Candidate 
/ „Alecu Russo” State University from Bălţi, Republic of  Moldavia………………............118 
14. THE OPERAS OF PASCAL BENTOIU: THEMES, COLLECTIVE CHARACTER, ARS 
CHORALIS / Consuela Radu-Țaga / Lecturer PhD. / “George Enescu” National University of 
Arts from Iaşi, Romania……………………………………………………………………..126 
15. SIGISMUND TODUŢĂ. COMPONENT PORTRAIT / Marta Burduloi / Assistante PhD. 
/ “George Enescu” National University of Arts from Iaşi, Romania……………………......134 
16. STYLISTIC-INTERPRETATIVE STATISTICS OF THE CREATION FOR GUITAR 
SOLO (Preludes no. 1-5) BY HEITOR VILLA LOBOS / Daniel Dragomirescu / Associate 
Professor PhD. / “George Enescu” National University of Arts from Iaşi, Romania…….....141 



4 
 

PART II: DRAMA / CHOREOGRAPHY………………………………………….……159 
1. CREATIVE WORKSHOP – CREATIVE ACTIVITY OF UNDERGRADUATE 
STUDENTS IN THE PROCESS OF THEATRE CREATION / Eva Kušnírová / Assistant 
PhD. / “University of Prešov“ from  Prešov, Slovak Republic, ……..……………….......…159 
2. IPOSTASES OF THE CHOREOGRAPHIC DIALOGUE / Cristina Todi / Lecturer PhD. / 
“George Enescu” National University of Arts from Iaşi, Romania………………………....170 
3. THE RELATIONSHIP BETWEEN TALENT AND SUCCESS IN THEATRE AND 
SPORT / Ana-Cristina Leşe / Associate Professor PhD. / “George Enescu” National 
University of Arts from Iaşi, Romania……………..……………………………………..…182 
4. THE FEMALE ARTIST IN ROMANIAN INTER-WAR THEATER / Carmen Antochi / 
Doctoral Candidate / „George Enescu” National University of Arts from Iaşi, Romania…..188 
5. MENTAL PREPARATION OF STUDENTS PRECEDING THE COURSE  / Alice 
Florentin / Doctoral Candidate / „George Enescu” National University of  Arts from Iaşi, 
Romania..…………………………………………………………………………………....195 
6. METHODS OF ACHIEVING STYLISTIC UNITY BETWEEN PORTRAIT,  COSTUME, 
AND THE THEATRE PLAY SPACE / Mihai Cosmin Iaţesen / Lecturer PhD. / “George 
Enescu” National University of Arts from Iaşi, Romania……………..................................199 
 
NUMBER 18 / PART III:  FINE ARTS………………………………………………..…211 
1. THE EVOLUTION OF HABITAT IN MIDDLE HALLSTATT ON THE TERRITORY 
OF ROMANIA / Ioana Iulia Olaru / Associate Professor PhD. / „George Enescu” National 
University of Arts from Iași, Romania....................................................................................211 
2. THE DIALECTICS OF INDUSTRIAL DESIGN VIZ-A-VIZ THE META – DESIGN 
PHENOMENON: The on-going Narrative. Implications for New Design Paradigms and 
Design Education / Obasuyi Osa-Francis Efe / Associate Professor PhD. / University of 
Benin, from  Benin City, Nigeria……..……………………………………………………..218 
3. ART - SUBJECT - OBJECT IN ARTISTIC AND PLASTIC CREATIVITY OF PUPILS 
AND STUDENTS IN ARTISTIC EDUCATION / Olimpiada Arbuz-Spatari / Associate 
Professor PhD. / “Ion Creangă” State Pedagogical University from Chișinău, Republic of  
Moldavia.................................................................................................................................232 
4. PROPOSALS REGARDING WORK STRATEGIES IN PLASTIC VISUAL ACTIVITIES  
III. DEVELOPING THE CREATIVE BEHAVIOR / Ana-Maria Aprotosoaie-Iftimi / Lecturer 
PhD. / “George Enescu” National University of Arts from Iaşi, Romania………………….240 
5. IASSY – SOURSE OF LOCAL, NATIONAL AND INTERNATIONAL TALENTS / 
Mirela Ştefănescu / PhD. / “George Enescu” National University of Arts from Iaşi, 
Romania……………………………………………………………………………………..245 
6. THE BEGINNINGS OF THE MODERN ART / Mircea Ştefănescu / Lecturer PhD. / 
“George Enescu” National University of Arts from Iaşi, Romania....……………………....254 
7. INTERACTIVE ACADEMIC EDUCATION AND ITS IMPACT ON URBAN 
DEVELOPMENT - HISTORY AND CONTEMPORANEOUSNESS / Bard Bajçinovci / 
Student, cand.MSc,  / Uliks Bajçinovci / Student, cand.MSc,  / UBT. Architecture - Spatial 
Planning, Prishtina, Kosovo / Bujar Bajçinovci / Associate Professor PhD. / University of 
Prishtina from Kosovo………................................................................................................261 
8. ARTISTIC AND EDUCATIONAL PROJECTS – PERSPECTIVES IN NON-FORMAL 
EDUCATION. A CASE STUD /  Ondina - Oana Turturică / Assistante PhD. / “Aurel Vlaicu” 
University from Arad, Romania………………………………………………….………….269 
 
 
 
 



5 
 

PART IV:  EDUCATION…………………………………………………………….…...274 
1. METHODS OF INDIVIDUAL CREATIVITY STIMULATION / Marinela Rusu / 
Researcher PhD. and visual artist / Romanian Academy, Institute ”Gheorghe  Zane” from Iași  
Branch, Romania.....................................................................................................................274 
2. PROBLEMS GENERATED BY POOR SUPPORT OF YOUNG TALENTED PEOPLE / 
Ona Ionica Anghel / Lecturer PhD. / “George Enescu” National University of Arts from Iaşi, 
Romania……………………………………………………………………………..……....286 
3. ACTIVE LEARNING AND DEVELOPMENT OF DESIGN THINKING ABILITY AT 
STUDENTS / Oana Jitaru / Lecturer PhD. /  “Gheorghe Asachi” Technical University from 
Iaşi, Romania………………………………………………………………………….….....292 
4. AREAS OF ARTISTIC EDUCATION IN EARLY EDUCATION: THEORETICAL 
REFERENCES / Viorica Crișciuc / Associate Professor PhD. / „Alecu Russo” State 
University from Bălţi, Republic of  Moldavia……................................................................299 
5. THE CHALLENGES OF IMPLEMENTING A FORMATIVE AND INNOVATIVE 
PRAXEOLOGY IN ARTISTIC EDUCATION / Tatiana Bularga / Associate Professor PhD. / 
„Alecu Russo” State University from Bălţi, Republic of  Moldavia………………………..308 
6. ARTISTIC EDUCATION/ EDUCATION THROUGH ART IN CONTEMPORARY 
SCHOOL FROM A TRANSDISCIPLINARY PERSPECTIVE / Marina Cosumov / Associate 
Professor PhD. / „Alecu Russo” State University from Bălţi, Republic of  
Moldavia…….........................................................................................................................323 
7. USING THE TEXTBOOK WITH THE MUSICAL EDUCATION LESSON / Marina 
Morari / Associate Professor PhD. / „Alecu Russo” State University from Bălţi, Republic of 
Moldavia.................................................................................................................................329 
8. THE TECHNIQUE OF OPTIMAL USE OF FACIAL MUSCLES  IN TRUMPET 
INTERPRETATION / Iulian Horez / Associate Professor PhD. “George Enescu” National 
University of Arts from Iaşi, Romania…………………………………………………...….341 
9. HISTORY AND MODERNITY IN ARTISTIC EDUCATION FROM ROMANIA / 
Eugenia Maria Paşca / Professor PhD. / “George Enescu” National University of Arts from 
Iaşi, Romania……..................................................................................................................346 
10. THE EFFECT OF PITCH HEIGHT, TIMBRE AND OCTAVE ERROR ON ABSOLUTE 
PITCH ACCURACY. EDUCATIONAL IMPLICATIONS / Dorina Geta Iușcă / Lecturer 
PhD. / „George Enescu” National University of Arts from Iași, Romania.............................352 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



6 
 

ARGUMENT 
 
 

     The volume, which includes 17 and 18 numbers of the magazine, with the 
theme „Artistic Education in Romania and Europe. History and 
Contemporaneousness”, contains a part of the scientific woks/studies 
presented at the international event that was initiated and organized by 
Department for Teachers Education within “George Enescu” National 
University of Arts from Iaşi, Romania, through the Center of Intercultural 
Studies and Researches in the 15 – 17 of November 2018, with the stated 
objective to foster the development of  innovative experiences in the field of arts 
education. In this volume they were included some of the studies presented. The 
organizing of the International Conference, aimed to be an opportunity for an 
approach open to the pedagogic, psychological, sociological and educational 
politics analysis within the domain  of  intercultural education through the same 
artistic-educational domains. The scientific presentations / lectures within the 
sections were in the following domains: Music, Drama, Choreography, Fine 
Arts, Education.  
       The declared goal was and it is to stimulate the production of scientific 
knowledge in the field of artistic education and to develop the community of 
educational practice and research in artistic domain, as in this domain, in 
Romania, does not exists these kind of publications. In this way, we consider to 
be important the opinion of a specialist in the cultural education domain, Zuzana 
Sláviková, Associate Professor Paed. PhD., “University of Prešov“ from Prešov 
of  Slovak Republic and Eva Králová,  Paed. PhD. “Alexander Dubcek” 
University from Trencin of  Slovak Republic  say: „In our contribution we point 
out to the current challenges of the philosophy of art education, which are based 
on a new perspective on a human being, which also involves a deeper 
understanding of the aims and forms of artistic pedagogy. The reflected 
perspective expands the space for the complex development of child personality 
and the stimulation of his or her creativity. The principles of methodological 
procedures and the openness of the system take this perspective into 
consideration in an explored and experimentally verified music-pedagogical 
model by Juraj Hatrik “The Jewel of Music”. Conceptually, this model opposes 
unchanging and fixed learning didactic algorithms with the philosophy of 
atomizing at different levels, intended only for imitation, without the possibility 
of anticipating and considering the number of possible connections, the effects 
arising from the streams, and the effects of the interrelated factors that raise the 
problem from different angles..” Interest shown by specialists in the country and 
in Europe, Africa (Republic of Moldavia, Nigeria, Kosovo, Italy, Slovak 
Republic, Poland) which we hope will be useful to those involved in education 
and research work in the artistic field.                                                                                
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NUMBER 17 / PART I 
 

MUSIC 
 

1. MUSIC EDUCATION IN THE CONTEXT OF NEW    
                     CHALLENGES FOR PHILOSOPHY OF EDUCATION 
 

Zuzana Sláviková, Eva Králová1 
 
Abstract: In our contribution we point out to the current challenges of the philosophy of art 
education, which are based on a new perspective on a human being, which also involves a 
deeper understanding of the aims and forms of artistic pedagogy. The reflected perspective 
expands the space for the complex development of child personality and the stimulation of his 
or her creativity. The principles of methodological procedures and the openness of the system 
take this perspective into consideration in an explored and experimentally verified music-
pedagogical model by Juraj Hatrik “The Jewel of Music”. Conceptually, this model opposes 
unchanging and fixed learning didactic algorithms with the philosophy of atomizing at 
different levels, intended only for imitation, without the possibility of anticipating and 
considering the number of possible connections, the effects arising from the streams, and the 
effects of the interrelated factors that raise the problem from different angles.  
Key words: childrenʼs musical creativity, complex artistic experience, holistic perception, 
cognition, experiencing, artistic experience 
 
1. Introduction  
       The new challenges for the philosophy of education represent a turning 
point to the idea of cultivating understanding of human problems, the sense of 
real life situations, the ability to understand ourselves, others, the world and our 
possibilities in it. These challenges include axiological-ethical dimension, 
claiming the active and creative integration of values, solving the issue of their 
communication and individual interiorisation, revealing the meaning of life as 
the highest integrating factor of human behaviour and experience that completes 
the achievement of the identity of the subject. The problem of the unity of the 
world thus finds its analogy with complex human understanding. In the centre of 
reflection of philosophical anthropology and psychology there is multidimension 
and dynamics of a human perceived in his or her physio-psycho-socio-spiritual 
integrity and holiness as an updated uniqueness and indivisibility. These facts 
offer an extended space for artistic cognition and experience. 

                                                
1Associate Professor, PhD., “Prešov University“ from Prešov, Slovak Republic, 
email:, zuzana.slavikova@unipo.sk, Assistant Professor, Ph.D., “Alexander Dubček University“ from Trenčín,  
Slovak Republic, email: eva.kralova@tnuni.sk  

mailto:zuzana.slavikova@unipo.sk
mailto:eva.kralova@tnuni.sk
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       Holistic perception (unity of senses, functioning of syncretic imagination), 
experience and cognition (activation of all mental functions – thinking, feeling, 
sensory perception, intuition), which leads to self-reflection and self-discovery, 
interferes with the creative potency, the spiritual dimension of a man, which is 
perceived as holistic. The accompanying process is orientation in symbolic 
associations. Deep see sense is based on the deeper levels of spiritual experience 
– participation in ethical archetypes, acceptance and recognition of images of the 
unconscious (Jung, 1997), in intimate, emotional experience of the elements and 
the imagination of the elements, creating a relationship to what is invisible, what 
can not be done conceptually, or verifying (Bachelard, 2003). Therefore, the 
pedagogue needs to constantly develop his or her ability to understand the 
movement between emotion, experience, art, myth and rationality, or the 
precision of the forms of conceptual speech (science). 
 
2. Complex artistic experience and a younger school-age child 
      Learning through a complex artistic experience where the cognitive principle 
is associated with the visual, is a prerequisite for experience and cognition of the 
depth of work of art. Coordination and integration of artistic works helps to 
revitalise the sensitivity for the supra-individual and suprahistorical aspects of 
existence. Thanks to the holistic perception at the level of senses, the living 
intuition (archaic structures of the brain, right hemisphere), the ability of 
“insight”, imagination (hidden associations in the background of the whole, 
where the new possibilities are created), the different qualities of emotional 
intelligence – but also through the creative cognitive process there is the inner 
interiorisation of artistic experience. Presenting and exploring the world from 
the different angles – images, metaphors, symbols, stories as codes and ciphers, 
and what is invisible and unchangeable, hidden meanings and sense, also the 
sense of being, stimulates the ability of undifferentiated view of the world 
around us and inside us (experiencing existential contradictions, anthropological 
constants – joy and sadness, life and death, good and evil). The lowest degree of 
searching and uncovering the sense is also the concentrated and deep experience 
of the moment with the whole being and all the senses (it connects the intellect 
and the emotions). The problem of the unity of the world thus finds an analogy 
with the unity of senses and psychological processes. 
       In younger school age an important means of cognition is the art that the 
child does not accept from rational schemes, but from direct, live, and practical 
experience through metaphors and symbols, so for their complete 
comprehension, the work of imagination and fantasy is needed. The acquisition 
of knowledge happens at the same time with the development of emotionality 
and imagination, which is the most natural way of learning for children. At this 
age, the child does not relate to the sensory-perceptible nature of the subject. 
Here are foundations for consciousness of the difference between the objects 
and their meanings, between the matter and idea. The aesthetic relationship to 
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the world is not just the search for beauty, it has an existential character because 
the world is closely related to the aesthetic relationship. The child, on the basis 
of an aesthetic relationship, discards things from everyday purposeful use, which 
makes them look from unusual points of view, which makes it possible to take a 
distance. Childrenʼs fantasy thus makes it possible to vary the meanings in the 
relationships to the subjects and seeks their own relationships. In this way, the 
child acquires the culture of previous generations (enculturation). From their 
own culture, children get a reference frame for assessing the world around them 
and a stable value orientation. Art education in younger school age children can 
already develop a stable taste tolerance to the content and stimulus that comes 
from other cultural environments, to be able to take their own attitudes towards 
new values, with the ability to differentiate, for the constant ability of self-
reflection. 
       Traditional artistic means and forms where there is naturaly connected 
singing with the movement, dance, elementary instrumental music activities, 
playing, and others. They provide stable and deep experience and develop the 
child in a complex way: the development of fine motor skills, musical abilities, 
articulated mobility, the sense of symbolic communication, sensory perception, 
emotional intelligence, empathy, intuition, analytical thinking at the age from 8 
to 9 and also analytic thinking. Mental experience is gradually deepened. The 
development of childrenʼs musical creativity is a phenomenon in which there 
meets the relationship of the spontaneous and constantly encountered. The most 
effective forms of its development in younger school age are seen through 
integrative and polyestetic projects, in spontaneous, playful and improvised 
activities. Thus, in the level of reception as well as in the level of working 
approach, for this age the most appropriate way is interconnecting art, individual 
components and integration between objects. The variety of stimuli offers more 
potential for the complex development of the childʼs personality. Active contact 
with material, symbols, and metaphors helps to penetrate into the structure of 
artistic material, deepens perception and helps children penetrate the deeper 
layers of mental behaviour. Therefore, we want to characterise the possibilities 
of creating musical material as suggested by music composer and pedagogue J. 
Hatrík (1997) in his musical-pedagogical method “The Jewel of Music”. 

 
3. Music-pedagogical model “The Jewel of Music” 
        The model of J. Hatrik “The Jewel of Music” which was analysed and 
investigated by us, is designed for primary education. It is a conceptually 
conceived and original pedagogical attitude of authentic approach to work, 
capturing the deepest aspects of the mysterious and dialogic nature of education, 
the root of which is to learn, directly touch, and reflect the world as a whole. 
Conceptually, this model goes beyond the narrow didactic framework towards 
the theoretical disciplines (pedagogical and musical psychology, aesthetics, 
history of music and culture and other art) as the theoretical map of the possible 
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direction of further self-education of students in the problem of metaphor, 
empathy, ontogenetic specifics of younger school age children, about play, 
fairytale, role plays, body language, and others. There are elaborated didactic 
procedures, consistently based on metaphorization of expressive and shaping 
means of music. 
         The aim of the model is to build an experience with gradual 
intellectualisation by means of music and complementary activities, which 
would continue smoothly through the 8th year of elementary school (experience 
of structure and sense). Thus, in the development of didactic scaffolding, the 
authoresses keeps to the spiral concept, where the elementary beginnings deal 
with the same phenomena, but at a different level of ontogeneity and knowledge. 
The ontogenesis of musical thinking should be complementary to phylogenetic 
experience – the discovery of tonality through pentatonics, pre-tonal folk songs 
should be revealed by children the way it would be discovered by adults. The 
presented model solves conceptual and methodological questions from the 
elementary stage, with the possible continuation to the semiotic analysis of the 
work of music at the undergraduate level. His philosophy is applicable at all the 
levels of music-pedagogical education. Hatrík builds on the objectively existing 
mental structure of a human, trying to respect the complexity of both man and 
life. This model remains open for the next continuum of knowledge. 
        The contribution responds to the situation in the area of music education, 
where it notices the persistence of the elements of the old, scholastic approach, 
the evaluation of individualities, isolated knowledge, the lack of connections, 
and others. The given matrix of solutions give explanations but they do not give 
light. Hatrík therefore protects the genuineness of the work of music prior to its 
dissecting to a number of details and peripheral connections, where the whole 
escapes, covering many details. In didactic understanding, the 
multidimensionality of deep integration disappears, the results of integration 
activities are not included in the evaluation. According to Hatrík, even in the 
necessary simplification of creative approaches of didactic causes should not 
lose consciousness of their integrity and, above all, of the highest level of insight 
on them, because, as paraphrased by V. E. Frankl, the essence of human 
existence lies in selftranscendence, without it there is not possible to fulfil two 
laws, dimensional ontology – on the one hand, we do not recognize similarities, 
analogies, contexts, on the other hand, we superficially connect the non-
interconnected (Hatrik 2009). 
       The unnatural disconnecting the patterns of thought from the patterns of 
nature and life, characteristic of European, Western civilization, weakens the 
archetypal foundation, devastates the fairy tale and the whole educational space 
for artistic education in childhood. Revelation and hiddenness, given by 
archetypal meanings, awakens astonishment, opens for relationship, fascinates 
(there is the symbolism of natural elements, symbolism of the tree, circle, time 
cyclicity and others). 
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        In the presented model working with live music represents working with 
units, uncovering and discovering many contexts and levels versus inanimate, 
elaborate, non-existenting abstractions – for example the separation of melos 
from rhythm, metro, tempo, harmonious functionality, articulation, and colour. 
To this pseudo-idiomatic approach, J. Hatrík also includes the isolation and 
preference of individual components of musical education – singing, 
instrumental activity, movement, listening to music, elements of musical 
literacy. Hatrík does not prefer one of the components but gradually adds them 
to polyaesthetic, integrative approaches, improvisation and creative games, 
music-drama performance (for 3rd graders) as the synthesis of individual 
components and relation between school subjects. This model does not prefer 
any areas, genre, or music features. The part of the “Jewel of Music” are also 
stimuli for elemental instrumental activities, which are always connected with 
the respective motivational stimulus and are in connection with the acquisition 
of elementary music literacy. From the variety of motivational stimuli 
(proverbs, songs, perceptional preparation, composition, fairy tale, play, and 
others), the components of musical education start to radiate into space, creating 
a “jewel” that may change its look by rotating but still remains the same. 
      In a hierarchically structured form, there are from 10 complexes of 
motivational stimuli unfolded the material of individual components of music 
education “baskets” (which are graphically or artistically distinguished for the 
sequencing of the components), with unfixed order, but with the possibility of 
modification or possible association. Some components are designated for 
higher grades. The synthesis of individual components should be music-drama 
approach (staging management of fairytales) with the application of all partial 
aspects, with the deepening of the elements and with the return to the whole 
from which it came out. The staging management of narratives on the basis of 
penetration to a certain structural principle of music is therefore the key 
motivational stimulus in the 4th grade (the principle of diatonic, the foundations 
of classical harmonious cadence, the tone, the transposition, the principle of the 
chord in the second relationship, the common chord melody, the modality, the 
model of the family as comprehension, dialogue and equality). 
       According to J. Hatrík (1994) the didacticisation of music-theoretical 
problems must be based on gesture and structure, because each music is both a 
gesture (reflexive, responsive behaviour) and a structure (a sophisticated 
universe of relationships, structures, subordinate to the laws of life). This 
requires the teacher to expose the expressive existential roots of the subject 
(emotional participation) to model the experiential sphere so that the 
spontaneous, intuitive moments are given gradually, without distorting the 
complexity to intellectualise. Gesture and affect are then the attributes of first-
time communication, first touch (reading of “faces of music”). A child of 
younger school age can fix the image of music primarily as an expression, a 
lively touch, a gesture of communication. Until they are teenagers, this 
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experience and informational potential enriches their experience for structure 
and sense. The “gesture – structure” strategy in younger children can be used in 
a simple and intuitive way, through images, analogies and metaphors close to 
their age, with gradual penetration into greater emotional and intellectual depth. 
The author proposes to activate gestic dialogue by creating perceptual samples.   
        The first period of didactisation is affect, emotional participation and 
complementary perception. The preparation of the perceptual sample is on the 
one hand the insight into structure, out of time, slowed down for observation, 
but also the dialogue with this time aspect. In elementary music pedagogy, it is 
possible to work mostly at the level of “seconds” and “minutes”, “hours” are 
inaccessible only when the ontogenetic situation gets mature. A strong 
pedagogical moment lies in the fact that the child responds to the emotions from 
music responsively, subtly, involuntarily, and getting into the gesture and 
structure is happening through direct activities, by movement, dance, vocal or 
instrumental activities or drawing. Hatrík also proposes to work with the direct 
participation of children on the real version of the song. Using complementary 
activity shifts the experience of a child to enjoy the share of something that can 
not be revived by itself, and what gives the child an experience of belonging and 
usefulness. The aim of prepared samples of music is to build the jumping-off 
point (islets) of living experience, which then, when listening to the whole, 
increase motivation, open the soul of the child to understand the meaning. When 
selecting a perceptional sample, which is left to get mature in the background 
(later the knowledge is fixed), Hatrík follows mainly contrast, polarities, 
dichotomies, looking for similarities, attachments, nuances, and variants. 
Approximately the so called “islets” of living experience also organise what 
children do not directly feel through activities but where they feel bonds, 
similarities, changes, and deviations.  
       Childrenʼs wonder and imagination make it possible for both miracle and 
reality to be accepted at the same time. Hatrík tends to the opposite by the very 
essence of his personality, fascinated by childhood, spontaneity, playfulness and 
immediacy, dominating the intuitive perception of the world over his 
intellectual, philosophical and imaginative foundations. In his attempt to reach 
out to the childrenʼs listener, in his music from the common structural nucleus, 
he generates various, often opposite, “characters” or “idioms” (the diatonic 
element replaced by chromatic, augmentation versus diminuency, rhythmic or 
metric changes), through the idea of developing the motives. To the childrenʼs 
listener Hatrík wants to get closer also by the semantic ambition, which is 
manifested in the fact that the individual musical motifs, by putting themselves 
in the specific contexts of the multilayered structural fabric, become the bearers 
of a certain symbolic meaning (they find themselves in different musical 
environments – in a harmonically static or dynamic context, harmony or 
contradiction with other motives). Semantic character also has instrumentation 
(for example, choral is bound to the sphere of wind instruments, chaos, and is 
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initially related to Orff-fairy-tale spheres and others). The problem of contact 
with music for children at is not a problem of quality reduction in Hatrík, 
although certain reduction is necessary (psychological, ontological and 
ontogenetic – from simple proverbs, puzzles to more demanding forms such as 
fairy tales, fables, stories), however children can prepare for contact with great 
music and fine art. The musical material “The Jewel of Music” consists partly of 
the authorʼs music, didactically suitable music of other composers, folk songs. 
      Learning and practical mastering of the musical structure is possible by 
using the elementary composition. To Hatrík improvisation is creative musical 
thinking, the free expression of invention, creative act the results of which 
exceed the current state of skills, habits, knowledge, when something new 
emerges. The ability to improvise is to be cultivated through pre-creative games 
where the material and schematics are familiarised with, discovered, played with 
the material, sound, and space. A step from the fluency, in which the author 
proposes to combine spontaneous fluency by adaptive fluency training, with a 
limited space for movement, to flexibility (on its principle harmony, tectonics, 
instrumentation, and musical imagination developed), is considered by Hatrík to 
be a basic maneuver in pedagogy of musical creativity. In the field of music, 
Hatrík proposes to use a very effective method of developing creativity – a 
metaphor. The habit of using imagination, leaving the memory type of intellect, 
leads to the ability to simultaneously direct efforts in multiple directions, which 
frees the imagination from the well-known, expected and acceptable stereotypes 
of thought. 
       In the intentions of the pedagogical reflection of art, where nothing is 
definite and precise, where the “new” does not exclude the “old”, it provides an 
associative game that spreads individual impressions, experiences and attitudes 
(divergent thinking). By means of intuition and empathy there are elements that 
have nothing in common, opening up new possibilities and nuances. The 
synasthetic metaphor allows the sudden “sight” to discover the depth and the 
essence of the sense where would not get rational process. In the music-
pedagogical field, the power of metaphor is able to develop the knowledge from 
image equivalents to effectively influence the thinking of children, cancel old, 
stereotyped stereotypes, everything that is rock-ribbed, restores dynamics and 
tension. 
       The didactic application of the cognitive metaphor has its pandant in the 
phylogenetic and ontogenetic development of the language. Hatrík therefore 
suggests that the visual equivalent of thinking should be cultivated 
simultaneously with abstract thinking (language and speech). It is based on the 
fact that the metaphor is a creative bridge between the concepts (left 
hemisphere) and images (the right hemisphere), exercises in overcoming the 
paradox, opens the way from image to concept, and thus can also become the 
bridge between musical experience and musical terminology. Very valuable for 
musical pedagogy in this connection is Hatríkʼs appeal for gradual abandoning 



15 
 

the mechanistic idea of structure in traditional thinking about music. The most 
effective tool is the metaphorisation of the relationship between what a person 
experiences when encountering music and how he thinks abstractly about how 
he or she is rationally oriented. Metaphorisation of the music-theoretical 
problem is particularly an important issue when the vehicle (the activating and 
energising component) of the metaphorical pair is genetically conditioned by 
nature, biomorphic or anthropomorphic features. Thus, images, metaphors and 
allegories also have their cognitive potential, they are hidden in the structure of 
our thinking. According to Hatrík (2007), cognitively relevant metaphorisation 
should be directed to the connotation of the meanings so that it is in the purest 
possible connection to the essence, the intended center of gravity. Thus, “the 
consciousness of the inexhaustibility of the object, associated with the 
consciousness of its depth,” is created, as quoted by Krupa (1990). 
        In “The Jewel of Music” Hatrík consistently builds on metaphorical 
techniques that have a cognitive function – the metaphorisation of the four-
dimensional musical spacetime. The opportunity for strong metaphors, apart 
from the problems of tone, grammar, chords, modes, also offers a form that 
traditional understanding mostly explains as a slice of parts, connecting parts, as 
opposed to the metaphoric understanding of the musical form as the organism 
and the process understood as a living way from the general to a special one, 
from the material that belongs to everyone, to the unique shape of a particular 
piece of art, from technology to aesthetic enjoyment. The author works here 
with the original metaphor of the “house of music” – modelling the sound space 
between “High Father” and “Broad Mother” and “Growth of the Seed”. 
      The most flexible model projects on the basis of analysis and 
metaphorisation include the project “Faces of Music”, the basic algorithm of 
which is unfolding the idea of “drawing a face of music”, applicable in any 
materials and conditions. The type of such project is “The Brave Tin Soldier” 
(tonality of chromatics, its decomposition, segmentation, thematisation), where 
the author combines the musical side with action and drama. Music is not a 
complementary element to the painting, it complements and directs the emotions 
of the viewer, but the composer is more about creating symbolic musical 
structures, their metaphorisation, revival of symbols and likenesses. Image and 
action are secondary to music, they are added to it. The musical material of the 
singspiel is a reservoir of ideas, model didactic situations that the teacher can 
further develop, re-combine and adapt. Children can participate in music 
through movement, drama, or other artistic activities that serve as a tool of 
understanding music and creative dialogue with children through their 
intercultural perceptions. Singspiel was originated as a project of music 
workshop, it is flexible, open to various ways of pedagogical interpretation, 
didactic suggestions, and games. Similarly Pirníková (2005) describes it in her 
monograph “Dreams – Projects – Maturation”. This type of project also includes 
creation of the cognitive games for the brain, like “pexeso”, “scrabble”, which 
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allow children to break music to into segments, elements, and combine, or chain 
it. 
       The creation of metaphors according to J. Hatrík inevitably requires 
cooperation of intuition, empathy and communication sensitivity, and the 
preference for the form as a unity between the created and perceived, between 
the structure and the phenomena. Observation and listening to performances of 
various instruments and subsequent imitation in projection are prepared by 
musculoskeletal system – vocal cords, muscular feelings, and others, for the 
subsequent effective acquisition of real singing, dancing, playing musical 
instruments. For kinestetic approach to melodies Hatrík proposes to alternate 
melody singing with the playing musical instrument. Physical contact with 
musical shape (vocal voice without sound, only in the mask, exploration of the 
surface, division, touching contours and others) enhances perception, 
strengthens memory mechanisms, and also allows deeper penetration of musical 
images and meaning, wakes up senses and inner creativity. In the context of our 
perspective of contemplation and presented Music-pedagogical model by J. 
Hatrík “The Jewel of Music”, we state the tremendous contribution of this 
model to the music pedagogical practice in the following three dimensions of the 
interaction model of education: a child resp. pupil, process, and a teacher. 
 
4. Methodology of experimental verification of methodical processes of the 
reflected concept in practice 
      The subject of the research was to point out the possible impact of the 
realised artistic activities within the framework of teaching in the literary and 
drama field of elementary art school, namely the development of selected 
cognitive and emotional characteristics of the childʼs personality. 
       The aim of the research was to identify statistically significant differences 
among children with whom there were used applied methodical processes and 
principles according to music-pedagogical model by Hatrík, and among children 
who were taught by the traditional methodology in the classroom at elementary 
art school, without strengthening the activities of other art, especially music, 
within teaching in the literary and drama field. We have observed the following 
personality traits: 
a) The level of development of creative abilities in the verbal and figural field, 
b) Selected aspects of emotional intelligence in the affective (emotional) area. 
       The research sample consisted of 20 children from the literary and drama 
field of elementary art school of A. Cíger in Kežmarok and 20 children from the 
literary and drama field of elementary art school of M. Moyzes in Prešov. To 
accomplish this goal, we selected the following methodologies (fig. 1): 
1. The Torrance Test of Figural Thinking (TTFT) aimed at the detecting 
factors of divergent thinking (fluency, flexibility, originality, elaboration). 
2. Verbal Creativity Test aimed at verifying factors of creativity in verbal form 
(verbal, associative, expressive and recollecting ideas fluency, flexibility, 
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originality, elaboration). The test was based on Guilford tests of verbal 
intelligence to identify identical factors of creativity such as TTFT. 
3. The Self-Assessment Test of a Child PAQ (the part of Rohnerʼs family 
diagnostics, translation and adaptation to our standards Vágnerová, Matějček 
1992), that is aimed at detecting 6 dimensions, two of which serve to overall 
self-evaluation of our own personality and own abilities and others that depict 
the assessment of their own feelings: hostility and tendency to aggression, 
emotional addiction to other people, emotional lability, pessimism and a 
tendency to depression. It is designed for the children aged from 10 to 15, in 
case of individual administration, it is possible to use it also with younger 
children. This was suitable also for our research.  PAQ test that we used includes 
the dimensions also closely correspond to personality emotional characteristics, 
which are referred to as facilitators, barriers to creative thinking and creative 
access to life (depending on their positive or negative value). 
 

 
Figure 1. Methodology to verify the research goal 

 
5. Results of research verification 
       The results of research verification of Hatríkʼs music-pedagogical concept 
using the methodologies we have applied point to the fact that the applied 
methodical process, based on Hatríkʼs model, had a facilitating and developing 
effect on the creative thinking of pupils in figural creativity, especially in the 
observed factors of flexibility, originality and elaboration. In the field of verbal 
creativity, a higher score (except for originality) was achieved in the control 
group, it means in a group of pupils that have attended the literary-drama 
department of elementary art school, where the “work with the word” is 
prioritised without strengthening the activities of the other arts, which obviously 
has a major impact on the obtained results. The applied method of the Hatríkʼs 
concept has also had a positive effect on the development of pupilsʼ personality 
in reducing negative emotional expressions (low self-esteem, hostility and 
aggressiveness, emotional lability, addiction, pessimism), and the results show 
that the model has contributed to the improvement and reinforcement of several 
personality traits related to emotional intelligence. This research probe has 
contributed to confirming the view that specifically designed polyesthetic 
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artistic activities, based on the dialogue with art, on the unity of thinking and 
feeling, mobilise not only creative but also overal personality potential of a 
child. Experimental verification of creativity development programmes usually 
reveals the development of all the factors of creativity (flexibility, fluency, 
originality, redefinition, sensitivity, and elaboration). In relation to the findings, 
it would be interesting to investigate in future similar research which other 
characteristics of the childʼs personality change, modify and develop as a result 
of active artistic intervention. 

Theoretical analysis and interpretation of results 
        The music-didactic model by J. Hatrík (fig. 2) corresponds most 
fundamentally with the polyaesthetic concept of Wolfgang Roscher that 
consistently solves the problem of integrity, which not only involves extending 
the repertoire of experience through the different forms of expression but also of 
depth and bridging different perspectives, an integral understanding of reality, 
discovering a common anthropological and the cultural core, to update human 
existence, to uncover its meaning. Hatrík develops the ideas of polyaesthetic 
education and brings his own model, enriched with the elements of integrative 
artistic pedagogy. Within the project grip Hatrík reflects the integration process 
on the four levels presented by W. Roscher: 

Figure 2. Music-Didactic Model by Juraj Hatrík Enriched with the Elements of Integrative 
Artistic Pedagogy 

 
• Multimedia level: Based on the number of stimuli in the archaic layers of 
childrenʼs psyche, without which the development of musicality in children is 
not possible (sensomotorics, association, imagination and fantasy) and they are 
also associated with other non-music specific activities (motion, dance, and 
dramatisation). 
• Interdisciplinary level: The field of music theory requires a renewal of the 
terminology, metaphorisation leads to a clearer formulation, a meaningful 
interpretation of basic musical concepts, in the sense of the spiral theory, the 
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same project can offer different options of variants and different projects can 
have identical cognitive basis). 
• Historical level: The live grasp of tradition in this project can point to the 
mutual aspect of historically remote solutions, the affective, gestural basis of 
music, its ethos, the effect on the anthropological-psychological level is 
comparable, mutual, helping to perceive historically different solutions – the 
feature of Hatríkʼs projects is polystylishness (the quote of the song Trout, 
symbol of Marseillais, idioms of childrenʼs sayings and others). 
• Intercultural level: Slovak folk song, Hungarian monuments. 
• Social level: The socialisation of an individual is shown in the projects where 
children of different age groups work together, often with students. The symbols 
from childrenʼs level of meanings can exist there alone, they can be transferred 
to higher levels, creating new quality. 

Creativity and self-stimulation as a whole 
      From our point of view, the creativity in Hatríkʼ model is understood as an 
approach and motivation to an activity that does not build on performance 
moment, but on an openness to the experience that revives an archetypal basis 
and at the same time a sense of “new”, building a personality dimension, 
characterising in unity cognitive aspect of relationship to the world, but also the 
individual components of emotional intelligence and the level of moral 
reasoning. The symbolisation processes and animation of archetypes is 
happening there by gesto-expressing approaching the elements and components 
of music and stimulating the synchrotism of mourning through direct contact 
and touch of artistic matter.  This model provides space for creative realisation 
and development for both sense-oriented types of people as well as intuitive 
individuals. A complexly built, integrative project, where music is the starting 
point, stimulates the psyche as a whole – all mental functions as understood by 
C. G. Jung (intuition, sensual perception, emotionality and thought): 
       Intuition: 
• The pedagogical attitude of authentic approach to the work that captures the 
deepest aspects of the dialogical nature of education teaches directly to touch, 
perceive and reflect the world as a whole. 
• In the field of music, it uses the method of creativity development – a 
metaphor, which stimulates imagination and leads to the ability to 
simultaneously direct efforts in several directions, thus combining elements that 
have nothing in common, opening up space for new possibilities (right-
hemisphere processes). 
• The synestetic metaphor allows “insight” to discover the depth and essence of 
meaning and sense of where the rational process would not be. 
      Sense-perception: 
• The basis is a direct experience and a touch of the “face of music”, the 
familiarisation with artistic material (sound, space, its discovery in action, and 
games). 
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• Involuntary, reflexive penetration into gestures and structure through direct 
activities (movement, dance, artistic expression, vocal and instrumental 
activities, dramatisation). 
• Combining multiple sensory modalities (sensory syncretism stimulates 
imaginative-fictitious and imaginative ideas that are bound to emotionality). 
       Emotionality and thought: 
• The spontaneous moments of emotional participation are gradually becoming 
intellectual and anchored in the structure, thereby developing musical thinking, 
discovering musical patterns and constructing concepts (direct activities, using 
elementary composition, growing improvisation skills, and others). 
• The effectiveness of the presented type of integrative musical-scenic 
(dramatic) projects is also based on the principle of spirals, where the same 
project can provide several variations according to age and availability of 
children. It can therefore lead to increasingly complex knowledge. 
• The mental processes affected by sensory syncretism acquire a special force 
that assists the overall openness and creativity of a man, owing to the creative 
energy of imaginative-associational and phantasy ideas that are bound to 
emotionality and also by combining several sensible modalities that create new 
configurations of perceptions and phantasy. 
     At the same time Hatrík emphasises the consistent development of the most 
complex musical abilities – musical thinking and creativity, towards the 
recognition of musical structure, the musical patterns and the construction of 
concepts. He strives for the education to creativity that allows the evolution of 
the psyche as a whole that leads to authenticity, responsibility, ethos, and 
cultivation of cognitive and emotional processes. Didactic methods bear the 
signs of developing paradoxical and analogical thinking, which is characteristic 
of dialectical thinking and therefore of wisdom as an integrated personality. An 
open sphere that accepts ambiguity, uncertainty, inaccuracy, leads to 
astonishment over life, and the sense of mystery. 
 
6. Conclusions 
       The primary philosophy of this music-pedagogical model, defined through 
the metaphor of “jewel”, is a rich selection of choices at the level of 
motivational stimuli, artistic material, components of music education, 
interconnection with other works and subjects, manipulation of the philosophy 
of individual pedagogical situations and their didactisation. It is an open system 
that provides freedom, and offers a clear and well-founded system in building 
musical literacy, which significantly develops the teacherʼs creativity, self-
development and didactic competence. The teacher can “touch the archetypal” 
issues with the children, they can get into the process, attempt to communicate 
with the power of symbolic speech, and live with children the hidden mystery 
with the courage for the new prospects, unmistakable in their expression, effect, 
interpretation, and others. That connects the teacher with pupils. 
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       In the “Jewel of Music” learning in the process is involved, not “numb” 
knowledge, but deduced knowledge. In the center is the observation of dynamic 
phenomena. A prioritised platform of holistic approach in the approach to 
artistic pedagogy and philosophy of education could be an appeal to cultivate 
consciousness which would rehabilitate the neglected area of possible 
development and stimulation of intuition and insight. That way it could form 
certain starting point for a possible solution to persistent problems by leading to 
openness towards life, developing the ability of astonishment, the sense of 
mystery (the ability to perceive mystery), restoring creative human dispositions, 
integrating the psyche, which in turn leads to trust, hope and helps to establish 
effective contact with complexity, dynamics and dialectics of existence, and thus 
helps to reveal the meaningfulness of everything. 
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2. SONGWRITING AND CHORALE BY MARTIN LUTHER 
 

Karol Medňanský2 
   

Abstract: The five hundreth anniversary that we commemorated in 2017 is a good 
opportunity to remind the significance of vocal works by Martin Luther. Creative musical 
activity of Dr. Martin Luther is somehow in the shadow of his other historically significant 
activities. It is a well-known fact that he was an outstanding musician who could play lute and 
could sing. In his household, he constantly played music and sang, while he actively engaged 
his family in performing music. In performing the reformatory ideas, he was aware of the 
extremely important role of religious singing, which he started composing since 1523. He is 
the author of 38 songs – chorales, while at the same time, he is the author of 20 melodies. In 
most cases, he used the texts of the Psalms. From his chorals the best known is entitled Ein 
feste Burg is unser Gott – The Fortified Castle is the Lord our God, that became worldwide 
the anthem of the Protestants. Luther have become an important inspirational source for the 
next generation of composers, and they culminated in the work of Johann Sebastian Bach, 
including the works of contemporary Slovak composers – Roman Berger, Víťazoslav Kubička. 
The prevailing majority of Lutheran chorales is also the part of the Protestant Songbook in 
Slovakia. 
Key words: Reformation, music, compositional activity, songs, significance, present time 
 
1. Introduction 
       Dr. Martin Luther is one of the most significant personalities of modern 
European history. The reform influenced by him to a great extent affected the 
development of culture in music and musical life in our continent. Lutheran 
reformation has also affected the development of education by the belief that 
education in mother tongue democratises the educational process and makes it 
accessible to all social segments. The emergence of the position of a cantor 
became crucial in this process. The music itself evolved in a particular way, and 
composers fully respected Luther´s views on the close link between music and 
theology. Under the influence of the broad spectrum of Luther´s opinions of 
music, a church song is being developed, which is later referred to as a chorale 
(a choral song). His interpretation in the language that was well-understood to 
people had influenced music literacy from the lowest social class to the highest 
one. The emergence of other musical types of Protestant church music such as 
cantata, oratorio, and passion – in a distinct way interfered with the pattern of 
the divine order. The stimulus for the author to write this study was not just the 
500th anniversary of the reformation that we commemorated in 2017, but 
especially our long-term interest in the influence of Lutheran reformation on 
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music, which culminated in the work of Johann Sebastian Bach. We have been 
exploring his compositional heritage for longer time. The subject of our study is 
to explore the relationship of Martin Luther with music, the main aim is to 
approach his songwriting and to emphasise his position as the founder of 
Protestant church music. Luther´s songwriting is an important phenomenon of 
musical history that has greatly influenced the composers from the 16th to the 
present. 
     Although the topic of Luther´s songwriting was already examined and 
analysed in our territory by Anna Predmerská-Zúriková in the year of the 500th 
anniversary of the Reformation, as well as by Ľudmila Michalková – we also 
approached it on the basis of practical interpretative experience when it was the 
part of the programme of the old music ensemble Musica historica Prešov, in 
which the author of this study was a performer of viola da gamba, when we 
celebrated three choral works by Luther that were performed in the framework 
of the Slavonic Concert in Prešov, the 490th anniversary. We mainly relied on 
foreign references, represented mainly by the professional and scientific works 
by Hermann Abert, Martin Gecko, Konrad Küster, Johannes Schilling and other 
German music scholars and historians as well as theologians. In most cases, the 
contributions were published in the years 2016 and 2017. In our research we rely 
primarily on the historical, comparative and analytical-synthetic method. Martin 
Luther made the composition of his church songs in his mature age of a four-
week-old composer that is reflected in their literary, theological and musical 
qualities, with the emphasis of the unity of word and music. This phenomenon 
makes them a successful direct pillar of Protestant music, and not only 
Protestant, of music composers. 
 
2. Luther and Music 
     Reformer Dr. Martin Luther (1483 – 1546) is one of the most prominent 
personalities who have deeply affected the development of European civilisation 
in several areas of its spiritual life. His reformist efforts to transform the church 
and the overall social and political life include influencing the world of music as 
a powerful means of promoting reformation. He had loved music since his early 
youth and school time: At the Latin schools that he attended in his childhood in 
the years from 1485 to 1496 Mansfeld, in 1497 Magdeburg School of 
Dormitory, and from 1498 to 1501 at the Eisenach Parish school where the 
classes began and ended with singing which was largely influenced by Luther´s 
life and its relationship to music. In addition to the fact that singing was an 
integral part of the educational process in these schools, M. Luther was also a 
choir singer of local churches in these cities. He studied musical-theoretical and 
practical education at the University of Erfurt, where there he studied seven 
artistic disciplines: arithmetic, geometry, music, astronomy, rhetoric, dialectics 
and grammar in the years from 1501 to 1505. He graduated as Magistrem 
Artium. The music was studied from the theoretical works of French musician, 
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mathematician and astronomer Johannes (Jean) de Muris (1290 – 1351), as well 
as from the tract of St. Augustine (354 – 430) De musica (Geck, 2017). M. 
Luther was a great lutnist and singer, he also played diagonal flute (Schilling, 
2017), and his love for music can be characterised by the phrase – “I love 
music” (Schilling, 2008).  
     His most significant expression of his relationship to music, according to 
which his whole life was governed, is rather extensive poem Madamme Musica 
in which he accurately characterises all the features of music, its mission, divine 
origin, and a positive impact on man. We should remember that in the field of 
music his advisor was an excellent composer Johann Walter (1496 – 1570). And 
we also have to remember the fact that his reformist co-operator Philipp 
Melanchthon (1497 – 1560) was very well educated in the field of music too. 
The remarkable phenomena of his life is the fact that in his household there had 
constantly played music, as was evidenced by many paintings by Lucas Cranach 
the Elder (1472 – 1553) who was his personal painter. From the contemporary 
composers M. Luther was very fond of Josqiun Desprez (1440 – 1521), whom 
he depicted in the following very positive way: “Er ist der Noten Meister, die 
die müssen machen, wie er gewollt die dieren Sangmeistermüssen machen, wie 
es die Noten haben woollen” (Rößler, 2015, pp. 45 – 46). (He is the only 
composer who perfectly manages the music, and with other composers they do 
what they want). Since 1525, Martin Luther co-operated with Johann Walter in 
the field of music. This co-operation resulted in very fruitful results which 
influenced significantly the development of German Protestant music and 
musical culture that culminated in the composer´s work by Johann Sebastian 
Bach (1685-1750) and in the theoretical works by Johann Mattheson (1681-
1764). 
 
3. Luther as the Author of Songs 
        Dr. Martin Luther was a composer and poet already in the 1520s of the 16th 
century. It is a period in his life, when he stabilised his reformational thinking 
and began to think of the part of music during worship. He is the author of 38 
preserved songs, with the presumption that he wrote probably 45 songs. Out of 
these 38 songs, there are at least 20 songs with music that he composed. He also 
knew the rules of the composition (Rößler, 2015). It should be noted, however, 
that Johann Walter, was his literary adviser for musical matters within the 
framework of the ongoing reformation, and he strongly supported him in 
composing his own songs. In his songs, M. Luther emphasised one important, 
proclaimed rule, the unity of the word and the music. He has made it to such 
perfection that his songs have the role of preaching (Rößler, 2015). This is also 
due to the fact that his songs are rich in the extent of the textual side, they 
contain from 7 to 15 strophes of poetic text. In his songs, M. Luther respects the 
tradition of German church from the beginning of the 16th century, which had 
mostly short stanzas and resembled prayers. The lyrics of individual songs 
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suggest that their author spent a lot of time in every day prayer (Geck, 2017). 
The melodic aspect of his songs was influenced by Gregorian choral as well as 
the old Latin melodies (Rößler, 2015). Not less interesting is the fact that 
singers, wandering singers and students have worked for him. M. Luther used 
almost exclusively homophony in his songs, except for his only composition – 
motet entitled Ich werde nicht sterben, sondern leben und des Herrn Werke 
verkündigen (Geck, 2017. His texts were inspired by psalms, he either quoted 
them directly, or by his own theological vision. As an example, we can mention 
his most famous song, The Fortified Castle, which was inspired by Psalm no. 46 
that Luther modified according to his artistic and spiritual imagination.   
        Concerning the musicising of the psalm texts, Luther is a composer who 
has made into music a great deal of psalms, and he is the first to be considered 
an author of this spiritual wisdom and poetic beauty. In his work he also used 
modified texts of the songs of the earlier development of the Church song – the 
Ambrosian chorale or the ballads of minstrels. They include, his first preserved 
song Nun komm, der Heiden Heiland (Come, you Redemption of Pagans), 
dedicated to the 1st Advent Sunday. However, we do not feel these remote text 
relationships when we read the text, he can translate them into his own poetic 
speech. It means that even from the old texts he was able to create the most up-
to-date lyrics. An important perception of Patrice Veit, with whom we fully 
agree, is the fact that the Bible is the most important partner of songs written by 
Luther. It was conditioned by the fact that Martin Luther grew up on the Holy 
Bible that guided him throughout his life, and he was his most important 
interpreter. 
 
4. The Origin of Lutheran Songs  
        Luther began writing his first songs at the end of 1523 and at the beginning 
of 1524. For the first time, Nun komm, der Heiden Heiland (Come, you 
Redemption of Pagans), was the first of his songs, but according to recent 
research, the first publicly known song is Ein neues Lied wir heben an (Geck, 
2017) in 1523, by which he “responded in the style of minessängres in the form 
of a rhymed ballad to burning of the two reformation orientated Augustinian 
monks in Brussels on July 1, 1523” (Predmerská-Zúriková, 2017, p. 16). 
Regarding the chronology of Lutheran songs, Anna Predmerska-Zúriková (2017, 
p. 16) states: “The earliest church song by Martin Luther, which began his 
musical-reforming efforts, is his song Nun freut euch lieben Christeng´mein from 
1523”. Similarly, Martin Geck (2017, pp. 32-33) came to similar conclusion 
when he wrote about the song the following: “Nun freut euch lieben 
Christeng´mein, included in his writings like follows: „Um dieses älteste unter 
den bis heute viel gesungenen Luther-Liedern ranken sich einige 
charakteristische Geschichten.“(“Several characteristic stories are linked to this 
oldest songs written by Luther and have been so far performed a lot.”). From 
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aforementioned it is clear that the first song written by Luther was Nun freut euch 
lieben Christeng´mein.  
      Michael Praetorius writes about this song in his theoretical work Syntagma 
musicum I of the year 1615 as of a golden German song (Geck, 2017). The most 
famous song, which became a hymn to Protestants around the world, Ein feste 
Burg (The Fortified Castle) was founded in 1527. In addition to the songs that 
were published separately by the end of 1523, four songs were produced in the 
Achtliederbuch (Book of Eight Songs) in Nuremberg at Jobst Gutknecht. 
Geystliche(n) Gesangk Buchleyn – the first collection of songs was published by 
Josef Kluga in 1524 in Wittenberg (Predmerská-Zúriková, 2017). The collection 
contains 24 songs, including 5 Latin Hymns and 8 Wittenbert Fight Songs (Veit, 
1986). All the works from this edition have not been preserved. The second 
unaltered edition of the following year 1525 has been preserved, which was 
published in Worms (Predmerska-Zúriková, 2017). The year 1524 was 
extremely successful for M. Luther when it came to publishing his songs 
because they were published in three different collections: Geystliche Gesangk 
Buchleyn (Ecclesiastical Songbook, Wittenberg), Erfurter Enchiridien (Erfurt 
Handy Book, Erfurt), Achtliederbuch (Songbook of Eight Songs, Nuremberg). 
There were 24 songs in these songbooks. In fact, these songbooks began the 
reformation in the field of church songs and church music at all. 
        Other songs were released later in 1526, 1527, 1529, 1535, 1539, 1541, 
1543 and the last in 1545. All these editions were published by Joseph Kluga. 
An important aspect of the release of songbooks with the songs written by 
Martin Luther is the fact that he writes an introduction to them, what makes 
them an important source of information about his opinions of music. In 
addition to these songbooks, Luther´s songs were released between 1524 and 
1545 in another 120 songbooks (Veit, 1986), which shows how popular and 
significant they were in the formation of the Protestant ecclesiastical song. 
Protestant ecclesiastical song becomes the real spiritual support of the 
Reformation. Veit (1986) mentions that 1487 songs were created over the past 
20 years. 

Taxonomy of Lutheran Songs 
It is said that Martin Luther worked very systematically on writing his songs and 
24 songs in the years 1523 to 1524. These songs can be arranged in a concise 
systematic way (Geck, 2017, p. 62): 
• „Psalm songs; 
• Songs to Catechism – there are 10 prayers, Credo, Songs to the Supper of the 
Lord; 
• Songs to the Church Year – Advent, Christmas, Revelation of the Lord, 
Easter, Pentecost and Trinity.” 
      In principle Martin Luther did care somuch about the promotion and creation 
of a German songbook, but rather about creation of a reform of liturgy based on 
church songs. They become their main musical support and thus acquire a 
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decisive liturgical position. The systematic arrangement of the songs according 
to the church year gives the basis for the development of German Protestant 
church music that adopts this system, while it culminates in the work of the late 
Baroque composers Johann Sebastian Bach (1685-1750), Georg Philippe 
Telemann (1681-1767) and Christophe Graupner (1683-1760). These are the 
composers in the work of whom the influences of Luther´s ideas culminate in 
music and in the connection of theology and music. 

Lyrics of Lutheran Songs 
The texts written by Luther fulfill the role of artistic text and at the same time 
have a purposeful function. They have several meanings (Geck, 2017): 
 Inform of the novelty in the Church;  
 Present reformational teaching; 
 Teach children the foundations of Christian life, which is an extremly 
important didactic function, while, some of his songs M. Luther refers to as 
children´s songs; 
 Consodilate the community of believers; 
 It is difficult for contemporary poets to understand that despite these practical 
purposes these poems have lost none of their artistic function.  
      It is interesting that some open attacks against the Pope and against the 
Turks appear in several songs written by Luther. However, later these lyrics are 
reworked and the attacks moderated, for example in the song Vom Himmel Hoch 
(Geck, 2017). At present, all songs are transcribed into modern German, both 
their grammar and syntax. In the analysis of songs written by Luther their 
original text has to be taken into account and in particular, the affective 
relationship of the word and the music. This means that it is necessary to go 
back to the original editions of these songs. The beauty of the songs written by 
Luther is mostly seen when they are performed within the community of 
believers. The poet and master singer Hans Sachs (1494-1576) named M. Luther 
“a nightingale from Wittenberg”. And when mentioning the value of songs by 
Martin Luther, German romantic poet, Heinrich Heine called Luther “the 
Marseillais Castle Fortified of the reformation, which has lost nothing of its 
enthusiastic power” (Geck, 2017, p. 83).  
     Initially, his songs were referred to as spiritual songs or German songs; the 
term chorale began to be used only from the end of the 17th century. M. Luther 
had a number of followers in the writing of chorales, such as Nikolas Herman, 
Philipp Nicolai (1556-1608), Paul Gerhardt (1607-1676) – the most prolific 
author of Luther, Matthias Claudius and others. 

Musical Aspect of Lutheran Songs 
      Luther has made considerable efforts to the choice of the right tone chord 
which should be based on the nature of the text. It gives the evidence of his 
control of affect theory in close co-operation with musical rhetoric. Luther is 
one of the key personalities of the development of musical poetics in German 
music in the 16th – 18th centuries. This generation of German Protestant 
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composers has made a significant contribution to this principle, culminating in 
late Baroque composers, led by Johann Sebastian Bach, Georg Philipp 
Telemann and Christoph Graupner. The distinctive feature of Lutheran songs is 
their composition on the principle of the unity of word and music, by which they 
gained theological and musical unity and grip. Because of this feature, they lose 
nothing from their value as the time passes, especially verbal value, and we still 
find it also in the works of contemporary singers. An insignificant sign of their 
high value is the fact that, to the present they are significant source of inspiration 
for contemporary composers as well as musicologists and theologians who 
constantly study and explore them. Martin Luther during composing his songs 
paid attention to their inner form. Despite retaining the older form of the bar 
form in the form of a a b bar, he emphasised the internal logic of their 
composition with obvious mathematical influences. It was based on the then-
well-known thesis that included music in scientific disciplines. 

Typology of Lutheran Songs According to Patrice Veit 
     An excellent expert of Lutheran songs, Patrice Veit has divided his songs 
according to their character into several categories with which we fully agree. 
According to him, they have the following character: 
• Prayers – the fact that songs have the character of prayer was emphasised by 
M. Luther himself. 
• Catechism – there is no need to differentiate very much between prayer and 
catechism, for in M. Luther, prayer has often got catechistic dimension that can 
is seen for example in the song Wyr gleuben all an eynem Gott, 
• Recognition songs – which have great power to promote faith, an example is 
the song Ein feste Burg, 
• And finally liturgical function (Veit, 1986). 
In the songs written by Luther there is quite an interesting fact that God in the 
sense of his triune is the focus of attention in his 29 songs, while he further 
specifies them (Veit, 1986, p. 81): 
• Christ – in 13 songs, 
• God the Father – in 9 songs, 
• St. Ghost – in 3 songs, 
• St. Trinity – in 4 songs. 
      This review is the evidence of Luther´s deep humiliation and belief, which is 
also fully transmitted to the faithful community during singing his songs in 
worship or in intimate domestic contemplation. 
 
5. Lutheran Chorale in the Works of Other Composers 
     Lutheran chorales were compiled by the composers of the musical past as 
well as the 19th and 20th centuries. In the 16th to 17th centuries about 10.000 
songs were created which were influenced by Luther (Passion, Cantatas, Vocals, 
Instrumental and Organ Compositions). The attention was given to the German 
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Baroque composers Samuel Scheidt (1587-1654), Johann Eccard (1553-1611), 
Johann Hermann Schein (1586-1630), Michael Praetorius (1571-1621), Dietrich 
Buxtehude (1637-1707), and Heinrich Schütz (1585 – 1672). The composition 
of chorales by Luther is in Johann Sebastian Bach´s work, which produced 30 of 
his songs. In Bach´s concept, however, it is not only a musical treatment of 
chorales by Luther in a new sound form, but their application is made in the 
compositions by Bach of unity of theology and music, in the sense that a great 
reformer declared in a letter addressed to the court composer Ludwig Senfl in 
Munich in 1530. 
      Among the composers of the 19th century, a significant place in the 
processing of Lutheran chorales belongs to Felix Mendelssohn-Bartholdy (1809-
1847). His Symphony no. 5 in D major Reformational, Op. 107 (1830), with the 
“The Fortified Castle”, belongs to the peak works of its kind. The same song 
was also inspired by a remarkable composer from the turn of the 19th and 20th 
century by Max Reger (1873-1916). The compilation of Lutheran chorales 
attracts composers of the second half of the 20th century, as evidenced by the 
works of German composers, members of various generations, Thomas 
Jennefelt (* 1954), Volker Jaekel (* 1965) and Jonathan R. Brell (1987). This is 
evidenced by the constant theological and spiritual life of Lutheran chorale and 
their extraordinary power of silence even in the current turbulent times. 

Lutheran Chorale in Slovakia 
      Songs by Luther were the part of every Protestant songbook, based on the 
needs of Protestant worshippers in Slovakia. It was like that in the legendary 
Cithara sanctorum by Juraj Tranovský (1592 – 1637), which was published for 
the first time in Levoča in 1636. Songs by Luther were also engaged in the 
Protestant songbook from 1868, written in Slovakian Czeck language and 
contains 17 songs by Luther (Predmerska-Zúriková, 2017). In the first Slovak 
Protestant songbook from 1992 there were included 15 songs by Luther. The 
songbook congains a total of 700 songs. 
       The song The Fortified Castle composed by Martin Luther was the source 
of in spiration also for the works of Slovak composers of artificial music. 
Roman Berger (* 1931) uses this most famous Lutheran chorale in his song 
from 1997 – EXODUS III. (PSALMUS) for organ. Similarly, Víťazoslav 
Kubička (* 1953) took as a source of inspiration this official Protestant anthem 
in a homonymous spiritual opera The Fortified Castle, which was made in 2016 
on the occasion of the 500th anniversary of the Reformation. Lutheran chorale 
frames the story of opera, at the beginning it is instrumental performance of the 
solo violoncello and the organ and it is concluded in all its hymnic beauty which 
is performed by chorus, soloists and instrumentalists. The celebratory premiere 
of the opera was on the day of the 500th anniversary of the Reformation with the 
Slovak Radio Symphonic Orchestra conducted by Adrian Kokoš on October 
31st, 2017 in the historical building of the Slovak National Theatre in Bratislava. 
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       In the pre-premiere, the opera was performed in chamber performance of 
piano and violoncello on July 7th, 2017 in the church in Kežmarok, on July 9th, 
2017 in the sports´ hall in Prešov, on July 25th, 2017 in Modra and on September 
10th, 2017 in Necpaly. It is an opera that approaches the spiritual world of 
Martin Luther and its transformation to world famous historic event. The 
dramaturgic center of the opera based on Lutheran chorale highlighted the 
theological and spiritual fullness of his music. 
 
6. Conclusions 
       Through the history of world civilisation we meet in the personality of Dr. 
Martin Luther not only a man who has changed not only the course of a human 
history, but also the development of European music. His spiritual songs, 
entitled as chorales since 17th century, have affected the spiritual world of a 
common man. They approached the magic of singing, and through that they 
made a direct contact with the Providence of God. Even in this fact we can see 
how popular Lutheran songs were and this popularity has lasted until the present 
time, because we can find them in present-day Protestant songbook in Slovakia. 
By emphasising the fondness and significance of Lutheran songs in 
contemporary church life, we have succeeded in meeting the main goal of our 
study. Philipp Melachthon and Martin Luther, put a special emphasis on the 
emotional power of music, which they highlighted in the preface to individual 
songs. They became the founders of the importance of using the theory of 
affection in German music of the 16th to 18th century, and in close cooperation 
with the musical rhetoric it became the basis of the poetics of German Baroque 
music. It is not without interest that the next generation of composers, regardless 
of the confessions, drew largely from the inexhaustible inspirational well of the 
German Baroque composers. Other interesting fact is that Lutheran chorale is 
still the great source of inspiration for European composers, including the 
youngest contemporary generation. 
      The interconnectedness of music and theology, so much proclaimed by M. 
Luther, found its culmination not only in the German Late Baroque music of the 
first half of the 18th century but also in the 20th century music. Especially the 
second half of the 20th century is characterised by the tendency of composers to 
spiritual or even church music. It is interesting that European composers have a 
membership in a particular confession and their creation serves a single basic 
idea and mission – the celebration of the Providence of God. Oliver Messien or 
Arvo Pärt are contemporary composers who made songs with this theme in 
Europe. In Slovakia, the celebration of the Providence of God is largely included 
in the songs by Romer Berger, Víťazoslav Kubička, and by Pavel Krška (* 
1949). It is undisputable fact that Lutheran have gained over-professional 
significance and have a durable place not only in liturgical ceremonies, but by 
their spiritual message and extraordinary artistic quality, they help men to reach 
their spiritual balance. 
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3. MUSIC CALLING FOR SOCIAL TRANSFORMATION:  SOME 
REFLECTIONS ON POULENC’S SURREALIST WORK LE BAL 

MASQUÉ 
Rossella Marisi3 

 
Abstract: Grounding on Marx’s and Freud’s theories, Surrealists sought the liberation of the 
individual and the transformation of society. With this aim they brought together usual 
objects in unusual combinations, surprising the audience and giving them the opportunity to 
perceive reality with different eyes. This study reflects on a character of Jacob’s and 
Poulenc’s Le bal masqué, Mademoiselle Malvina, presented as epitome of the bourgeoisie 
and described in both text and music as duplicitous and superficial. 
Key words: Surrealism, Breton, revolution, Mademoiselle Malvina, cantata 
 
1. Surrealism  as an artistic movement 
       Some years after the start of the Dada movement in 1915, which refused 
traditional Western values and organized “antiartistic”, shocking and provoking 
representations, André Breton and other intellectuals criticized Dada events as 
futile, and lacking revolutionary efficacy, being about to become 
institutionalized. Instead, these critics suggested to organize different, more 
incisive forms of socio-political and artistic dissent. The new movement was 
launched in 1924: Breton wrote and published the first Manifeste du 
surrealisme, which engaged in a critical and even polemical history of Dadaism, 
proclaiming Surrealism to be Dadaism’s legitimate successor (Puchner 2006). 
In his 1924 Manifeste, Breton outlined Surrealism’s commitment in the 
following way:  “I believe in the future resolution of these two states of dream 
and reality, seemingly contradictory, into a kind of absolute reality, a surreality” 
(Breton 1924).  Combining Rimbaud’s recommendation to “change life,” 
Marx’s  solicitation to  “transform the world,” and Freud’s interest in the 
unconscious, Surrealism sought the liberation of the individual and the 
transformation of society. 
      In 1929 Walter Benjamin so evaluated the movement: “Since Bakunin, 
Europe has lacked a radical concept of freedom. The Surrealists have one. They 
are the first to liquidate the sclerotic liberal-moral-humanistic ideal of freedom, 
because they are convinced that [here Benjamin quotes André Breton] 
“mankind’s struggle for liberation in its simplest revolutionary form (which is, 
nevertheless, liberation in every aspect) remains the only cause worth serving” 
(Benjamin 1999, 215) The definitions of Surrealism and its followers given by 
some artists capture the core characteristics of the movement: the Czech 
surrealist painter Toyen described Surrealists as “a community of ethical views”, 
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putting in relief that the participants in this movement shared a common moral 
basis refusing to conform to traditional standards; another surrealist painter, 
André Masson, called Surrealism “the collective experience of individualism”, 
and poet Antonin Artaud defined it “a new kind of magic” (Rosemont and 
Kelley 2009, 2). In 1929 Breton qualified Surrealism as the quest for “a certain 
mental point where life and death, the real and the imaginary, the past and the 
future, the communicable and the uncommunicable, high and low, cease to be 
perceived as contradictory” (La Révolution Surréaliste  1929). 
      Grounding on this definition, David Gascoyne, the cofounder of the 
Surrealist Group in England in 1936, put in relief that: “It is the avowed aim of 
the surrealist movement to reduce and finally to dispose altogether of the 
flagrant contradictions that exist between dream and waking life, the ‘unreal’ 
and the ‘real’, the unconscious and the conscious, and thus to make what has 
hitherto been regarded as the special domain of poets, the acknowledged 
common property of all. So far as the Surrealists themselves are either writers or 
painters, it is also at the same time their aim to extend indefinitely the limits of 
‘literature’ and ‘art’ by continually tending to do away with the barrier that 
separates the contents of the printed page or of the picture-frame from the world 
of real life and  of action. (…) Surrealism, profiting from the discoveries of 
Freud, has conceived poetry as being, (…) a perpetual functioning of the psyche, 
a perpetual flow of irrational thought in the form of images taking place in every 
human mind and a universally valid attitude to experience, a possible mode of 
living. (…) When it is said that the aim of Surrealism is to break down the 
barrier separating dream (“poetry”) from reality, the irrational from the rational 
that is also to say that its aim is to make this ‘sole fact of specialists’ familiar to 
everyone.” (Gascoyne 1970, x-xi)  
     Gascoyne’s view highlights that an important social aim of Surrealism was to 
make the masses leading their own life and making autonomous choices, 
experiencing reality in an active way, enjoying  its diverse aspects also from an 
artistic and not just functional  point of view. Surrealism proposed a 
unconventional concept of beauty: in his work Chants de Maldoror the French 
poet Lautréamont explained Surrealism’s aesthetics by means of the following 
comparison, “Beautiful (…) as the chance encounter on a dissecting table of a 
sewing machine and an umbrella” (Lautréamont 1953, 327), implying that the 
principle of surrealist art was to enhance the audience’s awareness of the 
fragmentation of reality, by juxtaposing heterogeneous elements, as collage 
artists usually do. 
      Also according to the French poet Louis Aragon the merveilleux, the 
insolite, can be found even in a familiar environment, and therefore each 
experience may combine or alternate the familiar and the strange, the here and 
the elsewhere (Aragon 1987). In this way Surrealists  proposed an aesthetics 
alluding to or provoking doubt and anxiety, at odds with the conventions of the 
traditional Western aesthetics. In these artists’ view, bringing together usual 
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objects in unusual combinations can surprise the public, stimulating it to see 
reality with different eyes. In a similar way, Surrealists aspired to persuade the 
audience to become aware of their socio-political conditions by considering the 
contradictions of the society they lived in with more far-seeing eyes. Through 
their works, Surrealists intended to reconcile artistic freedom and ideological 
commitment aimed at the revolutionary transformation of both, the individual 
and society at large, as alluded to in Artaud’s sentence “We are the specialists of 
revolt” (Artaud 1925). 
      In 1938 Breton and Diego Rivera, with the collaboration of Lev Trotsky, 
published the manifesto titled Pour un art révolutionnaire indépendant,  
severely criticizing bourgeois ideology and vice-versa fighting for the freedom 
of artistic activity, which they considered as being inextricably connected to 
social equity and political freedom:  “What we want: the independence of art—
for the revolution; the revolution—for the definitive liberation of art” (Breton 
and Rivera 2014).  In sum, through all their philosophical, political, and artistic 
activities Surrealists endeavored to propitiate a radical transformation of both 
the individual and society.  
 
2. Surrealism in music 
       Initially, Surrealists believed that their innovative artistic theories could be 
applied only to poetry, visual arts, and films, neglecting music. Instead, since 
they referred to Freud’s studies, they could have applied his theory also to music 
from the beginning: in fact, music pieces lack an objective meaning, can be 
linked to a variety of feelings, words and mental pictures, depending on the 
values, mood and past experiences of the listeners, and can therefore lead the 
latter to combine consciousness and the unconscious, surpassing the distinctions 
between the real and the imaginary. Moreover, both in music and in poetry and 
visual arts, the autor can use improvisation and unexpected juxtapositions. In 
fact Max Paddison describes  surrealist music as "juxtapos[ing] its historically 
devalued fragments in a montage-like manner which enables them to yield up 
new meanings within a new aesthetic unity" (Paddison 1993, 90) According to 
Lloyd Whitesell, “surrealist composing makes use of devalued means, it uses 
these as devalued means, and wins its form from the 'scandal' produced when 
the dead suddenly spring up among the living" (Whitesell 2004, 107). In the 
1920s several composers were influenced by artists belonging to the surrealist 
movement: among them were  Erik Satie, who composed the score for the 
ballet Parade, leading Guillaume Apollinaire to coin the 
term surrealism (Calkins 2010), and George Antheil.   
 
3. Surrealist traits in Poulenc’s Cantata Le Bal Masqué 
      Francis Poulenc demonstrated a profound interest in twentieth century art, 
where Surrealism was establishing itself. Being an enthusiastic estimator of 
painting, he composed Le travail du peintre, setting seven poems by Eluard, 

https://en.wikipedia.org/wiki/Aesthetic
https://en.wikipedia.org/wiki/Surrealist_music#CITEREFPaddison1993
https://en.wikipedia.org/wiki/Surrealist_music#CITEREFWhitesell2004
https://en.wikipedia.org/wiki/Erik_Satie
https://en.wikipedia.org/wiki/Parade_(ballet)
https://en.wikipedia.org/wiki/Guillaume_Apollinaire
https://en.wikipedia.org/wiki/Surrealist_music#CITEREFCalkins2010
https://en.wikipedia.org/wiki/George_Antheil
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each of which is dedicated to a different painter incorporating surrealist ideas 
into his work: Pablo Picasso, Marc Chagall, Georges Braque, Juan Gris, Paul 
Klee, Joan Miro, and Jacques Villon. Referring to this work, Poulenc affirmed 
that he was convinced it would stimulate him to “paint musically” (Poulenc 
1985, 101). Furthermore, Poulenc’s link to the Surrealists’ views became even 
more intense as he set a number of surrealist poems in music, composing the 
opera Les Mamelles de Tiresias, based on a play by Apollinaire, three choral 
works, many songs and the Cantate profane Le bal masqué. It is interesting to 
notice that  Poulenc commented the connection between surrealist texts and his 
music with these words “One thing that is for certain is that if you  like 
Apollinaire, Eluard, Aragon, Loulou etc… you will inevitably find me” 
(Poulenc 1985, 571) 
       In these works  Poulenc displays an extraordinary sensibility to the 
subtleties of complex  surrealist poems, so that the French music critic Claude 
Rostand even suggested that Poulenc's settings could help in explaining their 
cryptic metaphors: "Those who have never completely understood the poetry of 
Max Jacob, Jean Cocteau, Louise de Vilmorin, Guillaume Apollinaire and Paul 
Eluard should turn to Poulenc: it is in his mélodies that they will solve all the 
mysteries” (Deeter and Peavler 2014, 9). Le bal masqué is a cantate profane for 
baritone or mezzo-soprano and a chamber orchestra ensemble comprising oboe, 
clarinet, bassoon, cornet, percussion, piano, violin, and cello. The lyrics are 
taken from Max Jacob’s anthology Laboratoire Central, published in 1921, and 
Poulenc remembered “I was spoiled for choice in all Max Jacob's clownish 
works” (Machart 1995, 78) 
     The work was dedicated to the Vicomte and Vicomtesse de Noailles, and its 
premiere as spectacle concert at the Hyères theater on 20 April 1932 was 
conducted by Roger Désormière, with Poulenc at the piano and the baritone 
Gilbert-Moryn as vocalist (Schmidt 2001). During the period spanning from the 
nineteenth to the early twentieth century famous French composers usually did 
not write Cantatas, one of the reasons perhaps being linked to the Prix de Rome 
competition. In the final stage of this competition, the selected musicians were 
expected to compose an operatic scene or a cantata, and, in order to meet the 
strict criteria of the examination board, the candidates very often wrote works of 
uninspired academicism. For this reason, when composers could choose 
autonomously the music genre they wanted, they abstained from writing 
cantatas, considering this genre as limiting their artistic freedom (Marco 1980, 
63). However, adhering to surrealist principles, Poulenc’s Cantata is surprisingly 
anti-academic. 
        The title of the work alludes to a masquerade ball, an event associated with 
the tradition of the Venetian Carnival, which the participants attend in costume 
wearing a mask. The purpose of costumes and masks was to hide the identity of 
the participants, allowing them to voice their opinions and emotions without 
fearing social disapproval. For this reason, masquerade balls could be 
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considered as opportunities for social experimentation, where elites could 
experience a temporary liberty from strict social rules (Kates 1995).  Moreover, 
as the inclusion of a masquerade ball in the plot stimulated the story-teller’s 
creativity, it became a favourite topic in literary, theatrical and music theatre’s 
works, as shown, among others, in Jean Paul's novel Flegeljahre, Hermann 
Hesse’s novel Der Steppenwolf, William Shakespeare’s tragedy Romeo and 
Juliet, and Giuseppe Verdi’s opera Un ballo in maschera. In Le bal masqué 
Poulenc selected both texts and music with great attention. He chose poems 
featuring remarkable visual imagery and combining perturbing and farcical 
elements, and set them to music applying surrealist techniques: he used familiar 
constructs, but presented them in completely unusual contexts, disconcerting the 
listeners and making them laugh. In effect, Poulenc wrote about this work 
“Above all Jacob and I wanted the listener to laugh from surprise, perhaps even 
from shock, rather to smile ironically, tight-lipped, or even with an air of 
‘superiority’, a gesture so characteristic of lovers of refined art” (Poulenc 1935, 
25). 
 
4. Mademoiselle Malvina 
       This character appears in the third movement of the Cantata, and is 
described as follows: 
Voilà qui j'espère vous effraie  
Mademoiselle Malvina ne quitte plus son éventail  
Depuis qu'elle est morte.  
Son gant gris perle est étoilé d'or.  
Elle se tirebouchonne comme une valse tzigane  
Elle vient mourir d'amour à ta porte  
Près du grès où l'on met les cannes.  
Disons qu'elle est morte du diabète  
Morte du gros parfum qui lui penchait le cou.  
Oh! l'honnête animal! si chaste et si peu fou!  
Moins gourmet que gourmande elle était de sang-lourd  
Agrégé ès lettres et chargée de cours  
C'était en chapeau haut qu'on lui faisait la cour  
Or, on ne l'aurait eue qu'à la méthode hussarde  
Malvina, ô fantôme, que Dieu te garde! 
     After a fanfare-like beginning, which leaves the listener in suspense due to 
the lack of a clear sense of tonality, the vocalist sings the first line of the poem 
twice, while the chamber orchestra comments with percussive Stravinskian 
string gestures. 

 
Poulenc, Le bal masqué, Malvina, measures 5-8 
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       Line 2 of the poem introduces the character of Mademoiselle Malvina, 
presented by means of a static vocal line which has a contrasting effect towards 
the pulsating  accompaniment.  

 
Poulenc, Le bal masqué, Malvina, measures 9-14 

 
        The composer seems to allude at a dissociation between how Malvina 
wishes to appear and how she really is. The dissociation persists in the next 
lines: some lines allude to an elegant (line 2: son éventail, line 4: son gant gris 
perle est étoilé d’or, line 9: parfum), lively  woman (line 5: Elle se 
tirebouchonne comme une valse tzigane), rich in moral qualities (line 10: 
l'honnête, chaste, peu fou), well-educated and cultured (line 12: Agrégé ès 
lettres et chargée de cours; line 13: C'était en chapeau haut qu'on lui faisait la 
cour). However, the music accompanying these words appears to be inconsistent 
with the text, and leads to suspect that what has been affirmed does not meet 
reality. For instance, the music setting line 5 Elle se tirebouchonne comme une 
valse tzigane is not a waltz in a simple triple time, and the vocal line  is quite 
static.  

 
Poulenc, Le bal masqué, Malvina, measures 20-23 

 
      Moreover, some lines include ridiculous particulars (line 9: (elle est) Morte 
du gros parfum qui lui penchait le cou; line 11: Moins gourmet que gourmande), 
or prosaic details (line 3: depuis qu'elle est morte; line 7: Près du grès où l'on 
met les cannes; line 10: elle est morte du diabète; line 11: elle était de sang-
lourd), which are often highlighted by means of harsh chords performed sff. The 
unique passage in which the vocalist’s part has a quasi-operatic character is on 
line 15, setting the exclamation Malvina oh Fantôme, which is the culminating 
moment of this movement.  It is interesting to notice that this heavily passionate 
outburst recalls Des Grieux's aria Ah fuyez douce image in the third act of 
Massenet's Manon. However, consistently with the surrealist aesthetics, Poulenc 
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estranges the passage by prolonging the descending motion and using different 
rhythmic combinations.  

 
Poulenc, Le bal masqué, Malvina, measures 54-56: the passage recalls an aria by Massenet 

 
       From the examples above we can deduce that Jacob and Poulenc wished to 
highlight the contrast between the exterior aspect and the inner reality of the 
bourgeois Malvina, showing her duplicity and lack of political ideals and social 
conscience, and leading in this way the audience to assume a critical stance 
towards the whole bourgeois society. Both text and music show adherence to 
surrealist aesthetics, expressing the poet’s and musician’s socio-political views 
very clearly. In particular, Poulenc follows the principles established by 
Surrealism also by means of frequent meter changes, and bringing together 
heterogeneous elements, such as  satirical and lyrical fragments either adhering 
to the text or being at odds with it. 
 
5. Conclusions 
      Surrealism called for revolt against the predetermined rules of the bourgeois 
society, and used art products to lead the audience to assume a different socio-
political perspective. Surrealists conceived works of art as embodying the 
principle of freedom, helping listeners to regain their independence of judgment 
by looking at reality with sharper eyes and promote concrete action in the socio-
political realm. Under a farcical surface, Le bal masqué by Jacob and Poulenc, 
conveys an important message, inciting listeners to gain socio-political 
awareness and commit to the transformation of bourgeois society. 
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4. CHOOSE MUSIC! A CONSULTING AND TRAINING STRATEGY 

FOR ADMISSION TO HIGHER EDUCATION IN MUSIC  
 

Luminiţa Duţică4 
                                                             

Abstract: The educational project CHOOSE MUSIC!, subtitled "for counselling and training 
for admission to higher education in music", was created many years ago, at the initiative of 
Prof. Univ. PhD. Luminiţa Duţică, with the main purpose of creating a bridge between the 
pre-university and academic musical education (through pupils - students, pupils - university 
professors, etc.). Another special objective was to promote the image and opportunities 
existing at "George Enescu" National University of Arts of Iași. In this respect, inter-
institutional partnerships were established between the Faculty of Interpretation, 
Composition and Theoretical Music Studies within "George Enescu" National University of 
Arts of Iași and numerous art high schools/colleges, especially from the regions of Moldavia 
(Suceava, Botoșani, Bacău , Piatra-Neamț, Iași, Bârlad and Galați). In this study we will go 
into more detailed aspects related to teaching and art activities made for this purpose, diverse 
and attractive, evidenced by: demonstration lessons of Music theory, Classical composition / 
jazz – easy listening, Musicology, Choral/Orchestral Conducting, MasterClass for aspects 
regarding the perception and graphic representation of the sounds, as well as the specific 
musical skills training (held by professors Luminiţa and Gheorghe Duţică), to which 
educational concerts, book launches, special meetings with teachers from the pre-university 
education, additional training with students for admission to the academic musical education 
in Iași (especially in the contest subject called Theory - Solfeggio –Melodic Dictation.  
Key words: educational project, teaching strategies, MasterClass, Music theory, concert  
 
1. Introduction   
        The instructive-educational process in Romanian education knows even 
since the beginning a clear structure on age and learning levels, from pre-school 
education to higher education - undergraduate and graduate. Thus, the 
requirements of an efficient, continuous and dynamic education provide for a 
close connection between these links of the institutionalized education funded 
by the Romanian state. Starting from this idea, of creating a bridge for the pre-
university cycle (high school cycle) and the university one, our project , 
suggestively named Choosing Music! - Project of counselling and training for 
admission to higher education in music was born. Initiated many years ago by 
Professors Luminiţa and Gheorghe Duţică, then representatives of two distinct 
educational institutions, "Octav Băncilă" National Art College  and "George 
Enescu" National University of Arts of Iaşi, the project had as its main goal a 
better cooperation between the teaching staff, pupils and students, materialized 

                                                
4 Professor PhD., „George Enescu” National University of Arts from Iaşi, Romania, email: 
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by a diverse range of educational and artistic activities. An important objective 
taken into account was the knowledge of the major importance of artistic and 
musical education in the development of human personality, the promotion of 
the image of the coordinating university and the attraction of candidates for 
enrolling in higher musical education in Iași. Of course, over the years our 
approach has grown in both the partnership dimension and the many aspects of 
the content of the activities that are often conducted under the guidance of Prof. 
PhD. Luminiţa Duţică, the current project director.  
 
2. Presentation of the Project Choose Music! 

Our approach is based on an inter-institutional partnership between the 
Department of Music Theory within the Faculty of Interpretation, Composition 
and Theoretical Music Studies (belonging to "George Enescu" National 
University of Arts of Iași ) and the art High Schools/Colleges of Moldavia (Iași, 
Suceava, Botoșani, Bacău, Piatra Neamţ, Galați, Bârlad), with the extension of 
the spectrum towards academic institutions with another profile. The project 
covers the following types of activities: 1. Presentation of the educational offer 
of the "George Enescu" National University of Arts of Iași - Faculty of 
Interpretation, Composition and Theoretical Music Studies; 2. Master-Classes of 
Music Theory conducted by the University's academic staff (interactive 
demonstration lessons); 3. Meetings and debates with specialised 
teachers/professors on issues related to the admission to higher musical 
education; 4. Book launches; 5. Additional free trainings with pupils, held 
within the National University of Arts; 6. Meetings with university professors 
who teach subjects at certain specializations: Classical composition and jazz 
/easy listening, choral and orchestra conducting, Musicology, Musical 
Pedagogy. Within our activities, the organization of the workshops mainly 
focuses on themes regarding new teaching strategies successfully implemented 
in teaching the course Theory and solfeggio at vocational high schools 
(specialization Music) and in the academic environment worldwide. The 
perspective impact aims to: accumulate musical and didactic experience for both 
students and teachers; the creation of opportunities for the continuation of 
musical studies at ''George Enescu'' National University of Arts of Iași; the 
decrease in the tendency to abandon musical studies after high school 
graduation, etc.  

In what follows, we intend to present the project draft and the content of 
the activities of the Master-Class held within this project by Prof. PhD. Luminita 
Duţică, focused on new methods of teaching of the subject Theory and 
solfeggio in vocational high schools, but also in the higher education 
institutions.  
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3. Content and Working Methods within the Master-Classes of Theory and 
Solfeggio  

As example, it was chosen a demonstrative lesson held at "Ciprian 
Porumbescu" National College of Suceava , lesson which was attended by the 
professors of the Department of Theory from the our University, the professors 
from the host institution and the students of the 12th  grade.  

To summarize, the approached theme was Musical Intervals, with 
reference to solving dissonances in accordance with the rigors imposed by the 
major-minor tonal-functional system. The demonstrations have been based on 
both classical and, above all, on the modern methods, of which I would like to 
mention the use of the audio-video exemplification, in PowerPoint, of fragments 
selected from the universal literature of the Baroque, Classic and Romantic 
music, that that a real cognitive and emotional  impact on the audience. These 
fragments were subsequently analysed in terms of style, consolidating in an 
efficient manner the topic of the underlying theme. Also, moments of choir 
ensemble with everyone in the room were organised, giving them the 
opportunity to interpret tonal works with polyphonic or homophone notation, of 
an inestimable stylistic value. A variety of oral tests have been added to these 
active methods – the interval, melodic, harmonic recognition; fast memorisation 
of fragments of different lengths; written tests - to detect intonational, graphic, 
rhythmic errors etc. , after the prior hearing; to fill in melodic, harmonic or 
rhythmic-melodic fragments, etc. The training of musical thinking through these 
working methods determines a logical and efficient learning of all the problems 
connected with the musical phenomenon.  

Furthermore, an emphasis was put on the use of the Self-study method, 
created years ago by Professor Iulia Bucescu for the learning of music intervals. 
In order to create a dynamic in the sequences of the Theory and Solfeggio 
lessons, it is necessary to change the vision regarding the didactic strategies. 
Thus, I insist on using examples from the universal musical literature, with 
audition and their stylistic analysis. It is particularly important to make the 
connection with the live musical practice, using the creations of brilliant 
composers such as J.S. Bach, Fr. Handel, J. Haydn, W.A. Mozart, L. van 
Beethoven, Robert Schumann, etc. Of course, the personal, didactic musical 
examples should not lack from the Music Theory classes, as they are necessary 
in order to deepen certain technical elements by repetition. In the following 
paragraphs, we outline the project draft for the lesson Music Intervals and some 
examples of the used musical sheets.  

MUSIC INTERVALS  
APPLICATIONS IN THE MAJOR-MINOR FUNCTIONAL TONAL 

SYSTEM  
CLASSIFICATION CRITERIA:  
I. ACOUSTIC-MUSICAL CRITERION  
II. STRICTLY MUSICAL CRITERION  
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I. ACOUSTIC-MUSICAL CRITERION  
I.1. FROM A QUANTITATIVE POINT OF VIEW (number of steps)  
I.2. FROM A QUALITATIVE POINT OF VIEW (no. of T and ST)  
I.3. SIMPLE AND COMPUND INTERVALS  
I.4. COMPLEMENTARY INTERVALS (from inversion)  
II. STRICTLY MUSICAL CRITERION  
II.1. MELODIC AND HARMONIC INTERVALS  
II.2. CONSONANTE AND DISONANTE INTERVALS  
II.3. ENHARMONIC INTERVALS 
II.4. DIATONIC AND CHROMATIC INTERVALS  
  
TEACHING STRATEGIES IN TRAINING THE VOCATIONAL SKILLS 
OF AUDITORY PERCEPTION, REPRESENTATIONS, INTONATION 
AND WRITING OF MUSICAL TEXTS  
I. ACOUSTIC-MUSICAL CRITERION  
a. FROM A QUANTITATIVE POINT OF VIEW (number of steps) 
b. FROM A QUALITATIVE POINT OF VIEW (no. of T and ST) 
I.1. CONSTRUCTION OF MUSICAL INTERVALS5  
a. no name of the sounds  
b. with the name of the sounds (sonorous enharmonic will also be used)  
Senses: ascending, descending, rotating around a sound point.  
  
I.2. STUDIES OF INTERVAL CONSTRUCTION:  
• SEPARATE STUDY (from simple to complex)  
• LINKED STUDY (identical quantitative and qualitative interval)  
• COMPARATIVE STUDY (identical quantitative interval, different 
qualitative interval)  
• ASSOCIATIVE STUDY (different quantitative and qualitative intervals)  
SCHEMES6: small second; the study of the triads and tetrads by arpeggios  
  
I.3. SIMPLE AND COMPOUND INTERVALS  
Construction exercises for the stringing of compound intervals 
Pedagogical Solution: Rapid Thinking and Intonation through the Simple 
Interval7 (eg, 13M without 8p). For those who do not intonate quickly 8p, 
special exercises on complex arpeggios will be done.  
• SIMPLE INTERVALS  
                                                
5 Professor Iulia Bucescu succesfully theoreticised and applied in the didactic musical practice a study method 
for intervals, chords and rhytm, published in two volumes : Teoria muzicii. Metodă de studiu autodidact 
(intervale, acorduri, ritm), Ploieşti, LiberArt Publishing House, 1994; Metodă de solfegii şi dictări melodice 
(clasele I – VIII), Bacău, C. P. E. Loreley Publishing House, 1996. 
6 Iulia Bucescu, Teoria muzicii. Metodă de studiu autodidact (intervale, acorduri, ritm), Ploieşti, LiberArt 
Publishing House, 1994; pp. 94-95 (secunda mică), pp. 104 -110 (studiul prin arpegii al trisonurilor şi 
cvartsonurilor). 
7 Luminița Duțică, Didactic Strategies for the Development of Professional Musical Hearing, Review of Artistic 
Education, no.11-12, Iași, Artes  Publishing House, 2016. 



44 
 

Simple intervals: from prime to octave  
• COMPOUND INTERVALS  
Compound intervals: ninth, decima, unodecima, duodecima, tertia decima, 
quadri decima and quinta decima.  
I.4. COMPLEMENTARY INTERVALS (from inversion)  
Basic rules:  
• The number resulting from the addition of two complementary intervals must 
be 9 (for the simple ones) and 16 (for the compound ones); Example: 3 + 6 = 9 ; 
9 + 7 = 16  
Complementary intervals:  

Table 1 

 
Exercises:  
a. Constructions and intonation of complementary intervals  
b. Recognition of complementary intervals  
c. Test solving 
By inversion, some intervals lose their initial quality, as follows:  
p↔p  
M↔m  
+ ↔ -  
+ + ↔ - -  
 OTHER PROCEDURES FOR THE APPROPRIATION OF MUSIC 
INTERVALS 
INTONATION BY KEEPING IN MYND THE TONE 
CONSTRUCTION OF SIMPLE AND COMPOUNDE INTERVALS 
(successively with their complementariness) IN THE STUDIES MAJOR AND 
MINORE SCALES (their variants)  
• melody intervals, both ways 
• harmonic intervals  
Musical examples:  
HARMONIC SOLFEGGIO FOR 3 VOICES8 (vocal movements), Gh. Duţică 
Course, no. 13, p. 213.  
 
                                                
8 Gheorghe Duțică,  Solfegiu, Dicteu, Analiză muzicală, Iași,  Artes Publishing House, 2002 
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II. STRICTLY MUSICAL CRITERION  
II.1. MELODIC AND HARMONIC INTERVALS  
RECOGNITION OF THE MELODIC AND HARMONIC INTERVALS  
• without the name of the sounds  
• with the name of the sounds (method for fast-tracking the intervals: rotation 
around the reference sound at 1 )  
    Positions of the interval to the sound at 1 :  
     above the sound at 1 ;  
     under the sound at 1 ;  
     sound intercalation at1  
II.2. CONSONANT AND DISSONANCE INTERVALS  
• Intonation:  
• Constructions with transformations (base, peak)  
• Vocal movement: contrary convergent and divergent, oblique, direct and 
parallel 
 II.3. ENHARMONIC INTERVALS  
•  Solfeggio and analysis: Luminiţa Duţică – Teste de Teoria Muzicii – Music 
Theory Tests9 , pp. 77- ex. 317b and 318; pp. 83-84.  
• Analysis: Franz Liszt - Years of pilgrimage (enharmonic modulation), avi 
(with music sheet), minutes: 1.35-2.00.  
II.4. DIATONIC AND CHROMATIC INTERVALS  
• Interval construction and intonation  
• Intonation and Analysis:  
1. Luminiţa Duţică - – Teoria Muzicii prin teste și chestionare, p.76, ex.316 (eg. 
harmonic at 3 voices)  
2. Gheorghe Duţică – Curs de Solfegiu, Dicteu, Analiză muzicală – Course for 
Solfeggio, Dictation, Musical Analysis, p.213, no.13  
3. W.A. Mozart - Requiem ( Lachrymose ), avi (with music sheet), youtube, 
minutes: 0,26 -0,50  
 
USED DICTATION 
1. Musical memory exercises  
a. JS Bach - Concerto for piano and orchestra in re minor , sentence 1, port. I;  
b. L. van Beethoven - Symphony and VI ( Pastoral ), phrase 1, part III;  
c. J. Brahms - Concerto for Violin , p. 207, ex. b, Theme 1, Part I  
2. Dictation with the detection of mistakes intentionally written in the 
musical text  
a. Notebook 1 students10 - France, p.14, points B + C, Beethoven - Sonata for 
piano no. 10 ; to detect the mistakes in the first portative (in the ground key), 
CD - track10 - B and C  

                                                
9 Luminiţa Duţică , Teoria Muzicii prin teste și chestionare, Iași, Artes Publishing House, 2013 
10 Jean- Clement Jollet , Dictees musicales, vol.1, Paris, Gerard Billaudot Publishing House 
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b. First edition book - France, p.20, quartet for France. string and flute (dime 
timbral), Mozart - Flute quartet, KV 298, CD track 19  
c. Notebook 1 students - France, p.21, CD - track 21, Haendel - Water Music 
(timbre dictum, 3 voices)  
FINAL OF THE LESSON: 
Gabriel Fauré - Cantique by Jean Racine or J. S. Bach – Air, pdf score, mixed 
chorus, youtube 
  
4. Conclusions 

In the educational process, the link between the various stages of the 
education cycles is a necessity and a successful choice, leading to a continuous 
and efficient assimilation of knowledge. Modern music practice is increasingly 
focused on interactive and heuristic methods. The didactic project is one of the 
forms of learning, stimulating knowledge, creativity, exchange of ideas, and 
group work. Activities under the project Choose Music! are of particular 
importance through the interaction between academic, academic and pre-
university cycles, creating a very necessary bridge. 
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5. THE ENESCIAN PIANISTIC 
NOTES AND COMMENTARIES (1st part) 

 
Lăcrămioara Naie11 

 
Abstract: Moldavian by nature and genius by vocation, maestro George Enescu remained 
captured in the universal consciousness as an accomplished violinist, composer and as an 
amazing and inspired musician – pianist which gathered in an admirable synthesis elegance, 
refinement, impressionist tones, romantic flames, classic – German construction, all these 
under the aura of a profound Romanian feeling. All the Enescian pianistic artistic creation is 
under the sign of the stylistic unity, of the maximal concentration of the musical substance 
that carry all artistic emotions and the accumulations of the modern musical expression. The 
generous, wide and bidding instrumental register covers the adage of “unity in diversity”. 
Key words: Enescian pianistic, expressivity, instrumental technique 
 
1. Introduction 
 “In art, those who have reached perfection remain isolated into their 
genius. The devotion of the admiration lifts them on heights where they cannot 
be followed. They cannot be imitated as the perfection enclosed them in a 
completeness that cannot admit reproductions, but only new creations born from 
their path that forbids any return. Their art will become the knowledge of the 
successors, the chain of the research, thus inscribing the heavy steps of the 
progress into the pace of ages. However, Perfection is being rarely conquered as 
it shies away from today’s eagerness where time does not give in its focus to the 
expression due space.”12 
 
2. Discussions 
           In the gallery of musical geniuses there can be found composers which 
draw out a lot of ink from the biographers’ and musicologists’ pens. There have 
been a lot of writing on George Enescu, yet still a lot of ink keeps dripping 
about his rich and priceless pianistic artistic creation. It is all about the desire to 
go deeper in the intimacy of a creation which stands actual through its 
timelessness. Thus, let’s take a bow and be humble before these prodigious 
Enescian pages. Let’s not estrange us from the meticulous annotations of the 
bard from Liveni, let’s follow his artistic and expressive admonitions in closer 
detail and let’s keep our conscious clean over our Enescian scenic acts. His 
pianistic pages that contain confessional reflections are freshly expressive while 
having the prerogative of the experiences of refined cultural circles and of the 
                                                
11 Professor PhD, “George Enescu” National University of Arts from Iaşi, Romania, email: 
lacramioaranaie@yahoo.com 
12 Cella Delavrancea – Dintr-un secol de viaţă, Editura Eminescu, Bucureşti, 1988, pg. 177 
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maestros of French School and also of the life experiences of the scenic heat. All 
this is due to the fact that “in the Enescian genius being, the intuition and the 
power of will, the patience and the talent, the temper and the measure, the poetry 
and the logic have been youthfully intertwining, giving birth to one of the most 
exceptional personalities of our century.”13  
      The number of his pianistic pieces is impressive. Their decryption equally 
aims the technical arm and poigne (grip) measure and the total freedom of 
movement in the musical act interpretation of all terms such as dynamic – 
timber, tempo – agogic, pedalling – touché. These are imposing musical pieces, 
solid, difficult through their language and complicated from a pianistic point of 
view. This is the reason why their interpretation requires a special talent as it 
claims a rigorous control of all expression means parlando-Enescian. The 
musical pieces have and ascendant evolution, the graphic aspect of the pianistic 
writing announcing the birth of a new and complex style through its focus of 
interpretative information and suggestions in domains such as: 
• Pedalling 
• Violinist elements in the pianistic art 
• The orchestral style 
• The use of the bell sonority with high timbre-coloristic possibilities  
• Organ sonorities 
           Alongside these there are other extremely important parameters such as: 
• Adopting a luthist manner of the instrumental arpeggios  
• The existence of ornamental incrustations in the pianistic area 
• The preponderance of the pianistic jumps in different registers of the 
keyboard 
• The pianistic on a very wide ambitus  
         The difficulty of the pianistic interpretation may come from: 
• Virtuoso musical writing that should offer lustre and aplomb to the 
interpretation (see Toccata from Suite op. 10) 
• A succession of “pronounced” calm chords underlined by a small pedal that 
will contribute t the natural flow of the musical discourse 
• The expressivity of the filigreed passages in a poetic fluid sound with the 
execution of the top of the fingers  

E.g.: Pavana from Suite op. 10 

 
                                                
13 Cella Delavrancea – op. cit. pg. 56 
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• The result of the diaphanous – expressive sonorous game 
 

E.g.: Appassionata from the 3rd Suite for piano 

 
• As a sequence of adapting to the interpretative intentions regarding the agogic 
fluctuations stipulated cy the composer through adequate terminology (see 3rd 
Sonata second part) 
• As a quasi flute cut in a very sensitive touché with the right sonorous colour 

 
E.g.: Pavana from Suite op. 10 

 
       The Enescian music score gives the pianist a richness of subtle and various 
indications over the intensity, attack manners, timbre (for some interpreters may 
seem too detailed and pedant) having as purpose a continuous transformation 
and renewal of the musical expression. There is a predominance of free 
execution urge, the parlando rubato or “Enescian rubato” (Aurora Ienei) 
without losing any moment of the measure rigor in the classical meaning of the 
word, being a kind of controlled and well leading freedom.  
 
3. Results 
      In all his pianistic creation, the maestro Enescu proves to be extremely 
rigorous in exposing and assuring the clarity of his artistic intentions. Each 
musical note, musical phrase has incorporated in its (musical) fibre indication 
that complete the picture of his originality and his matchless mastery. His entire 
artistic pianistic Enescian creation is under the sign of the stylistic unicity, of the 
maximal concentration of musical substance that carries all artistic emotions, 
modern spiritual accruements of what musical expression is.  

The pianist’s care for all this polyphony of detailed, suggestive and 
refined musical writing creates that unmatchable improvising Enescian style. 
We can find it through the pages of some amazing musical pieces such as: 
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Nocturna in Re major (à volonté, sans rigueur, large, librement, tout la force 
avec emportement à volonté, très harmonieux et envelope sans mesure flou, 
sonore en trainant ) or The 3rd  Suite ( rubato, calando di più, languido, 
largamente – poco meno mosso-, senza rigore sost., senza rigore poco rit., a 
tempo ma senza rigore, piacevole).  

Following the fundamental parameters of creation that contribute to the 
pianistic musical language configuration, we can observe the concern of the 
composer for the use of tempo and agogic terms in order to create the 
interpretative atmosphere. Hence, the interpreter is closely lead through the 
labyrinth of expressivity, creativity and Enescian sensitivity. Replacing some 
metronomic indications that aim the speed of execution, Enescu happily chooses 
the interpretative suggestions that will “perfume” all the musical dramaturgy in 
a very special and personal manner. 

The scrupulousness with which the interpretative intentions are annotated 
bear the gift of controlling each and every form of exaggeration or tempo and 
agogic fluctuation. There are, however, some exeptions from this general rule 
that can be found in The 3rd Soanata for piano in Re major, op. 24, no. 3. 

Whether they have neo-romantic orientation or they are marked with 
subtle neo-baroque nuances, the Enescian pianistic pages contain in their 
essence such a Romanian spirit and perfume that correspond to the poetry of 
Eminescu and Coşbuc, to the stories of Creangă and Sadoveanu, to the painting 
of Grigorescu and Th. Aman and the sculpture of Brâncuşi, to all the beautiful, 
picturesque Moldavian fields filled with good faith in God. This music long 
burnished and fed with such a timbre sap, under the empire of a supple 
discipline but obviously controlled and rigorous, cannot bear mediocre 
interpretative versions.  

Original and elaborated, complex and full of “surprises” when 
diversifying and organizing the “sonorous qualities”, his orchestral pianistic 
reminds us of the timbre alchemy of Listz (see The 3rd Sonata for piano or 
Sonata in Fa # minor op. 24) or of the impressionist poetical steam of Gabriel 
Fauré (see Suite no.10) with the profoundness of the basses and the control of 
the expressive valences of each pianistic register (the crescedos and 
diminuendos are short and impressive) or the organist register of Bach (The 3rd 
Suite for piano).  

“Through the progress already accomplished and through the progress 
accomplished each and every single day through hard work – says Franz Liszt – 
the piano extends its assimilative power more and more. We make arpeggios 
just as the harp does, prolonged notes just as the wind instruments do, staccatos 
and one thousand others that some other time seemed to be the specific 
appanage of one of these musical instruments.”14 

 

                                                
14 Franz Liszt, Pagini romantice, Editura Muzicală, Bucureşti, 1985, pg. 85 
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4. Conclusions 
The richness and the rhythmical freedom consciously managed, the 

abundance of the sonorous mixture, the fantasy and the suppleness of the 
Enescian curved phrasing lead our mind to the pianistic of Chopin. The equal, 
independent and controlled lightness of the fingers, the command of a 
mechanism adjusted to the keyboard difficulties, the suppleness of the wrist, the 
art of pedalling, the fineness and the refinement of the touché, all these are 
fundaments of the Enescian pianistic magic. Tone unity, style unity, rhythm 
unity – behold the secret of the Enescian cantabile pianistic sound.  
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6. COORDINATES OF THE INTERPRETATION 
 

Luminiţa Ciobanu15  
 

Abstract: In the process of study, a number of native but also acquired skills are involved 
which helps to progress and access to a superior artistic level. Internal hearing, sensitivity, 
motivation, interest, purpose and charisma are part of the native but educative capacities of 
the individual, as well as attention, operative thinking and memory capacity. 
Key words: instrumental act, internal hearing, sensitivity, motivation, interest 

 
1. Introduction 
        The instrumental act is associated with a psychic process whose elements 
are internal hearing, thought, memory, attention, motivation, will, affectivity and 
instrumental skills.  
       Internal hearing is a sum of elements necessary for knowledge such as 
sensations and auditory perceptions, but also the auditory imagination on the 
basis of which auditory representations are formed. The receiver processes the 
elements of the sound - the frequency, the amplitude and the shape - to be then 
reflected and conscious in the form of psychological correlations, which leads to 
the formation of different sides of the hearing – intensity hearing, height, timbre 
- sides that can grow unequally , even for the same individual. In the intensity 
hearing we distinguish different degrees of development. Thus, in the case of 
absolute sensitivity, the subject is able to respond to the minimum intensity of a 
sound emitted in natural conditions. 
        Differential sensitivity is the ability of the receiver to sense a minimum 
difference between two intensities. This translates into the absolute threshold of 
the sensation, the minimum amplitude of a sound, capable of triggering the 
auditory analyzer response. Differential threshold is the minimum intensity 
difference between two sounds, capable of generating a sensation. 
       The Weber-Fechner Law, which says that the physiological intensity of the 
sound (perceived by the ear) increases with the logarithm of its physical 
intensity, and the sounds are perceived at a lower intensity than the one with 
which they are emitted. This translates into the interpretation process by the 
need for increased contrasts so that they can be clearly perceived by the 
listener's hearing aid. 
 
 
 
                                                
15 Lecturer PhD., „George Enescu” National University of Arts from Iaşi, Romania, email: 
luminita.ciobanu@gmail.com 
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2. Discussions 
       Consideration will also be given to the lasting capacity, different between 
the serious and the acute sounds, due to the harmonic content and the emission 
wavelength. In the formation of future musicians, the creation of the stamps 
ideal is of particular importance, a process in which the process of comparison 
between the sounds of different instruments or voices is really useful. The basis 
of internal hearing is based on hearing. This translates into reflecting intuitive 
images of previously perceived sound material and the upper level of internal 
hearing means that the auditory imagination can build original sound patterns 
based on the creative processing of representations. 
    In the process of forming the musician a special role belongs to the 
motivation. The degree of motivation is adjusted according to the nature and 
importance of the goal, and it is important to avoid the extremes of motivation 
so that it does not hinder the effectiveness of the action. Thus, in the face of a 
low-complex task, motivation, especially among young people, tends to fall 
backwards, generating degrees of underestimation or over-evaluation of the 
action. The law of Yerkes and Dodson thus sets out this phenomenon - the ratio 
between increasing the difficulty of the task and the variation in the intensity of 
the motivation must be inversely proportional to achieve optimal performance16. 

 
         Every human action, the more a performance, involves some motivations 
and interests. The reason is the awareness of needs, needs and is expressed 
through an image or idea that fulfills the role of impulse to a particular action. 
Reasons can be of several types 
- Extrinsical - being characterized by elements related to environmental or social 
factors 

                                                
16https://www.google.ro/imgres?imgurl=https://upload.wikimedia.org/wikipedia/commons/thumb/1/1e/Hebbian
YerkesDodson.svg/2000px- 
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- Intrinsic - they result in the internalization of the outer motifs 
- Stimulators - these include positive external actions such as encouragement, 
praise 
- Inhibitors - are negative actions - indifference, fear, punishment. 
     Interest is a general, stable and broad meaning, with latent attention, while 
attention is an interest in action. Interest cannot be created by simple action, 
such as going through a musical material, but it requires a series of specific and 
motivational skills to deepen that action. In this respect, the teacher has to find 
and use different means and adapt to the individual personality to develop 
motivation - eg. auditions, recitals, appreciations, discussions on some aspects of 
art. The goal is the object of anticipated action and being subordinate to 
motivation. The results, positive or negative, will directly influence the purpose. 
If the aspiration level is on the rise, the goal will become clearer, more stable, 
and vice versa. Another phase of the voluntary act is the decision. Its stability is 
closely related to the oscillations during preparation. A strong will makes 
possible to prioritize goals - small ones will subordinate those with profound 
significance. 
      The final phase of the voluntary act is the enforcement of the judgment, 
which implies its maximum concentration, with maximum efficiency. The start-
up phase of the study does not provide a materialization of the need for this 
action, so that a strong will is needed to compensate for the lack of need. Such a 
constraint is required, especially during the preparation of an exam or recital. 
A particularly important aspect governing the act of interpretation is affectivity. 
A factor of this is emotionality - the one that represents the dynamic vector of 
personality and helps him in the intense work of the instrument, the effortless 
mobilization of the necessary energy and the persistence in the study activity. A 
degree of normal emotions will reflect the performance of the performer on 
stage and generally under stress. Hyper-emotions leads to the inability to solve 
situations considered normal for the average of individuals, resulting in results 
generally inferior to the possibilities of that person. The timid has a normal 
working capacity, but it manifests itself with difficulty in the inter-human 
relations, especially with those that are of value to him. 
 
3. Results 
     In the act of interpretation, attention is also very important, in particular 
stability, maintaining it for a long time and throughout a pursued goal. Stability 
of attention differs from individual to individual, being conditioned by the 
constitution of the central nervous system, but also by an educated and self-
educating quality. Thinking operatively is the first step towards the creative 
thinking that an artist needs so much. By contrast, its absence reveals an inert 
and rigid person. Memorization, voluntary or involuntary (according to the 
intent criterion), is the process of imprinting the information in the musical text 
so that it can then be played in creative mode. In the process of memorization, 
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the individual calls for 3 logical operations - analysis, synthesis and comparison. 
Other factors such as motivation, affection, and technical abilities of the 
individual are associated with this process. Hermann Ebbinghaus17 argues that 
forgetfulness is massive at the beginning of the memory process, but in the 
course of time it is becoming slower. 
      It therefore follows that memorization must be done on a voluntary, logical 
and precise basis, and the technique of link consolidation must be very rigorous. 
Through numerous repetitions, the skills turn into automated parts of the 
instrumental act. These are of an intellectual, motor and sensorial type, and for 
automation they will go through 3 psychological phases: the irradiation phase (- 
where the faults are numerous and the energy consumption is maximum, the 
inhibition phase - when the excitation in the cerebral cortex decreases and the 
flowing course with the reduction of unnecessary movements and the stereotype 
phase, in which the movement is achieved with minimal effort and maximum 
efficiency.  
 
4. Conclusions 
         The study model, which must be clear and precise, must have a great 
importance in the formation of skills, and repetitions must be carried out in 
varying parameters - time (rarely, quickly), quantity (on fragments, global), 
quality (expressive - arid) etc. This type of work favors analysis and synthesis as 
well as systematization capacity. through repetition and practice lead to the 
formation of skills and knowledge and then to the skill of p superior, which 
involves motor intelligence, creativity and the ability to solve complex 
problems. 
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7. THE PROBLEMATIZATION OF THE TRIAD STYLE-GENRE-
LANGUAGE IN THE DIDACTIC APPROACH OF THE DISCIPLINE 

THE HISTORY OF MUSIC 
Loredana Viorica Iațeșen18 

 
Abstract: Conventional mentality, according to which, in the teaching activities carried out 
during the courses of History of Music, the approach of the triad style-genre-language is 
performed under restrictions and in most cases in a superficial manner, the professor dealing 
with the usual general correlations (information regarding the epoch, biography and activity 
of the creator, affiliation of the musician to a certain culture of origin, the classification of the 
opus under discussion chronologically in the context of the composer’s work) falls into a 
traditional perspective on the discipline brought to our attention, a perspective that 
determines, following the processes of periodical or final assessment, average results and a 
limited feedback from students. For these reasons, it is necessary to use the modern methods 
of approaching the discipline, new teaching strategies in the comments and correlations on 
scientific content, so that the problematization of the style-genre-language triad in didactic 
approach of the discipline The History of Music, to generate optimal results in specific 
teaching and assessment activities. 
Key words: romantic composer, orchestral lied, text-sound relationship, critical reception    
 
1. Stage of research. Musicological perspective  
 In our opinion, the teaching approach of the triad Style-Genre-Language 
during the courses of history of music involves a systematization of the most 
relevant titles in the musicological documentation, in order to establish some 
key-elements in the following study. Chronologically, first comes the 
publication Histoire du langage musical occidental by Anni Coeurdevey (1998), 
a volume which accounts for the development of the Western European musical 
language, starting from the simplicity of the Gregorian song, to the latest works 
inscribed by means of tonal sound organization. Contrary to some regular 
historical or stylistic studies, the volume reveals the stages of this evolution 
from a structural perspective of organizing the syntactic elements, as for 
example, the transition phase between modalism and tonalism.  
 A more recent source can be found in the study Musique de lꞌavenir, 
extracted from the Encyclopedia Musiques du XXe siècle (2003), coordinated by 
Jean-Jacques Nattiez, in which the author summarizes a remarkable work, often 
cited by various researchers of the musical prodigy: Music, the Arts and Ideas: 
Patterns and Predictions in Twentieth-century Culture, which belongs to the 
American musicologist Leonard B. Meyer. In 1967, he published a series of 
rather startling texts in the days, which are currently reevaluated.  Under the title 
                                                
18 Associate Professor PhD., “George Enescu” National University of Arts from Iaşi, Romania, email: 
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As It Is, And Perhaps Will Be, the musicologist J. J. Nattiez comments in a 
provocative manner upon the second part of the book belonging to the American 
researcher, focused on the development of arts in general and music in 
particular, by suggesting that from the point of view of the musical styles and 
genres, the end of the past century and the beginning of the 20th century 
represent a stagnation period.  A more concentrated perspective of the problem 
can be found in the volume Le style en acte: vers une pragmatique du style 
(2011), where Laurent Jenny questions this aspect from a double perspective: 
both stylistic and rhetorical. 
 By offering a nuance to the specialty research, we discover the work La 
méthode analogique musique-langage dans lꞌétude de lꞌexpression musicale: 
enjeux et limites. Vers une transversalité sémiotique (2016), in which the author 
Wael Samoud already proposes in the abstract, the approach of some analogies 
between music and language, taking into consideration the restrictions imposed 
by these two expressive forms and especially, the subjectivity which leaves its 
mark on the entire experience of musical audition. 
 In the Romanian musicology, the volumes of the musicologist Vasile 
Herman, Formă și stil în noua creație muzicală românească [Form and style in 
the new Romanian musical creation] (1977), Originile și dezvoltarea formelor 
muzicale [The origins and development of musical forms] (1982) are of 
foremost importance, since they lead the way in the research of this 
controversial field. They are followed by the works Analiza muzicală între 
conștiința de gen și conștiința de formă [Musical analysis – between the 
conscience of genre and the conscience of style](2003) and the three volumes 
entitled Stilistica muzicală [Musical stylistics] (2014) by Valentin Timaru, 
another creator and researcher from Cluj, whose scientific research related to 
morphology, musical structure, style, intonation systems, characteristics of 
secular or religious genres, are fundamental in the specialty bibliography.  

The research comprising the synthesis of previous work, which also puts 
forward a new vision of genres from various music, followed by a broad range 
in terms of chronology, belongs to the musicologist Oleg Graz: Genurile 
muzicii. Ideea unei antropologii arhetipale [Musical genres: The idea of an 
archetypal anthropology] (2016). An author who builds his discourse by 
questioning some rooted concepts that belongs to some important researchers in 
the field from the national area, such as Vasile Herman, Dumitru Bughici, 
Gheorghe Firca or universal area (Arnold Sohor, Yevgeny Nazaikinsky). What 
is to be noted from the work of Oleg Garaz? The first section of the volume, 
Social historical genres versus musical historical genres. From originary 
traditions to mass culture, is focused on drawing a historical path in the 
development and completion of musical genres up to present days, when the 
traditional perceptions on the ways of organizing them are reevaluated. It is 
notable that from the perspective of Oleg Garaz, Postmodernism does not 
involve the dissolution of the concept subjected to our attention, but the 



58 
 

emergence of new genres that highlight other realities. The next part of the 
book, Musical genres in the system of musical thinking categories, is focused on 
recalling into question the perceptions on musical genre and its connection with 
various syntactic and morphological levels of discourse. Oleg Garaz draws 
attention to the triad genre-form-style from the perspective of the composer and 
musicologist Vasile Herman from Cluj, by attempting at resizing these concepts 
in relation to all the parameters from the European music tradition. The first 
stage is to reorganize the triad, from genre-form-style to form-genre-style, by 
concluding: “...forms are a constituent of genres, while genres are, in turn, 
constituents of style” (Garaz, 2016, p. 137). Further on, the musicologist 
develops the tripartite scheme in two directions, both on the inferior level of 
forms and on the superior one, that of style. On the level of forms, the systems 
of sound organization (tonal, modal, atonal) and systems of syntactic 
organization (monody, heterophony, polyphony and homophony) are cumulated. 
Underneath this level, there are the fundaments of sound art – sound and noise. 
On the superior level, above style, Oleg Garaz adds the concept of canon, with 
formative and normative functions. From this original segmentation, we keep in 
mind a new prioritization of the traditional concepts, which makes way to other 
approaches and systematizations from various perspectives: historical, stylistic, 
structural and of language. The third part, Musical genres: seven normative 
taxonomies and the fourth part, From sociological to anthropological, from 
taxonomical to archetypal, of the volume are focused on drawing a pattern, 
pursued from the primordial phase, up to the one of genre multiplication. For the 
author, corporality and vocality are two primary concepts of networking with the 
socio-human universe, which determined, in turn, a variety of cultural and 
artistic structures.  
  
2. Style-Genre-Language: Traditional methods of information 
systematization in the activity of teaching the discipline History of Music 
 The traditional perception of the triad Style-Genre-Language in the 
teaching approach of history of music firstly implies appealing to the 
conventional method, used by many of the teachers who teach this subject in the 
vocational pre-university or artistic academic education. It is a phenomenon that 
results from structuring the subject according to the succession of artistic styles 
corresponding to chronologically delimited historical periods. For instance, by 
simply listing the scientific learning units – Antiquity, Middle Ages, Baroque, 
Classicism, Romanticism, Modernism, Postmodernism – existing within the 
programs of universal history of music, designed in a traditional manner, we 
anticipate the progressive organization of the contents, as it follows: generalities, 
on historical periods and musical styles brought into attention, predominant 
genres, languages pertaining to reference composers, brief historical-stylistic 
analyses of representative opposites.  
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 The criterion of historical-stylistic progression also applies when 
questioning the contents in terms of genre transformation, in relation to the 
stylistic or language modifications. For example, genres specific to ancient 
music, such as missa or motet, which developed from Ars Antiqua to the epoch 
of Renaissance, thus becoming genuine stylemes of sacred creation from the 16th 
century, arise as differentiated approaches of sound organization methods (tonal, 
tonal-modal or modal language) during Baroque, Classicism, hardly ever during 
Romanticism, but particularly during the 20th century. In this context, the 
perception of the triad Style-Genre-Language modifies itself in the sense of style 
reception, as an analysis of genres with the support of language elements, 
depending on the reference era. One last specificity of the historical-stylistic 
progression criterion considers the conception of conveying the theoretical 
contents of this subject by beginning with sound organization methods, in 
relation to the historical periods subjected to the analysis. For instance, the 
modal language characteristic to the early styles – Antiquity-Middle Ages-
Renaissance –, is followed by the tonal or tonal-modal thinking, which 
manifested during Baroque, Classicism, Romanticism and by the particularities 
of modalism, enlarged tonality, atonalism, dodecaphonic serialism, neo-
serialism, specific to modern times.  
 
2.1. Dilemmatic creative cases  
 In a general presentation of the matter in question, the modifications 
emerging in the case of the triad Style-Genre-Language do not seem to affect the 
activity of teaching the scientific contents of the subject. The particularities are 
shaping up at the level of opposites pertaining to bi- or polyvalent creators in 
terms of style. Let us recall, for instance, the controversial cases of stylistic 
affiliation that bring into attention composers like Claudio Monteverdi, Carl 
Philip Emanuel Bach, Johann Christian Bach, Ludwig van Beethoven, Johannes 
Brahms, Richard Strauss, Igor Stravinski, Dmitri Shostakovich, etc. For each of 
the above-mentioned musicians, general theories on stylistic classification do 
not apply in a traditional manner. Therefore, if Monteverdi was a master of 
Madrigal polyphony, concerned with perfecting the Renaissance contrapuntal 
style and techniques, the same musician is also a pioneer of opera, a highly 
popular genre, thus marking, through expression and language innovations, the 
debut of a new style, Baroque. In his case, the composing endeavors of 
achieving two genres stand for the impossibility to appoint him a unique genre. 
 Carl Philip and Johann Christian Bach, the sons of the German creator of 
syntheses, composed operas, sonatas, symphonies in which one auditioning 
them, can identify the synthesis of baroque and classical elements. Their works 
inspired the musicians that belonged to the First Viennese School and shaped 
that particularly fragile transition of style and language   between two obviously 
contrasting periods of history of music. 
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 When listening and analyzing the scores of Ludwig van Beethoven, too 
lightly considered the last classic and first of the romantics, he reveals himself as 
a proper romantic. He remains a reference of historical importance by simply 
placing him within the First Viennese School. Yet, in terms of values, his music 
often surpasses the opposites of early romantics, due to his bold language and 
structural innovations. Generally, we actually consider him a classic of academy 
music, of sonata-symphony genre valorification. Nonetheless, this has a rather 
esthetic signification. Can the dramaturgical arches from the Symphony no. 3 or 
Symphony no. 9 by Beethoven, thus be compared to the dramaturgical structures 
of works of its kind, such as Italiana or Scottish by Felix Mendelssohn?  
 On a different note, one of the complex movements in terms of stylistic 
features is Neo-classicism from the 19th century, often defined as a tendency to 
reevaluate, under the auspices of Romanticism, the genres, strucures, writing 
and language modes from previous periods. The subtleties of interpretation arise 
when listening to works of different genres by Johannes Brahms: sonatas, 
symphonies, concerts.  There are opposites for which the thematic has an 
eminently Romantic expression, although the composer harnesses especially the 
genre and form of sonata, variational technique, polyphonical writing. He can 
truly be perceived as neo-classic only because he was a devotee of pure music, 
in a composition context of authors preoccupied with programme music or 
focused on opera genre. Still, the music they create and the tipically romantic 
manner of building its dramaturgy leads us to considering him more of a 
romantic. Unlike him, the contemporary composer Max Reger is perceived as a 
neo-classic of the 19th century, in the context of neo-baroque, due to his 
approach of some genres specific to Baroque (Variations and Fugue on a Theme 
by Hiller op. 100, 1907; Ballet Suite op. 130, 1913; Variations and Fugue on a 
Theme by Mozart op. 132, 1914; Passacaglia in D minor, 1899) and especially 
due to his predilection for modal sonorities. Within the same space of German 
musical culture from the end of the 19th century and the beginning of the past 
century, there can be identified, on one side, the late romantic creation of 
Richard Strauss, with lied, symphonic poetry or symphony, and on the other 
side, the scenic opposites Arabella, Die ägyptische Helena, Ariadne auf Naxos, 
performances specific to the neo-classical style, due to the relationship with the 
mythology inspired librettos or specificity of writing.  
 In the Russian creation from the first half of the 20th century, we can 
distinguish the figure of the creator Igor Stravinski, whose various works 
contradict most of the theories regarding the adaptation of his opposites within 
the conventional triad of Style-Genre-Language. Even though the attempts to 
choronologically demarcate his opposites in terms of style and geography are 
notorious, each of his pieces represents a universe of sound per se. From the 
mélange of style and language features in the case of the same work, to essential 
modifications of the vocal or instrumental genres, up to the diversity of sound 
inspiration sources and their adaptation to a variety of novel timbre, harmonic 
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and rhtymical contexts, Stravinski does not cease to amaze us with the 
nonconformism of his creative attitude. Dmitri Shostakovich, a contemporary of 
Stravinski and member of the same culture, but with a different destiny, was the 
one who highlighted the contrasting esthetic attitudes and categories in terms of 
sound. Indeed, the lyrism of his sound related ideas, frequently metamorphosed 
into an extreme dramatism within quartets or symphonies, associations or 
overlaps of intonations, rhythmical, harmonical figures with different profiles 
and sources, appeal to the imitative or free polyphony in the dense writing of his 
scores, genuinely characterize Shostakovich as a representative of 
Postmodernism of synthesis, with neo-classical elements.   
 I have briefly commented upon these opposites, in order to emphasize the 
frail aspect of the mentioned triad, by referring either to its bi- or polyvalent 
creators in terms of style in relation to the harnessed genres, or to the musicians 
concerned with a complete synthesis of the components of Style-Genre-
Language.    
 
2.2. Problematic aspects of evaluation  
 After testing the traditional methods of approaching the subject History of 
Music according to the criterion of periodization by successively stressing out 
each of the components of the triad Style-Genre-Language; Genre-Language-
Style; Language-Genre-Style, I achieved unsatisfactory results.   
 What were the objective factors? 
1. The teacher of History of Music must adapt his contents to current directions 
of historical research and to the need for musical culture of today’s generation 
from a critical perspective.  
2. The traditional pattern of historical periodization according to the criterion of 
chronological progression, determined a fragmented perception of style, genre 
or language elements. 
3. Subsequent to the semestrial or annual evaluation, I noticed that the students 
overcome difficulties when trying to connect and systematize the assimilated 
information from a succession of several stylistic stages, by confounding the 
notions of language, specific genres and stylistic belongings of the creators or of 
their opposites. Obviously, most of the errors were noted during the process of 
music audition of some of the works studied during the semesters.   
 While trying to understand what were the reasons behind these 
confusions, I reached the conclusion that the optimal solution consists in 
rethinking the subject in connection to the tendencies from the general-cultural 
and artistic contemporary range, aiming at perfecting them for the Master 
studies or PhD studies or for obtaining positions in the teaching field, be it in the 
university or pre-university education.   
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3. Style-Genre-Language: modern strategies of information systematization 
in the activity of teaching the discipline History of Music  
3.1. General esthetical-philosophical considerations with echoes in 
musicology   

In order to explain the way in which the tranformations of mindset reflect 
upon the creative epochs and styles, I reviewed the extensive study La musique 
de lꞌavenir by J. J. Nattiez, where the author aims at providing a synthesis based 
on the volume Music, the Arts and Ideas: Patterns and Predictions in Twentieth-
century Culture, by Leonard B. Meyer. Here are some ideas I took note of from 
the summary of J. J. Nattiez on the cited book. According to the perception of 
musical prodigy “following the monist and reductionist models, specific to the 
thinking of the 18th century, the theory of evolution by Darwin, found again at 
Spencer, the Hegelian theory of progress, resumed by Marx and Adorno, axioms 
which determined other directions in the development of avant-garde ideologies 
of the 20th century” (Nattiez, 2003, p.1396), can be added. 
 The substantial modification of this progressive, evolutionist concept was 
inflicted at a theoretical musical level in the second half of the 20th century, once 
with the appropriation of ideas taken from the work of the musicologist Leonard 
B. Meyer, who contributed in the research of styles through classifications of the 
phenomena. The researcher considered, on one side, that the evolution of music 
genres shall become obvious by means of “intrinsic factors, inherent of music, 
and on the other side, that the ideological and socio-cultural context which 
sustains the development of music shall flesh out in the relevance of extrinsic 
factors. The first set of data, intrinsic or inherent, refer to the particularity of the 
music styles and languages, based on the original creator, heading towards a 
new generation of composers, that elaborates its own style and contributes to the 
historical evolution of music. The second classification, extrinsic, includes data 
which describe the predilect ideas related to the social-cultural movement for 
each of the periods of musical history and which shall favor or direct its 
evolution towards a certain direction. It is what the author calls a cultural 
ideology” (Meyer, 1967, p. 130). The evaluation of style evolution resulting 
from the interaction of intrinsic and extrinsic data represents an aspect which 
helps us in defining the hierarchical level we can place ourselves on the path of 
historical evolution of the works” (Meyer, 1967, pp. 91-97). It is important to 
mention, for example, if we refer to the tonality evolution from Bach to Wagner 
or to the motive evolution from Beethoven to Brahms. When placing ourselves 
in connection to a certain cut-out of historical continuity, we emphasize specific 
musical parameters. Let us remember that a stylistic or structural movement 
shall be notorious over time only according to its echo, which involves the 
particularities we make reference to for a certain period” (Nattiez, 2003, p. 
1396). I argued some ideas from the work of Leonard B. Meyer, reevaluated 
according to the conception of J. J. Nattiez, in order to prove some of the 
reasons due to which the American author does not believe in periodization. 
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3.2. Style-Genre-Language: modern strategies of information 
systematization in the activity of teaching the discipline History of Music 
3.2.1. Particular aspects  
  The perception of style grouping according to esthetical and rhetorical 
criteria seeks to associate traditional movements up to the first avant-garde 
Antiquity – Renaissance; Baroque – Romantiscim; Classicism – Impressionism; 
Romanticism – Expressionism. What are the common elements of Antiquity and 
Renaissance? I shall not expand on this. Instead, I shall bring into discussion the 
opera genre as an indestructible connection between the two stylistic epochs, but 
also the relationship reinforced in time, over hundreds of years, built on the 
importance assigned to antique monody, which was gradually added voices. 
These contributed to the early polyphony of parallel, free or with vocalizations 
organum type, up to the motet from Ars Antiqua, followed by La Messe de Notre 
Dame by Guillaume de Machaut from Ars Nova. The climax was represented by 
genres such as  chanson polifonique, madrigal, missa, which found their 
perfection in the appeal to contrapuntal techniques specific to Rennaissance 
polyphony.  
 The end of the 16th century and the beginning of the 17th century surprise 
us with the parallel development of polyphonic genres and the emergence of 
opera, which suggested a reiteration of concepts from helen Antiquity and the 
simplification, return to the purity of accompanied monody. In this manner, 
namely, by presenting two styles and epochs as a contrast/association, students 
shall memorize better the importance of some writing related concepts (monody-
polyphony-monody) and that of the corresponding genres: hymn/psalm/song-
motet (missa) – madrigal – opera.  
 The next learning unit, Baroque-Romanticism, draws attention due to the 
association of two contrasting styles. The unifying aspects can be deducted from 
the nuancing of the theory of the affects with common functionality in the case 
of both stylistic epochs, by emphasizing the following features: appeal to 
virtuosity (concept with a long tradition), differentiated thematic (following the 
route from monothematism to bi- or trihematism under various approaches), the 
recovery of certain genres (configured during Baroque, with a specific 
signification and metamorphosis in Romanticism, with multiple menanings and 
multiple significations). For instance, improvisational genres such as Prelude or 
Fantasy, known, during Baroque, as the traditional association of Prelude and 
Fugue or Fantasy and Fugue, can be found as a stand-alone approach in 
Romanticism, as genres of virtuosity invested with expressive function. Another 
genre, the Suite, revealed in terms of instrumental and orchestral aspect during 
Baroque, is reiterated in Romanticism, when it was added new valances, due to 
its connection with programmatic music. 
 The parallel approach of Classicism and Impressionism appears forced in 
terms of particular interpretation of language, writing and genre related details. 
The connections are formed in a sensitive manner, along with the emergence of 
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movements pertaining to French culture. We need to remember that French 
Classicism can be considered an early stage of European Classicism, inspired by 
the ancient Greek model. The second constant, found in both of the styles, refers 
to the primordial esthetic attitude: the objectivism of the classic towards the 
excesses of baroque ornamentation shall coincide with the delimitation of the 
Impressionist artist against the Romantic temperamental outbursts, especially in 
what the Wagnerian style is concerned. Despite the fact that in terms of music, 
the contrasts are glaring, when it comes to chamber genres, the Impressionist 
creators appeal to various clustered instrumental asssmblies, to which they 
dedicate exquisite opposites with the support of timbre and writing possibilities.  
 The relationship of continuity between Romanticism and Expressionism is 
particulary relevant, since they are styles associated both on esthetic, rthetorical 
and sound level. In this respect, I shall comment upon the case of German 
Expressionism, manifested at the beginning of the 20th centry, by means of two 
masterpieces from the creation of the composer Richard Strauss, Salome and 
Elektra, two impressive performances due to their post-romantic dramaturgy, 
the exuberance of which is related to the expressionist style.  
 A further association of styles consists in the atypical organization of the 
periods linked as such: Classicism (Old period – Rennaisance – Baroque) –– 
Neo-classicism (under different forms specific to the renaissance, neo-baroque 
and neo-classical styles) – Expressionism (Romanticism – Postromanticism – 
Expressionism). Along this path, the particularities of the concept of classic are 
emphasized, thus ensuring the link with different genres, writing techniques or 
language parameters. For example, the motet is a classical genre of old music, 
unlike fugue, a classical genre of Baroque. Moreover, the imitative polyphony 
became classical in relation to Baroque, as opposed to the homophone writing, 
which became classical in relation to Classicism. These are just a few nuances 
which contribute to the reiteration of genres in a neo-classical manner. Further 
on, I shall mention some situations: hypostases of sonata from Beethoven to 
Brahms and Prokofiev or metamorphoses of requiem from Mozart to Fauré and 
Britten. 
 Since I noticed several difficulties in assimilating the information 
regarding the reception of multiple nuances of musical Neo-classicism, I shall 
present in a selective manner the learning units from the second semester, 
applied to the courses of Master’s Degree, specialization field, Academic and 
Traditional Musical Cultures. Therefore, among the learning units, there are: 
Musical Neo-classicism. Esthetics and style; Techniques, languages and stylistic 
markers in the musical creation from the first half of the 20th century. 
Deployments in chamber genres; Traditional and innovative aspects in musical 
thinking from the first half of the 20th century (Iațeșen, 2015, pp.2-3). 
 What are the approached themes, the issue of these unities? We refer to: 
Systems of sound organization; Techniques of multivocality in the creation of 
classical composers (Ferruccio Busoni, Ottorino Respighi, Goffredo Petrassi, 
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Igor Stravinski); Les six – return to the purity of the French style in the context 
of musical modernity; Paul Hindemith – an authentic neo-classical polyphonist; 
Techniques of multivocality in the creation of composers from the Second 
Viennese School; Techniques of multivocality in the creation of composers from 
the Central and Eastern-European cultures; Writing techniques of Béla Bartόk; 
General aspects of heterophony in the style of George Enescu; General aspects 
of form in the first decades of the 20th century. The relevance of the cyclical 
principle (Iațeșen, 2015, p. 3). 
 By appealing to my teaching experience, I reached the conclusion that the 
most difficult part remains the activity of teaching the scientific contents about 
styles with a higher degree of difficulty, yet often ambiguous: Radical 
modernism – Postmodernism – Contemporary music. This is why every time 
when I approach these thematics, reevaluations of concepts and especially, 
manners of sound reflection, are required. Hence, by means of an introductory 
course, I plan on carrying out a general informing regarding the sinuous 
questioning of some composition techniques from the second avant-garde: Neo-
serialism, Total serialism, Concrete music (P. Schaeffer), Electronic music (K. 
Stockhausen), Aleatoric music (John Cage), Spectral music. The actual plea 
takes place when highlighting the importance of creators belonging to different 
cultures, styles, languages specific to Postmodernism, insisting especially on the 
highly inspiring musicians, who perfected their technique of quotation 
processing (Alfred Shnitke, Luciano Berio etc). 
 Surprinsingly, during the second half of the past century, in the context of 
Italian musical culture, acknowledged due to the vocal chant tradition, which 
placed a mark on the chantable feature of the instrumental thematic, the year 
1968 remains iconic in the conscience of the professionals, by auditioning the 
opposite Symphony for eight solo voices and orchestra by Luciano Berio. A 
musician contemporary of the experimentalists Luigi Nono or Pierre Boulez, 
firstly a devotee of dodecaphonic serialism of schȍnbergian origin, shall become 
one of the post-webernian and electronic representatives of that age. Along with 
Bruno Maderna, in 1955 he ushered in the Studio of Phonology of the Italian 
Radio Broadcasting from Milan, where he focused on achieving some electronic 
creations. Other experimental opposites followed, where Berio appealed to 
techniques of avant-garde, aleatoricism, punctualism (Quadermi I, II, III, for the 
horn section, two harps and celesta, 1965; Laborintus II, for mezzo-soprano, 
children voices, reciter, two actors, spoken chorus, eight mimes, orchestra and 
tape deck, 1964). I mentioned these details of his creative activity in order to 
emphasize the idea that the process of ending the score from 1968 was indeed a 
revelation triggered by the return of the composer to the synthesis between 
tradition and modernity.  
       The fact that he made use of the citing technique from his own creation or 
the universe of creation pertaining to other musicians proves that Berio felt the 
need to review. Why? Because those times were subjected to a collapse of 
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texture, timbre and acoustic effect overcrowding in such a way that the creator 
realizes that the act of returning to well-known music and style reiteration may 
represent a new beginning. In fact, through the ideal complexity and musical 
accomplishment, this opposite marked the dawning of Postmodernism. I shall 
not insist upon all the composition related details of each of the five parts, yet I 
shall mention some of the titles of important works cited and processed only by 
Luciano Berio in the third part of the Symphony: Five pieces for orchestra by 
Arnold Schȍnberg, the 4th movements, the beginning of the Symphony no. 4 by 
Gustav Mahler, Three symphonic sketches The Sea (Play of the waves) by 
Claude Debussy, Symphony no. 2 Resurrection by Gustav Mahler (second part), 
Daphnis and Chloé by Maurice Ravel, The Rite of Spring by Igor Stravinski, 
Rosenkavalier by Richard Strauss (one of the waltzes), Pastoral Symphony by 
Beethoven (excerpt from the secondary movement), Cantata nr. 2 op. 31 by 
Anton Webern (the 5th movement). How can thus the triad Style-Genre-
Language be explained in this context of total synthesis? Which of the elements 
of the triad can be considered more important? Well, obviously, the neo-
Romantic style encompasses the association of such different thematic 
insertions, in the context of a metamorphosed genre, as a synthesis between 
vocal-instrumental or chamber-symphonic, amid a language of all the epoches, 
reiterated according to the integratory composition conception of Berio.   
 I express a keen interest in the Polish creation of the composers Witold 
Lutoslawski (Venetian Games, opposite relevant through the valorization of 
aleatoricism of origin), Henryk Mikołaj Górecki (Symphony of Sorrowful Songs, 
an extremely expressive work, built on the relation between minimalism and 
gradual accumulations in the field of sound textures, between the importance 
assigned to static areas and harmonic or timbre progressions in a slow-paced 
dynamic) or Krzysztof  Penderecki (Stabat Mater, Requiem, emblematic sacred 
creations of Postmodernism). These are only a few works fom the universe of 
creation of the Polish composer, who, by his tremendous ability of synthesis and 
innovation, ensures a connection between the experimental techniques and neo-
romantic style, as an expression of a resentment towards modern music.   
 Comments upon the current creation require the explanation of some 
musical examples in terms of combining writing techniques and sonorities 
specific to entertainment genres (jazz, pop, disco, rock, rap) with those specific 
to academic music. In my opinion, it is of outmost importance to signal the 
interactions between different intonations of some significant Western-European 
scores and varied songs of oral tradition. This is also the case of the record 
Lambarena (1993), initiated by Hugues de Courson, as an homage dedicated to 
the German physician Albert Schweitzer, the one who founded a hospital in the 
French Equatorial Africa, more precisely in Lambaréné from Gabon, in 1913, 
aiming at discovering the causes of tropical diseases. With the help of Pierre 
Akendengue, Hugues de Courson was experimenting a “marriage” of musical 
genres and styles. Hence, the Lambarena project combines fragments from the 
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creation of Bach with intonations from the songs of pygmies, with rhythms from 
Pounou or instruments specific to the people of Apindji or Tsogho. Beginning 
with 1994, Hugues de Courson reiterated the project with crossbreed music, by 
appealing to fragments from the creation of Mozart combined with oriental 
music or to sonorities by Vivaldi and to intonations from celtic music. “In 1996, 
the Italian composer Andrea Liberovici mixed the rhythms specific to rap genre 
with electroacoustic proceedings, in order to harness the expression of a text by 
Eduardo Sanguineti, who was considered a key-figure of the Italian literary 
avant-garde, also known as a collaborator of Luciano Berio in creating 
Laborintus II”. (Nattiez, 2003, p. 1401). What is, in fact, the role of this 
crossbreed music? It is that of making a comeback of the older or newer 
intonations from various cultures and traditions, with the aim of keeping the 
attention of our contemporaries on the worldwide sonorities, configured in the 
so-called worldmusic. 
 
3.3. Optimizing the evaluation. Conclusions  
 By appealing to modern and partially traditional strategies in the activity 
of teaching the discipline History of Music, I ascertained an improvement in the 
process of evaluation manifested by an objective perception of the students in 
what the transformations within the triad Style-Genre-Language are concerned. I 
observed real progress in acquiring specific professional and transversal 
competences. Among the accumulated professional competences, I shall 
mention the following: knowledge of the general and specific characteristics 
connected to the periodization of styles, definition and understanding of musical 
language elements, correct use of specialty notions (historical epoch, style of the 
epoch or composer), acquisition of biographical and composition related notions 
of some representative musicians,  acquisition of specific notions related to the 
sonority of works belonging to various artistic personalities, analysis and 
synthesis of information regarding the evolutions of epochs, creative styles, 
generalization of notions related to the musical thinking of an epoch, 
concretization of information regarding the understanding of the principles of 
creation of a composer, correlation of theoretical notions and corresponding 
auditions, with the aim of developing the capacity of understanding and 
selecting the musical works throughout the evolution of stylistic epoch, 
deployment of the acquired information through the analysis of musical or 
multimedia type examples, development of the research ability by various 
methods. 
 Of the acquired transversal competence, the following were the ones that 
stood out: establishing the connections between music and evolution of other 
artistic or cultural fields,  argumentation of statements according to knowledge 
acquired in other subjects, participation in scientific activities (colloquias, 
symposiums) regarding the questioning of the subject, development of the 
ability to understand and select artistic creations not only from a historical or 
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stylistical-esthetical perspectives, but especially in terms of ethics, thus 
contributing to the  discovery of the essential criterion in selecting the values 
created by the human spirit.  
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Abstract: In the music higher education, the appearance of a concept of incompatibility 
between the performance practice and the studentsʼ theoretical and analytical training is a 
phenomenon with multiple consequences on their training, on the way of organizing a 
curriculum and a hierarchical deformed attitude on the different subjects in the 
curriculum.This study summarizes some of the arguments that emphasize the role played by 
the study of the Music Analysis in developing the musicianʼs ability to understand music from 
the perspective of the compositional conception, to discover its importance as a stage in the 
formation of an original performance concept while highlighting the advantages of a 
collaborative approach between the two areas of training of the musician. 
Key words: musical analysis, performance, teaching methods 
 
1. Introduction 
     “Players should understand what they play”. Donald Francis Tovey’s words, 
found in one of his studies dating back to the first half of the 20th Century are a 
reflection of the researchers’ concerns up to the current times, with regard to the 
issues of the relation between understanding a musical work form an analytical 
perspective, and the quality of its playing.The discussion related to the relation 
musical analysis / performance increased with the evolution in the musicology 
field, but also due to the appearance of some branching of psychology, such as 
educational psychology and in particular music psychology (that includes 
research areas such as Perception and Cognition, Neuropsychology, Cognitive 
musicology, Music education, Music performance), that focused on the study of 
the connections between the theoretical and practical areas withing the 
educational process. 
     The theoreticians’ opinions evolved along time, from the ideology of a direct 
conditioning of playing by the act and result of an opus analysis (thus raising 
controversies regarding the role of the instrument player during the performance 
process) to the quest for a balance, an area where the two fields can meet. In the 
beginning of the 20th Century (1920-1930), Heinrich Schenker and Hugo 
Riemann declaimed that music performance should be analytically oriented. In 
time, this was the basis of a negative attitude towards the theoretical field and its 
implications on performance: “Performance directions are fundamentally 
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superfluous, since the composition itself express everything that is 
necessary...performance must come from within the work; the work must 
breathe form its own lungs – from the linear progressions, neighbouring tones, 
modulations...About these, naturally, there cannot exist different 
interpretations.” (Heinrich Schenker quoted in Howell, 1992, p. 697) 
      Moreover, Bowen underlined that “for the last theree hundred years, 
composers have increasingly tried to exercise more control over the variability 
of performance by being more specific in everything from pitch content and 
instrumentation to dynamics and even the physical experience of playing.” 
(Bowen, 1993, p. 140) Thus, many composers like Leonard Bernstein, Igor 
Stravinski and Arnold Schönberg fostered the idea of the supremacy of creation 
upon performance, and Schönberg issued one of the toughest statements on the 
usefulness of a musician’s existence: “The performer, for all his intolerable 
arrogance, is totally unnecessary except as his interpretations make the music 
understandable to an audience unfortunate enough not to be able to read it in 
print.” (quoted in Cook, 2001, p. 1) In a synthesis of the abovementioned 
theories, Cook notices the changes in the general acceptance on music as a 
phenomenon with numerous negative side effects: “In short, we seem to have 
forgotten that music is a performance art at all, and more than that, we seem to 
have conceptualized it in such a way that we could hardly think of it that way 
even if we wanted to.” (Cook, 2001, p. 4) 
      One of the most important titles dedicated to the importance of dialogue 
between music analysis and performance belongs to Wallace Barry, Musical 
Structure and Performance (1989); at that time it offered no only arguments to 
support the relevance of analysis in the performance process, but it also 
provided solutions for the switching from theory to practice. Moreover, Eugene 
Narmour, in his study called On the Relationship of Analytical Theory to 
Performance and Interpretation (1988), conjures numerous negative 
consequences that may result from lacking deep understanding of the musical 
text, revealed in particular at the level of the artistic concept on the work and the 
depth of the message conveyed to the listener. Many studies of authors like Tim 
Howell (1992), William Rothstein (1995), Joel Lester (1995, 1998), Nicholas 
Cook (1999, 2001),Vicky Ward (2004, 2007), Lawrence Rosenwald (1993) 
follow the same direction of congruency of final purposes - understanding the 
muscial phenomenon, musical communication and solving the issues related to 
these two processes. 
 
2. Music analysis from the performer’s point of view. Opinions and 
justifications 
      “For most performing musicians, analytical theory is largely a study of the 
grammar of music. As a utilitarian subject, analysis - wheter of melody, 
harmony, rhythm, couterpoint, or musical form – presumably makes it possible 
for performers to learn the various languages of musical styles, thereby 
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increasing the liklihood of their producing an informed and aesthetically 
satisfying intepretation.” (Narmour, 1988, p. 317) The concept of musical 
analysis as a critical instrument, capable of providing and validating a “correct” 
performance, contributed to the appearance of a well-documented breach 
between the two areas (Dunsby, 1995; Lester, 1995). Two factors can be 
identified in this process of separation between the two disciplines, and whose 
interaction proved to be decisive in time. 
- The attitude of higher education teachers and, by default, of their students 
towards Music analysis 
      In a survey performed among instrument teachers, elements like structure 
design, theory, and musical analysis were consistently ranked among the least 
important aspects of the performance and in the teaching practice of an 
instrument (Ward, 2004). Instrument teachers are in the ideal position to support 
the fundamental importance of the structure in understanding a musical score in 
a practical way. However, although the Music Analysis discipline offers all the 
necessary means for the future performers to notice and understand the 
structural elements of music, they face a marginalization attitude, being 
considered too “academic”, unrelated to performance (Aiello&Williamon, 
2002). The chasm between these two areas risks to overturn the fundamental 
concept of education, that of experimental learning, a principle that underlines 
the importance of connecting the theoretical knowledge with practical action. 
An important factor in increasing the gap between the two areas was the 
anchoring of teachers in the traditional methods of teaching the instrument, 
which favors the monopoly of the educator and limits the active participation of 
the student. Teacherʼs tendency to focus on elements of subjective, personal-
technical nature, imagination, instinct, sound quality – excludes the 
simultaneous introduction of a rational, objective aspect represented by musical 
analysis. The same above quoted study performed by Ward on instrument 
teachers (Ward, 2004) demonstrated that, despite the openness to linking music 
analysis with performance, teachers did not have means to integrate theory into 
practice, separating analysis from its own performance, and at the same time 
failing to achieve the connection between expression and structure. 
      Another aspect of the issue is the level at which the discourse between the 
two areas is projected. Through the studies and research on the topic, the 
theoreticians address especially the academic area, most of the time including 
only researchers or top performers, leaving aside instrument teachers, those who 
have a fundamental role in changing the optics on the relationship between 
analysis and interpretation among students. Thus, the failure to transmit an 
appropriate attitude in this respect among instrument teachers directly resulted in 
similar attitudes in students, which most of the times take on the views of their 
educators. As a result, instrumental students have developed over time a reaction 
to reject the idea of “linking analysis to performance, considering the analytical 
act as a factor that can remove pleasure from the performance experience, 
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suggesting that after detailed explanations, the work becomes boring”. 
(Vaughan, 2002, p. 264 quoted in Ward, 2007, p. 1) 
- Contribution of theoreticians (musicologists) to creating inaccessible 
language and expression, inappropriate for performers 
      The development of the field of musicology in the last half of the 20th 
century and the first half of the 21st century led to a diversification of methods 
of analytical approach, to their modernization until their get closer to scientific 
research techniques, as well as to a specific grammar of each species. The 
phenomenon had important consequences in the intersection of the analytical 
sphere with the interpretative area: the focus of theoreticians on the discovery of 
hidden structures or the less obvious constructive aspects (the frequent use of a 
type of agreement) neglecting or avoiding those obvious aspects but rarely 
capturing the interpretersʼ attention (related to the theme, the relationship 
between the sound content of some sections); developing a complicated, 
tangential or inaccessible analytical language: “terminology is a decisive factor 
in teachersʼ perceived negativity towards music analysis.” (Ward, 2004). The 
separation between theoreticians and interpreters is due not only to the language 
and presentation of musicological studies, but also to their irrelevancy due to the 
avoidance of analyzes regarding the performance options (versions) of the works 
and the focus on the theories related to the compositional process. 
 
3. Music analysis and musical awareness 
     Most of the times, in music analysis, the starting point is the score, observed 
at the abstract level, analyzed in detail using strict analytical methods. Narmour 
(1988, p. 697) argues that “the study of music theory should enable performers 
to determine not only how they fit into some stylistic scheme of history but 
should also endow performers with the means do discover how different 
intepretations alter the listenerʼs pereption and understanding of living works of 
art”. In the same sense, Howell emphasizes the need for a wider vision on 
musical analysis, which should be seen as a means of achieving a goal and not a 
final goal in itself, and the aspects of the analytical process must represent ways 
to complement and complete the interpretative study. 
      In an effort to alleviate the inaccessibility of musical analysis or analytical 
language among students and instrument teachers, Howell suggests to focus on 
the musical awareness concept. According to Guidlhall School of Music and 
Drama Woodwind Syllabus, musical awareness “includes the ability to shape 
phrases, a sense of musical coherence, an understanding of overall structure, 
sensitivity to the relationship between parts within a texture and an ability to 
capture mood and character” (Guildhall School of Music and Drama, 2002, p. 
217). Olson defined the concept as being fundamental for understanding music’s 
deep meaning: “Awareness is more than listening. Awareness must be 
approached as a specific condition of human experience which involves feeling, 
analyzing, and judging. (...) Musical awareness exist at three levels: 1) musical 
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details, 2) associations and mental images, and 3) accentuation. The more these 
three levels are explored, the closer one comes to a definition of aesthetic 
experience.” (Olson, 1984, p. 31) 
      Starting from the description of the elements that include the musical 
awareness expression we can find as many elements of correspondence with the 
field of music analysis. Awareness of the musical phenomenon by discovering 
the details and their mental association with sound pictures and corresponding 
states, a cognitive and affective understanding of music at the same time, is the 
ultimate goal for the training of a student playing an instrument.This is done on 
an accessible level, familiar to instrument teachers, and in which collaborative 
teaching can be developed between them and the educators in the theoretical 
fields. 
 
4. The role of Music analysis subject in musical training of performing 
students. Developed skills 
- Sensing the rhythmic models and structures, their circulation on the part of 
the work and the way it relates to the melodic factor; 
- Noticing the melodic details - discovering the main motives of the work, their 
processing and transformation into the different sections of the work, sensing the 
connection between different segments based on the melodic correlations; 
- Developing harmonic sense, understanding the option for certain 
modulations, harmonic relationships, tonal correlations between sections; 
- Developing the ability of phrasing by understanding the principles underlying 
the concept of musical phrase: musical sense, cadence principle, constructive 
principles specific to each stylistic age, understanding the principle of the 
evolution of a musical idea (beginning, development, climax, solving, 
conclusion), elements that determine the identity of a musical phrase or a section 
(melody, rhythm, harmony, writing) etc .; 
- Developing a critical thinking and observation of a work, understanding the 
principles of composition construction, general dramaturgy, with its key 
moments: expository, developer, conclusive; understanding the correlations 
between the sections and their psychological role; 
- Understanding and capturing the state and character of a work; 
- Memorising capacity (Aiello and Williamon, 2002) 
- Understanding the work as a whole, not just the line or voice they are playing. 
Understanding the function of each plan, the role of each instrument / participant 
in the discourse, the relationship between the soloist and accompaniment and its 
changes during the work; 
- Internal representation of music; 
- Coherence of interpretation; 
- Forming a personal interpretative concept on the work, without taking it over 
from others: the choice of dynamics, tempo, culminations, accents, digitization, 
positions etc.  
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       There has been a growing concern among students about the degree of 
uniformity of the performance style. Often, their appeal to recordings of top 
performers is avoided precisely because of the same phenomenon of the 
similarity of interpretative options of a particular opus. The interaction between 
music analysis as instrumental training and interpretation theory can facilitate 
the young generation a discipline of mixing the expertise of the two domains, 
which can develop not only the discovery and assumption of unique personal 
interpretations, but also a discovery of oneʼs own artistic personality. 
- Awareness of the composer - performer - listener path. Narmour (1988) states 
that the temporal materialization of a musical work is not due exclusively to the 
composer or performer, but to a relationship of interdependence between the 
creator, the interpreter, and the listener. The role of the performer in this triangle 
of music completion is to give life to a seemingly schematic score based on 
graphical conventions and approximations of the composerʼs intentions, passing 
it through a process of transformation according to his own aesthetic 
convictions, stylistic experiences and artistic performance traditions. 
Consequently, the interpreter must pay special attention not only to the deeper 
understanding of the composerʼs intentions, but also he must adapt the message 
of the work to auditor’s sensitivity, aesthetic and stylistic experience. 
       It is especially important for the auditor not to be directly exposed to the 
analytical thinking behind the instrument playerʼs conception about 
performance. The analysis should be just one of the factors of influence in the 
creation of the interpretative vision without becoming its main foundation. 
- Understanding the psychological effect that music has on the listener; 
- Achieving a balance between aural perception and analytical perception in 
the formation of an own interpretative concept. Howell (1992) argues the 
importance of linking the two types of perceptions, thus eliminating the 
mechanical studying, instinct-based but lacking depth, from the studentsʼ 
practice. “From the perspective of aural perception (the ability to hear all the 
details of a piece) and that of analytical perception (the ability to relate those 
details to a whole), the act of mechanical practice is counterproductive, 
preventing the ear from working properly to separate these sounds and the mind 
from assimilating significance. The value of aural perception and analytical 
understanding in the memorization of a piece is clearly accepted; more 
problematic, but of equal value, is their relevance to formation of an individual 
interpretation.” (Howell, 1992, p. 699) 
- Understanding the expressive structure of the work; 
- Noticing details and the ability to link details to the whole. The analysis gives 
the performer the ability to discover details in the musical score and relate these 
details to the whole; it develops his critical vision and ability to raise various 
issues and questions and find viable solutions to them. 
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5. Conclusions. Possible solutions for accessing the Music Analysis field 
      Insisting on the role that musical analysis should play in the musician's 
training, Howell asserts that the analytical study undoubtedly has an educational 
role.However, when it becomes irrelevant due to the distraction of the 
interpreter's attention from the music itself, it may become counter-educative 
(diseducational) (Howell, 1992, p. 702) Also, analysis must be seen as a process 
and not as a product (Howell, 1992, p. 702). The search for those analytical 
elements that may be useful to the performer is a fundamental part of the Music 
Analysis discipline. Analysis and performance must be carried out as 
simultaneous and interactive processes, not successively (Cook, 1999). In the 
process of teaching the instrument, musical analysis can help teachers develop 
more than the psychomotor and interpretative capacities of students by 
facilitating their complex exercise of the role of educator by implementing 
general principles of education such as the development of musical thinking. 
Also, instrument teachers can radically influence the theoretical learning by 
experimenting in practice, by encouraging students to explore analytical details 
through interpretation, thus achieving the crucial link between experimentation 
and learning. 
    One of the tools offered by instrument teachers to facilitate the relationship 
between Music Analysis and the study of the instrument is to change the 
teaching concept. Instrument teachers showed a tendency to concentrate, during 
teaching, on personal subjective elements: imagination, technique, instinct, 
elements which, in the absence of an individual analytical investigation, can lead 
to an unconscious (or conscious) option of performance, a reflection of an 
existing performance. Teachersʼ tendency to hold the monopoly within the 
instrument classes falls in the same traditional view of the act of teaching. 
Including analytical discussions can increase students' involvement in the 
educational process, leading to greater autonomy in expressing and adopting 
their own interpretative options. 
      An important factor in enhancing the role that Musical Analysis plays in the 
training of performing students is the change of the teachers' perspective on this 
field.Research has shown the teachers' tendency to have a negative opinion on 
musical analysis (Ward 2005), considering it irrelevant, which explains the 
difficulty with which they integrate the analysis into the instrument teaching 
process. “One solution on this issue might be to focus our collaborative efforts 
on how we teach performance rather than how we teach analysis. Specifically, I 
will suggest theat one way of moving towards this position is to chart 
developement of an analytically based teaching resources.” (Ward, 2007, p. 1) 
“Performing students must understand every act that precedes the interpretative 
phenomenon as part of a complex analytical process. Performers may not realize 
that their choice of fingering or bowing are “analytic”, but in the sense that those 
choices affect the projection of structure, they carry the same interpretative 
import as analytic notations.” (Lester, 1998, p. 2) 
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        The main way to blur the apparent discrepancy between musical analysis 
and interpretation is to adopt a different view of the discipline, cancelling its 
seemingly prescriptive role and emphasizing its semantic creativity and 
versatility in the interpretative process. “Analysis is something which happens 
whenever one attends intelligently to the world.”(Meyer, 1973, p. 29) 
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Abstract: A musical inspiration, Don Pasqule by Gaetano Donizetti offers a wealth of 
examples of how to capitalize on the vocal and musical potential offered by the opera show. 
We aim to analyze vocal scores - areas, duets, recitatives and vocal ensembles and to 
emphasize their musical achievement. 
Key words: opera, vocals parts, comic 
 
1. Norina's Aria  
       Norina's cavatina Quel guardo il cavaliere: We discover Norina's whimsy 
character from the instrumental introduction (Andante, piano) that permanently 
interlaces two types of rhythmic-melodic formulas (ascending and descending) 
made by the combination between high and very low values of the notes (one 
measure sextolet), and the accents on weak measure. E.g. 1 (G. Donizetti - Don 
Pasquale, Edizione Ricordi, Milano, 2006, Act I, Scene IV, Norina's cavatina: Quel guardo il 
cavaliere, p. 40, ms. 1-8): 

 

 
       The aria is organized in two parts: a first recitative part - which by the 
melodics and morphological structure can be considered the slow part (A) and a 
B - the aria itself. Norina reads aloud from a book and even from the first reply 
(Quel guardo il cavaliere21) we discover persiflage and disinterest for the 
subject of the novel. The melodic line has a gradually ascending drawing, 
followed by a descending leap then replaced with various descending fioritura, 
reminiscent of the musical style of the Middle Ages troubadours’ period (where 
the action of the novel takes place). E.g. 2 (G. Donizetti - Don Pasquale, Edizione 
Ricordi, Milano, 2006, Act I, Scene IV, Norina's cavatina: Quel guardo il cavaliere, p. 40, 
ms. 10-27): 
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       The descending roulades show the ironic attitude to the heroine of the novel, 
but the phrases keep their lyrical character; The tauntin gritartando (on cavalier) 
is followed by a very romantic exposure (e tanto era in quel guardo22), and the 
crescendo in the phrase giurò che ad altra mai23 ends with sfp (the boredom 
given by the subject of the book).  The emphasis on the second syllable of the 
word disse24 is contrary to the musical rules and prosody of the Italian language, 
highlighting the mocking sense of the heroine's oath (Son vostro cavalier! 25). 
E.g. 3 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act I, Scene IV, 
Norina's cavatina: Quel guardo il cavaliere, p. 41, ms. 16-18): 

 
as is the case with the word guardo26 (as a reaction to comparison with sapor di 
paradiso27). E.g. 4 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act I, 
Scene IV, Norina's cavatina: Quel guardo il cavaliere, p. 41, ms. 20-21): 

 
       Fermata for a while announces the change of attitude, and the laughing 
laughter anticipates the second part of the aria (where Norina makes her self-
portrait). A short orchestral introduction describes the capricious unexpected, 
somewhat unscrupulous and nonconformist of the young female (appoggiatura, 
punctuated values and melodically broken course). E.g. 5 (G. Donizetti - Don 
Pasquale, Edizione Ricordi, Milano, 2006, Act I, Scene IV, Norina's cavatina: Quel guardo il 
cavaliere, p. 42, ms. 32-42): 

 
       Norina is perfectly aware that besides exuberance, she also has a great flair. 
The melodic line loaded with appoggiatura and descending melodic leaps 
suggestively describes the changes of mood that she can co-ordinate if she 

                                                
22 And it was so much in that look (t.a.Cr.S.A). 
23 He swears he will never think of another (t.a.Cr.S.A). 
24 Says (it.). 
25 I'm your knight (t.a.Cr.S.A). 
26 Look (It.). 
27 With a paradise flavor (t.a.Cr.S.A). 
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forces herself (d'un breve sorisetto28, menzognera lagrima29, subito languor30). 
Rallentando on the reply i cori lento foco31 shows how patient she may be if she 
proposes herself to seduce someone and the return to a tempo (d'un breve 
sorrisetto) brings a new sudden change of character, like a blast of joy. The 
short melodic motifs conosco i mille modi dell'amorose frodi, i vezzi e l'arti 
facili32 come to complete the self-portrait and they can be highlighted by the 
vocal expressiveness and varied timbral coloring. E.g. 6 (G. Donizetti - Don 
Pasquale, Edizione Ricordi, Milano, 2006, Act I, Scene IV, Norina's cavatina: Quel guardo il 
cavaliere, p. 42, ms. 59-64): 

 
         The pride and safety on the qualities she possesses in the art of seduction 
are revealed by two roulades (l'effetto33 and per inspirare amor34): E.g. 7 (G. 
Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act I, Scene IV, Norina's 
cavatina: Quel guardo il cavaliere, p. 43, ms. 81-87):  

 
       An orchestral passage with repeated notes makes the transition to the 
rhythmic-melodic fragment with a recitative role (Più mosso) which continues 
the description of the heroine virtues: ho testa bizzarra, son pronta, vivace35. 
Structures on triplets completed by indications con forza and rallentando reveal 
two other paradoxical manifestations of Norina: se monto in furore, di rado sto 
al segno, ma in riso lo sdegno fo presto a cangiar. Ho testa bizzara, ma core 
eccellente36. E.g. 8 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act I, 
Scene IV, Norina's cavatina: Quel guardo il cavaliere, p. 44, ms. 94-103): 

 

 
                                                
28 A little smile (t.a.Cr.S.A). 
29 A lying tear (t.a.Cr.S.A). 
30 A sudden exhaustion(t.a.Cr.S.A). 
31 Hearts burning slowly (the translation from the Italian language belongs to the author). 
32 I know thousands of ways to corrupt lovers, by caresses and light art of love (t.a.Cr.S.A.). 
33 The effect (It.). 
34 To inspire love (t.a.Cr.S.A.). 
35 I have a strange mind, I'm prompt, spirited(t.a.Cr.S.A.). 
36 If I get mad it's not good, but the laughter comes back and I change quickly. I have a quite bizarre mind, but 
the soul is very good (t.a.Cr.S.A.). 
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     The seven measures of quaver are very expressive and brilliant, as a 
crowning of feelings of gratitude, pleasure and satisfaction to the personal 
qualities and virtues that distinguish it from the rest of the world. E.g. 9 (G. 
Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act I, Scene IV, Norina's 
cavatina: Quel guardo il cavaliere, p. 44, ms. 114-121): 

 
        On this quaver the orchestra sings the first motif of the original sentence 
(son anch'io la virtu magica), then the melodic line returns to the voice and 
repeats the aria beginning identically. The final beat is quite broad, including 
roulades, fioritura and rhythmic-melodic structures in triplets. E.g. 10 (G. Donizetti 
- Don Pasquale, Edizione Ricordi, Milano, 2006, Act I, Scene IV, Norina's cavatina: Quel 
guardo il cavaliere, p. 46, ms. 160-192): 

 

 

 

 
         The tonal play is built according to the exhibiting needs of the character, 
and the orchestra plays an accompaniment role (rarely replaced by a solo or 
equal voice partner). E.g. 11 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 
2006, Act I, Scene IV, Norina's cavatina: Quel guardo il cavaliere, p. 43, ms. 68-76): 

 
       Colored quads are a "bonus" and not an integral part of the aria, and can 
only be used previous show conductor and stage director's approval.  
 
2. Recitatives 
        E il Dottor non si vede! - Norina's monologue before the duet with 
Malatesta is an indisputable proof of Donizetti's science in making recitatives 
very close to the intonations of the spoken language, the accompaniment being 
only a long, harmonious support. E.g. 12 (G. Donizetti - Don Pasquale, Edizione 
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Ricordi, Milano, 2006, Act I, Recitativo e Duetto Finale I: E il Dottor non si vede!, p. 48, ms. 
1-7): 

 

 
        The doctor's appearance brings accompaniment changes, revealing the 
thoughts and reactions of the two characters. (The letter Norina received from 
Ernesto is simply recited by Malatesta, without any accompaniment).  Malatesta 
presents a detailed description of the stratagem he proposes, but Norina 
interrupts him by saying without hesitation that the instructions are very clear to 
her and that she is ready to act, and we will discover in Norina's melodics a 
combination of pride, maximum self-confidence and desire of vengeance.  E.g. 
13 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act I, Recitativo e Duetto 
Finale I: E il Dottor non si vede!, p. 48, ms. 1-7): 

 

 
       Non abbiate paura: After the triplet (Act II), the three characters start 
sounding out about the marriage (recitative). So, Pasquale and confonde in 
inchini37, Malatesta tells Sofronia not to be afraid of his old friend, who is also 
asking her to greet him. Norina's response is comic both by scenic indication (fa 
una riverenza senza guardare Don Pasquale38), as well as through the melodic 
line (descendant triplet rendering the "fear" of being near a stranger). E.g. 14 (G. 
Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act II, Scena e Quartetto Finale 
II: Non abbiate paura, p. 85, ms. 6-8): 

 
         Three asides clearly reveal the thoughts of the characters: Pasquale's 
sincere joy (who believes that Sofronia is the ideal wife), Malatesta's satisfaction 
(knowing that the plan will succeed) and Norina's disdain (oh, che baggiano! 39). 
Malatesta suggests the old man should have a dialogue with Sofronia in order to 
see if they have common tastes and principles. The girl's response to the old 

                                                
37 He tangles in his bowels (t.a.Cr.S.A.). 
38 He makes a reverence without looking at Don Pasquale (t.a.Cr.S.A.). 
39 Oh, what a pumpkin head!  (t.a.Cr.S.A.). 
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man's interrogation  is gentle, polite, shy and patient, relating about the life she 
lived in the monastery (always alone, with nothing special to do), saying she did 
not know what theater was and that she had no curiosity in this sense, 
enumerating the domestic activities acquired in the monastery and all these 
revelations permanently conquer Pasquale, extremely impatient in anticipation 
of the happy event. Parlando used in the recitative is monotonous (as is the 
nature of Sofronia), the rhythm is unitary (eighths notes, the semiquavers appear 
only when she states that she does not want to know what the theater is or when 
she lists the activities carried out at the monastery: cucire, ricamar, far la 
calzetta, badare alla cucina40), and the accompaniment is almost inexistent 
(short harmonic support chords). E.g. 15 (G. Donizetti - Don Pasquale, Edizione 
Ricordi, Milano, 2006, Act II, Scena e Quartetto Finale II: Non abbiate paura, p. 87, ms. 28-
39): 

 

 
       Satisfied with the answers he received, Pasquale would like to see 
Sofronia's face, Malatesta asks his sister to take out her veil; embarassed, the girl 
affirms (a melodic line highlighting shame): non oso in faccia a an uom41. To 
prove the submission of his sister, Malatesta orders her to uncover her face 
immediately and the girl obeys immediately. The effect of explosion triggered in 
Pasquale's heart by the beautiful face is rendered by Allegro with brief phrases, 
interrupted by optimi breaks (gaspy breathing), semiquaver notes (precipitation 
of the love-stricken old man) and orchestration in tremolo. Asked if she liked the 
gentleman in front of her, Sofronia continues playing her role of an ingenuous 
and replies avery short, shy Si, followed by a sarcastic aside (sei pur il gran 
babbione!42). E.g. 16 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act II, 
Scena e Quartetto Finale II: Non abbiate paura, p. 90, ms. 70-75): 

 

                                                
40 I sew, I embroider, I braid socks, I cook and clean(t.a.Cr.S.A.). 
41This is not appropriate in front of a man(t.a.Cr.S.A.). 
42 You're such a baboon! (t.a.Cr.S.A.). 
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    Jubilating happiness, Pasquale thinks he was blessed with such a perfect wife, 
while the new aside of Norina sounds threatening: Te n'avvedrai fra poco!43. 
 
3. Duets and vocal ensembles 
       The Malatesta -Norina- duet: Pronta io son is built around the stratagem 
proposed by the doctor, referring to the behavior Norina must appropriate in 
order to become Sofronia in an attempt to conquer Don Pasquale. The duet has 
four large and recitative parts: the first part - A - introductory sentence Norina, 
followed by two bipodic periods (A and A1) and a conclusion with a cadential 
role, continued by Malatesta on the same structure (introductory phrase, two 
periods A ' and A1 ' and cadential phrase) and follows a linking bridge 
melodically exposed by Norina. The second part (Norina proves different ways 
of shaping the character of Sofronia) is structured in four bipodic periods: B, Bv, 
Bv1, Bv2 and a linking bridge (recitative) to the third part - with two periods C 
(bipodic) and D (four phrases) followed by an outer enlargement with a 
cadential role (these two periods are identical, being separated by a recitative 
fragment with an interlude role). The last part is the duet conclusion, as the 
characters greatly amuse themselves about the show to come. The first sequence 
(Maestoso) is a somewhat hilarious presentation of the marcial character of the 
"confrontation" between Sofronia and Pasquale. Norina's contradictory feelings 
(in love and eager for vengeance) are musically transposed by contrasting 
shades (forte-piano), and, from a melodical perspective, the determination of the 
girl ready to fight is carried out without stridence or screams, on an anacrusis 
accompaniment. E.g. 17 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, act 
I, Recitativo e Duetto Finale I: Pronta io son, p. 52, ms. 51-56): 

 
       The musical discourse is built on the phrase faro imbrogli, faro scene, so 
ben io quel ch'io da far44 by a repetitive rhythmic-melodic cell sequenced on 
different stages; from a rhythmic point of view, we notice a major change with 
the occurrence of small values (sixteenth with a point followed by a thirty-
second and triolets on half a measure). E.g. 18 (G. Donizetti - Don Pasquale, Edizione 
Ricordi, Milano, 2006, Act I, Recitativo e Duetto Finale I: Pronta io son, p. 52-53, ms. 57-
66):

 
                                                
43 Just wait and see! (t.a.Cr.S.A.). 
44 I'm going to cause trouble, I'm going to make scenes, I know very well what I have to do (t.a.Cr.S.A.). 
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       The end of Norina's exposition has a cadential effect, with different melodic 
passages exposing self-confidence on the same text. E.g. 19 (G. Donizetti - Don 
Pasquale, Edizione Ricordi, Milano, 2006, Act I, Recitativo e Duetto Finale I: Pronta io son, 
p. 53, ms. 66-67): 

 
        The accompaniment proves to be a novelty for the Donizettian discourse: 
on a ostinato bass sextoles, the violin melodic line (staccato) has an emphasis on 
the second half of the second and third measure. E.g. 20 (G. Donizetti - Don 
Pasquale, Edizione Ricordi, Milano, 2006, Act I, Recitativo e Duetto Finale I: Pronta io son, 
p. 52, ms. 57-58): 

 
The rhythmic variations in orchestration continue by overlapping the 

binary and ternary rhythms and the appearance of syncope for half a measure. 
E.g. 21 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act I, Recitativo e 
Duetto Finale I: Pronta io son, p. 53, ms. 61-62): 

 
         The contrasting dynamics (the transition from the preparatory orchestral 
fragment to the piano is made by crescendo for voice, then diminuendo) suggest 
Nora's tenacity, impatience and desire for revenge. Her great quality of self-
control over behavioral change is underlined by crescendo up to sforzando (on 
the word lighthouse) that immediately calms down and returns to a reduced tone 
(dolce). The same melodic course, rhythm and nuances are taken over by 
Malatesta in his discourse, which proves that although the text is different, the 
purpose of the two characters is common and thus the alliance is between them 
is sanctified. In the second part of the Malatesta duet, there is an education 
course for the future Sofronia, and we will discover Norina's wicked nature 
(plastically emphasized by the composer), seriously experimenting with 
different variants of attitude that she can perfectly interpret to trick Pasquale. 
Malatesta opts for the variant of a young, submissive, young woman, just 
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coming out of the monastery.  The meanings of the melodic lines perfectly 
reproduce the expression of behavioral attitudes listed by Norina: mi volete 
fiera45 - ascending to the fourth, mi volete mesta46 - ascending sixth leap 
followed by a descending leap (annoyance) ho da piangere47 - ascending leap of 
sixth followed by a descending rhythm (sighs), ho gridare48 - in the acute 
register with ascending third leap followed by descending octave leap (screams). 
E.g. 22 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act I, Recitativo e 
Duetto Finale I: Pronta io son, p. 56, ms. 92-97): 

 

 
       Malatesta wants for the old man: la semplicetta49. Norina can interpret this 
role with great easiness (we will use a great variety of vocal colors), which 
causes her to express her joy through long distance leaps. E.g. 23 (G. Donizetti - 
Don Pasquale, Edizione Ricordi, Milano, 2006, Act I, Recitativo e Duetto Finale I: Pronta io 
son, p. 57, ms. 1001-103): 

 
          The eighth and fourths in Norina's melodic line contrast with the 
sixteenths of Malatesta's speech, expressing the joy and satisfaction of having a 
receptive and intelligent "student". Entering Norina's play, Malatesta conducts a 
fake dialogue with her, based on rhythmic-melodic elements taken from one 
interpreter to another, or overlapped (grazie, serva50). If the naivety and 
inventiveness of Norina's character are exposed in piano, the joy of Malatesta 
manifests itself in crescendo, realizing that the girl's acting talent will ensure 
victory. E.g. 24 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act I, 
Recitativo e Duetto Finale I: Pronta io son, p. 57, ms. 103-104): 

 
        After the final touches meant to make Sofronia's interpretation absolutely 
perfect (collo torto, torto51, bocca stretta, stretta52), the doctor's full satisfaction 
                                                
45 You want me to be proud (t.a.Cr.S.A.). 
46 Or be sad (t.a.Cr.S.A). 
47 You want me to cry (t.a.Cr.S.A). 
48 Or scream (t.a.Cr.S.A). 
49 A simple, humblegirl (t.a.Cr.S.A). 
50 Thank you, I'm the servant (t.a.Cr.S.A). 
51 Wry neck (t.a.Cr.S.A.). 
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is expressed by a melisma tempo on the word brava. E.g. 25 (G. Donizetti - Don 
Pasquale, Edizione Ricordi, Milano, 2006, Act I, Recitativo e Duetto Finale I: Pronta io son, 
p. 58, ms. 110-115): 

 

 
          The last part of the duet develops the joy and safety of triumph in front of 
Don Pasquale; there are three repetitive periods: the first period (vado, corro al 
gran cimento, pieno ho il core d’ardimento53) has a gradual, ascending and 
descending melodic course, exceptional triolet values with a sudden passage 
from forte to piano and then by one crescendo (last two measures) returns to 
forte. The same melodic, rhythmic, dynamic and orchestral play is taken over by 
Malatesta (different text), showing the common goal. The second period starts 
with a rhythmic-melodic material based on a punctuated value cell and a short 
value of melodically broken course, in piano, expressing the desire to trifle with 
Don Pasquale. The orchestration is quite simple, with (bass) accompaniment of 
equal eighths followed by eighths pauses, and the melodic line in the upper 
plane doubles the voices. E.g. 26 (G. Donizetti - Don Pasquale, Edizione Ricordi, 
Milano, 2006, Act I, Recitativo e Duetto Finale I: Pronta io son, p. 60, ms. 129-135): 

 

 
         The third period arises some musical issues generated by the occurrence of 
ascending chromatisms. After a short recitative fragment (the impatience to 
implement the plan), the musical motif (the enthusiasm they feel when starting 
to fight against Don Pasquale) is completely resumed and, at the end of the duet 
(Pochissimo ritenuto) a recapitulation of the scenario full of irony and mockery 
prepared for the old man and the hope of the final victory is made (si la sapro, la 

                                                                                                                                                   
52 Small, close mouth(t.a.Cr.S.A). 
53 I run to this great confrontation, my heart is full of passion(tr t.a.Cr.S.A.). 
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vo’ spuntar54). The orchestra performs the harmonic support and concludes in 
the same humorous palette the farce prepared for Don Pasquale. E.g. 27 (G. 
Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act I, Recitativo e Duetto Finale 
I: Pronta io son, p. 66, ms. 205-209): 

 
          The triplet of the second act - Via, da brava: is the most difficult 
moment of the opera (from a theatrical perspective) for interpreter of the 
feminine role, forced to make very rapid changes of character, expressiveness, 
mimics and vocality.  The asides and dialogues harmoniously blend with the 
help of the melodic lines built differently (the asides are played and the 
dialogues have the form of a recital), of tones and orchestral accompaniment. 
E.g. 28 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milan, 2006, Act II, Scene III, Scene 
e Terzetto: Via, da brava, p. 78, ms. 4-8):  

 
       Don Pasquale is very confident that the religious education received by 
Sofronia at the monastery can offer him an obedient wife. On the melodic line of 
the girl's aside, Malatesta makes a description of which the old man understands 
that her attitude and expression prove simplicity and obedience, while the 
orchestra is singing a capricious melody that reveals Norina's true intentions: sta 
a vedere o vecchio matto, ch'or ti servo come va55. E.g. 29 (G. Donizetti - Don 
Pasquale, Edizione Ricordi, Milan, 2006, Act II, Scene III, Scene e Terzetto: Via, da brava, 
p. 80, ms. 19-20): 

 

                                                
54 Yeah, I'll know how to defeat him (t.a.Cr.S.A.) 
55You'll see, crazy old man, I'll serve you the way you deserve (t.a.Cr.S.A.). 
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       Sofronia’s melodic line in asides is broken, and the sinuous course (quarter 
and sixteenth notes) combines the staccato and legato notes. The change of 
tempo (Più allegro) and the indication con terrore56 describe a Sofronia 
"horrified" by the presence of another man except her brother (short rhythmic-
melodic cells that find their answer in the orchestration cells), and agitatissima 
translates an exaggerated emotional disorder, asking the "brother", in her 
hypocrisy, to leave the house immediately. E.g. 30 (G. Donizetti - Don Pasquale, 
Edizione Ricordi, Milano, 2006, Act II, Scene III, Scena e Terzetto: Via, da brava, p. 81-82, 
ms. 33-37): 

 
         Pasquale's happiness knows no boundaries believing that the ideal wife is 
in front of his eyes (com'e cara, com'e cara!57). In a brief exchange of 
correspondence between Malatesta and Norina, the girl gets assured that the 
script and the interpretation have already convinced the old man. The dynamics 
remains in a low register due to the Norina - Malatesta and Malatesta - Don 
Pasquale asides, and the orchestra doubles the solist line and realizes the 
harmonic support. E.g. 31 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milan, 2006, 
Act II, Scene III, Scene e Terzetto: Via, da brava, p. 82, ms. 38-41): 

 
         With the signing of the marriage contract we find the unexpected gesture 
of the old man: he gives his wife half of the entire fortune, causing a wave of 
words of gratitude: rivela il vostro core quest'atto di bonta58. The unexpected 
appearance of Ernesto (who has no knowledge of Malatesta's script) can ruin all 
their plans, and the change of tempo to Allegro, the orchestration (tremolo) and 
the piano tone describe the panic created. E.g. 32 (G. Donizetti - Don Pasquale, 
Edizione Ricordi, Milano, 2006, Act II, Quartetto Finale II: indietro, p. 96, ms. 143-151): 

                                                
56With horror(t.a.Cr.S.A.). 
57 What a cute, cute girl! (t.a.Cr.S.A.). 
58 This gesture shows how noble you are (t.a.Cr.S.A.). 
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      The fifth scene - Pria di partir (senza badare agli altri, va diritto a Don 
Pasquale59) Ernesto comes to say farewell to the old man, but the latter (in 
ecstasy) asks him to witness his marriage. Ernesto remains stunned when he 
recognizes his own lover in the elder's future wife, but Malatesta hastily 
whispers that it is a farce, while Norina honestly states this time: adesso 
veramente, mi viene da tremare"60. E.g. 33 (G. Donizetti - Don Pasquale, Edizione 
Ricordi, Milano, 2006, Act II, Quartetto Finale II, Scene V: Pria di partir, p. 98, ms. 197-
199): 

 
         Ernesto understands and immediately becomes part of the game signing as 
a witness to the marriage between Pasquale and Sofronia. Moderato mosso (6/8) 
prepares a crucial moment for the opera's action: Pasquale approaches his wife 
to embrace her, but she refuses it because he did not ask her permission first. 
Although the indication respingendolo con dolcezza61 tends to suggest that 
Norina would give ground, the orchestral accompaniment (quaversstaccato) and 
the bass line (ostinato) reveals her hidden thoughts. Pasquale contrariately obeys 
and asks for her acceptance, but this time the short answer: no makes Ernesto 
burst into laughter. E.g. 34 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, 
Act II, Quartetto Finale II, Scene V: Pria di partir, p. 104, ms. 242-250): 

 

                                                
59 Without noticing anyone, she goes straight to Don Pasquale (t.a.Cr.S.A.). 
60 Now I'm really shaking (t.a.Cr.S.A.). 
61 Rejecting him gently (t.a.Cr.S.A.). 
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        This rudeness provokes the old man’s wrath, who banishes his nephew, but 
Sofronia's angry and contemptuous intervention interrupts him with a forte 
exclamation (prepared by three orchestral chords), and the girl suddenly turns 
into another person, shocking Pasquale. She does give too much time to the old 
man to recover but resumes the attack and asks Ernesto to stay in the house to 
become her knight. The accents on the words decrepito62 (Pasquale) and 
giovane63 (Ernesto) are meant to highlight the different ways that Sofronia 
addresses the two men. E.g. 35 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 
2006, Act II, Quartetto Finale II, Scene V: Pria di partir, p. 106, ms. 288-291): 

 
        The replies between spouses have the following indications: freddamente64, 
risoluto65, con ischerno66, and the short orchestra chords and the forte tone 
describe the fuss produced. A fermata on a break is meant to calm Sofronia, 
very close to strike Pasquale because of the tension created.  Donizetti was not 
only a great musician, he also thought of the scenic solving of his operas. Thus, 
on the indication facendosi presso a Don Pasquale, con dolcezza affettata67 
Sofronia runs a tempo that prepares the true transformation and from this 
moment, regardless of whether or not the character's name remains Sofronia, the 
behavior belongs to Norina. The apparent gentleness of the reply idolo mio, vi 
supplico scordar questa password68 extinguishes in a cry (parola), then, in an 
alert tempo, in forte, with accents (tutti obbedir69) Norina asks everyone to 
execute her orders, including Don Pasquale. Malatesta's aside and the old man's 
attempts to resist do not have the power to go over the girl's fierce entrances. E.g. 
36 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act II, Quartetto Finale II, 
Scene V: Pria di partir, p. 108, ms. 324-336): 

 

                                                
62 Decrepit (It.). 
63 Young(It.). 
64 Very cold (It.). 
65 With determination (It.). 
66 With scoff (t.a.Cr.S.A.). 
67 Approaching Don Pasquale with pretended goodness(t.a.Cr.S.A.). 
68 My idol, please, forget that word (t.a.Cr.S.A.). 
69 Everybody listens (t.a.Cr.S.A.). 
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      The scene's climax is reached on the reply taci (si2) prolonged over 
orchestral accompaniment (fortissimo) through a short recitative (con minaccia 
a Don Pasquale70) Norina then explains how things will stay in the house she 
now masters.  The effect of the girl's cries is immediately seen after the corona 
on break, when Pasquale remains frozen (like Don Bartolo in The Barber of 
Seville by Rossini), unable to understand anything of what is happening, only 
managing to mumble: Sogno? Veglio? Cos'e stato? Calci? Schiaffi?71. Ernesto 
and Norina make fun of the puzzled old man: non ha sangue nelle vene72. E.g. 37 
(G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act II, Quartetto Finale II, 
Scena V: Pria di partir, p. 111-112, ms. 360-368): 

 

 
           With Pasquale's replies (e donna a farma tremar73), Ernesto (comincio a 
decifrar74) and Malatesta (a sgomentar75), Norina performs a vocal note starting 
from note La2 (descending course to Re1) expressing the satisfaction that 
Pasquale was defeated. E.g. 38 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 
2006, Act II, Quartetto Finale II, Scene V: Pria di partir, p. 116, ms. 393-394): 
                                                
70 Minaciously to Don Pasquale (t.a.Cr.S.A.). 
71 Am I dreaming? Am I awake? What is this? Hitting? Slapping? (t.a.Cr.S.A.). 
72 He has no more blood in his veins (t.a.Cr.S.A.). 
73 This woman makes me tremble (t.a.Cr.S.A.). 
74 I'm beginning to understand (t.a.Cr.S.A.). 
75 Frightened (It.). 
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      Sofronia (forte) portrays the sovereign authority of the house and gathers all 
servants to give them the new instructions, then asks Pasquale: di servitu novella 
pensate a provvedermi; sia gente fresca e bella, tale da farci onor. Di legni un 
paio sia domani in scuderia; quant’ai cavalli poi, lascio la scelta a voi76. E.g. 39 
(G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act II, Quartetto Finale II, 
Scene V: Pria di partir, p. 119, ms. 428-436): 

 

 
        Without being intimidated by the old man's comments, Sofronia stubbornly 
persists in her ideas (cadential phrases - fate le cose in regola77 and not facciam 
burlar78). E.g. 40 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act II, 
Quartetto Finale II, Scene V: Pria di partir, p. 121, ms. 450-454): 

 
       Sofronia addresses the old man a series of insults (con furia crescendo, 
accelerando poco a poco, to forte) which give rise to a quartet, in which each 
character expresses his thoughts about the newly created situation. E.g. 41 (G. 

                                                
76Think of bringing me new servants; I want young and beautiful people to honor us. I want to find a bunch of 
wood tomorrow in the stable; as about the horses, the choice is yours (t.a.Cr.S.A.). 
77 Let's do things right(t.a.Cr.S.A.). 
78 Do not joke about it (t.a.Cr.S.A.). 
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Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act II, Quartetto Finale II, Scene 
V: Pria di partir, p. 123, ms. 470-473): 

 
       After calling Pasquale villano79, everything turns into infernal turmoil. Two 
coronas on the lines Io?, io? prepare the end and the old man expresses his 
revolt in vivace (melodically broken course, close to the spoken language), 
considering that he was betrayed and his life turned into a real slog. The 
orchestral accompaniment doubles and melodically completes the sustained solo 
parts and a wide dynamic with sudden passes from forte to piano (on one 
measure). Crescendo, piano and forte follows the requirements of stage 
expressiveness and the indication Più presto, into the fortissimo amplifies the 
climax of this ensemble. 
         The Norina - Don Pasquale duet: Signorina, in tanto fretta: is placed in 
the third act, after Pasquale's recitative monologue, in which he mourns his fate 
and seeks solutions to escape the tyranny of his wife. The scene is described as 
follows: Norina entra correndo e, senza badare a Don Pasquale, fa per uscire. 
E vestita in grandissima gala, ventaglio in mano80. The old man is very curious 
to know where his wife leaves in tantra fretta?81 (a melodic line that fits the 
literary text with great fidelity). If punctuated notes values suggest Pasquale's 
extreme irritation, Sofronia illustrates the ironic and contemptuous manner in 
which the old man is treated. The accompaniment of short or small sixteenth 
cells illustrate Pasquale's inner turmoil and home atmosphere, and the nuances 
highlight the tension in the two spouses' dialogues. Every phrase begins in piano 
and suddenly ends with an agreement in forte, then immediately returns to 
piano. E.g. 42 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act III, Scene 
II, Duetto: Signorina, in tanto fretta, p. 143, ms. 4-18): 

 

                                                
79You savage peasant(It.). 
80 Norina comes running, and without paying attention to Don Pasquale, she heads to the exit. She's dressed up, 
with a fan in her hand (t.a.Cr.S.A.). 
81She's in such hurry(t.a.Cr.S.A.). 
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       Pasquale's attempt to prevent his wife from going to theater causes a scandal 
that is gradually amplifying (musical cells placed towards the forte acute 
register, with small note values and sixteenth notes accompaniments over which 
another sound plane appears - accents in first and third tempos). The insolent 
observation: il marito quando parla non s'ascolta82 infuriates poor Pasquale, 
who answers by apostroping her in forte, più allegro, on a broken melodic 
course, relatively low ambitus, with the continuous repetition of the quaver 
values, accompanied by sixteenth notes and small crescendos - diminuendo. 
Vada a letto, dorma bene, poi doman si parlera83 sung con aria di motteggio84 
clearly shows Sofronia's disregard toward the weak character, his access of rage 
being just another reason for mockery (sounds staccato, melisma and 
descendant roulades, and the orchestra plays short chords like bursts of 
laughter). This reply resumes in rallentando, sarcastically imitating a lullaby. 
The climax of the scandal is the moment when Sofronia gli da uno schiaffo85 
and we come to know a humiliated Pasquale who wants to die, and a Norina 
with remorse, proving that her soul background is still good. E.g. 43 (G. Donizetti - 
Don Pasquale, Edizione Ricordi, Milano, 2006, Act III, Scene II, Duetto: Signorina, in tanto 
fretta, p. 146, ms. 58-64): 

 
       The fermata of the orchestra and the note mi of the voice, depicts the old 
man's stupefaction who had never believed that the girl would complete the 
threat of the quartet Provato ho a prenderti finora colle buone, Saprò se tu mi 
stuzzichi, le mani adoperar86). His suffering and Norina's remorse bring changes 
of tempo (Larghetto, 6/8), and the melodic line is transferred to the orchestra, 
imitating the tears spilled by the old man (two short musical motifs followed by 
a cell made of a descending quinte). The combination between the dotted 
rhythm and the crescendo is the expression of deep grief and soreness that 
causes Pasquale to conclude: altro a fare non ti resta, che d’andarti ad 
                                                
82 When the husband speaks she does not listen (t.a.Cr.S.A.). 
83 Go to bed, sleep well, and tomorrow we'll talk(t.a.Cr.S.A.). 
84Mocking him (t.a.Cr.S.A.). 
85She slaps him (t.a.Cr.S.A.). 
86 So far I've been trying to ride you in the snaffle, but if you keep provoking me, I'll use my hands (t.a.Cr.S.A.). 
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affogar87. Although she feels remorse, Norina is also aware that only this way 
her victory is assured (a melodic line with a descending contour, doubled by 
violins, flute and oboe, on a varied dynamic palette, with sudden passes from 
forte to piano or small crescendo - diminuendo). From the overlapping of the 
two voices we understand the contradictory states: Pasquale's shock and 
suffering, and Norina's perseverance. E.g. 44 (G. Donizetti - Don Pasquale, Edizione 
Ricordi, Milano, 2006, Act III, Scene II, Duetto: Signorina, in tanto fretta, p. 149, ms. 112-
121): 

 

 
         After a short free tempo,(D Major) Norina decides to take her role to the 
end, forgetting the moment of weakness. From the previous Larghetto we pass 
through poco più to a new Allegro (the accumulation of the scene tension and 
the anger of Don Pasquale triggered by the reply parto a dunque88). The girl's 
insolence manifests on a capricious melodic line of punctuated rhythm and short 
motifs (ci vedremo al nuovo giorno89) that show that the game continues. 
Pasquale keeps repeating: porta chiusa trovera90, which infuriates Norina 
(tempo on sposo with two fermata), the dialogue being conducted in forte, with 
an accompaniment with accents on measure four. E.g. 45 (G. Donizetti - Don 
Pasquale, Edizione Ricordi, Milano, 2006, Act III, Scene II, Duetto: Signorina, in tanto 
fretta, p. 150, ms. 132-134): 

 
       Vivace, ma non tropo, 3/8, con civetteria91 are the following indications 
describing a initial simple melodic line, the harmonic accompaniment in piano, 
with an apparently positive sense (Via, caro sposino, non farmi il tiranno, sii 
dolce, bonino92), but the following phrase shows us the insidious game of the 
girl: rifletti all'eta93. E.g. 46 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 
2006, Act III, Scene II, Duetto: Signorina, in tanto fretta, p. 151, ms. 138-152): 
                                                
87 There's nothing else left but to go drown yourself (t.a.Cr.S.A.). 
88 So I'm leaving (t.a.Cr.S.A.). 
89Tomorrow we'll see(t.a.Cr.S.A.). 
90You'll find the door closed (t.a.Cr.S.A.). 
91 With coquetry (t.a.Cr.S.A.). 
92 Go away, my beloved man, do not play the tyrant with me, be good and sweet and think about your age 
(t.a.Cr.S.A). 
93 Think about your age (t.a.Cr.S.A). 
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       The musical phrase reveals Norina's true intentions, who continue to trifle 
with the poor old man (bel nonno94), supported by a melodic rhythm enriched 
with fioritura and languishing passages. E.g. 47 (G. Donizetti - Don Pasquale, 
Edizione Ricordi, Milano, 2006, Act III, Scena II, Duetto: Signorina, in tanta fretta, p. 151, 
ms. 154-166): 

 

 
         Pasquale's refusal to go to bed brings new repetitions of the previous 
sentences, Norina returns to the hypocrite endearment state, and her husband's 
response is not too long awaited, and we discover a melodic bass line by which 
he desperately asks: Divorzio! Che letto! Che sposa!95. The forte tone and the 
multitude of accents that appear almost on each sound, show the exasperation of 
the character despised and mocked by the one that had been so gentle and 
obedient at the beginning. The end of the duet belongs to the orchestra that 
concludes Sofronia's departure to the theater and we find a final directorial 
mention: Norina parte, nell’atto di partire lascia cadere una carta. Don 
Pasquale se ne avvede e la raccoglie96. 
Norina - Ernesto duet: Tormani a dir che m'ami is described as follows: 
Norina esce con precauzione dalla parte del belvedere, e va ad aprire ad 
Ernesto, che si mostra dietro il cancello. Ernesto è avvolto in un mantello che 
lascera cadere97.  The musical form of the duet is bipartite, with two periods: A, 
B, Av, Bv, tempo, each period being bipod.  

A                                        A var 
     A                B                   Av            B v                tempo 
a      a’      b         b1       av   a’v     bv  b1v 

                                                
94 Beautiful grandfather (t.a.Cr.S.A). 
95 Divorce! What a bed! What a wife! (t.a.Cr.S.A.). 
96 Norina leaves and before going out lets a letter fall. Don Pasquale sees it and raises it (t.a.Cr.S.A.). 
97 Norina prudently comes out from the garden and comes to open Ernesto, who appears behind the fence. 
Ernesto is wrapped in a robe that he lets fall (t.a.Cr.S.A.). 
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       The short introduction creates an atmosphere of medieval serenade, musical 
expression obtained by orchestration (flute, oboe and clarinet intonate the 
melodic line, while the strings imitate the accompaniment of guitar, pizzicato). 
E.g. 48 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act III, Notturno: 
Tormani and dir che m'ami, p. 196, ms. 1-4): 

 
         It is very interesting to note that although the soprano voice generally sings 
at the top of the tenor, but this time we are dealing with a roles turn-over, Norina 
singing to a lower third than Ernesto. This inversion was also present at the end 
of the second act of the opera (E rimasto la impietrato98), highlighting the tenor 
voice valences in the acute register. The duet is quite simple from the melodic 
point of view, with a gradual, broken course and double appoggiatura that enrich 
the literary sense. E.g. 49 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, 
Act III, Notturno: Tormani and dir che m'ami, p. 196, ms. 5-13): 

 

 
        Period B is a canonical dialogue, the first motifs repeating almost 
identically from a melodic and rhythmic point of view, suggesting happiness and 
love (la voce tua si cara, rinfranca il core oppresso99). In the final tempo, the 
female voice also sings at a lower tierce unto the tenor. E.g. 50 (G. Donizetti - Don 
Pasquale, Edizione Ricordi, Milano, 2006, Act III, Notturno: Tormani a dir che m'ami, p. 
198, ms. 25-34): 

 

 

                                                
98 He remained frozen (t.a.Cr.S.A.). 
99 Your so dear voice brings my tired heart to life (t.a.Cr.S.A.). 
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       In orchestration ternary pulsation remains present almost permanently, but 
the vocal part is diversified according to the semantic accents; the rhythmic 
structure of the sentence does not change, small variations due to double 
appoggiatura. The piano and pianissimo tones prevail illustrating the intimacy of 
the moment, the gentleness and sincere love flowing from the two voices and the 
crescendo supports the meaning of the sentence and the text: dimmi che mio tu 
sei100. E.g. 51 (G. Donizetti - Don Pasquale, Edizione Ricordi, Milano, 2006, Act III, 
Notturno: Tormani and dir che m'ami, p. 196, ms. 7-12): 

 
         The thought of staying away from each other frightens them, being 
described by the immediately hidden piano tone. E.g. 52 (G. Donizetti - Don 
Pasquale, Edizione Ricordi, Milano, 2006, Act III, Notturno: Tormani a dir che m'ami, p. 
198, ms. 24-30): 

 

 
       The end is like a hope-dominated confession in which the orchestra 
maintains its accompanying role (short interventions that lead the solist line by 
supporting the harmonic structure). E.g. 53 (G. Donizetti - Don Pasquale, Edizione 
Ricordi, Milano, 2006, Act III, Notturno: Tormani a dir che m'ami, p. 198, ms. 31-34): 

 
 
 

                                                
100 Tell me you are mine(t.a.Cr.S.A.). 



99 
 

4. Conclusions 
         The vocal and orchestral-instrumental virtuosity find in Donizetti a unique 
way of characters definition. The lyrical and comic moments are assembled with 
a lot of musical and dramatic imagination by exchanging replies, exclamations 
with the discrete support of the orchestra. Arias, duets, recitatives and ensembles 
make up a continuous stream of musical delight in a skillful and inspirational 
orchestration. 
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10. THE PIANO, A PERFECT MUSICAL INSTRUMENT – 
BEGINNINGS AND EVOLUTION (18TH – 19TH CENTURIES) 

 
Brînduşa Tudor101 

 
Abstract: The 18th century and the beginning of the 19th century mark the emergence, 
development and affirmation of the piano as a complex instrument that shall take, in turns, 
the role of soloist instrument, claiming and being able to reach the sound variety of the 
orchestra, that of partner in chamber music assemblies or that of orchestra member. The 
emergence, improvement and qualitative performance acquisition adventure of the piano 
represents a fascinating history about human creativity and ingenuity serving art, beauty, 
sound expressivity refinement and improvement. 
Key words: piano, 18th century, 19th century, piano emergence, piano improvement 
 
1. Introduction 
   „The piano of today is, unquestionably, the most perfect, and consequently the 
most popular and beloved of all musical instruments” according to the 
statements made by Jerry Cree Fischer in 1907102. Even if it was made at the 
beginning of the 20th century, this statement is perfectly valid today. The 
emergence, improvement and qualitative performance acquisition adventure of 
the piano represents a fascinating history about human creativity and ingenuity 
serving art, beauty, sound expressivity refinement and improvement. 
       In the 18th century, at the European level a large number of attempts were 
made in order to improve the quality of the harpsichord sound, but the pinching 
of chords as a way to obtain it  obstructed and limited the finding some solutions 
capable of improving expressivity at the level of high spiritual requirements of 
the time. The minimal touch of the clavichord sound expressivity, that so 
appreciated by Johann Sebastian Bach, was exceeded as soon as harpsichord 
was built.  The quest for some solution through the sound may be increased or 
decreased and therefore the harpsichord may become an instrument likely to 
offer sound expressivity and singability, sparked imagination and stimulated the 
creativity of many musical instrument makers of Europe and then of those of 
America.  
 
2. Discussions 

In the musical life of the 18th century, the evolution of piano and therefore 
that of the affirmation of certain music genres, was determined by the making of 

                                                
101Lecturer PhD., “George Enescu” National University of Arts from Iaşi, Romania, email: 
tudorbrindusa@yahoo.com 
102 Jerry Cree Fischer, Piano Tuning, 1907, Ediţia BiblioLife, 2009,  p. 14   
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the first pianoforte instrument in 1709 by the Italian Bartolomeo Cristofori 
(1655- 1731), that was to become the starting point and the reason behind the 
occurrence of a real specialised industry. Concerned with achieving optimal 
sonority, in order to allow the obtaining the piano and forte tones just by a 
differentiated touch of the keys, in an attempt made at joining volume together 
with control, Bartolomeo Cristofori invents this new musical instrument. What 
imposes him as the creator of the first piano is the invention of the exhaust 
mechanism, that allowed the gavel to come back rapidly to the initial position 
after hitting the chord allowing it to vibrate. Contemporary of Guarnièrius del 
Gesù and Antonio Stradivarius, Bartolomeo Cristofori also came from that part 
of the middle educated characterised by intelligence and ingenuity. The new 
instrument invented by Bartolomeo Cristofori was quickly popularised rapid and 
made famous thanks to an article equally enthusiastic and well documented, 
written by the Italian art critic Scipione Maffei (1675 – 1755), as well as thanks 
to the relationship and communication networks that used to operate at the level 
of the various groups or social strata: aristocracy or bourgeoisie, music 
composers and amateurs.  

Even if all throughout Europe, a large number of harpsichord makers 
ventured into the making of pianos, only some of them actually took part in 
finding optimal form and sonorities. Contemporary of Bartolomeo Cristofori, 
Gottfried Silbermann (1683 - 1753) had the idea of applying exhaust mechanics 
to a clavichord. Having just started out the making of pianoforte and in the 
process of gathering knowledge, he uses all the observations made to him by 
Johann Sebastian Bach103. By the improvements he brought, Gottfried 
Silbermann manages to obtain a higher variety of timbre colours. He created a 
real school of piano makers, some of the most important disciples that 
contributed to the piano evolution including: Johann Andreas Silbermann, 
Johann Andreas Stein, Johann Zumpe, Americus Backers. They brought new 
technical contributions for the much dreamed of sound diversity. 
 Johann Andreas Stein (1728 - 1792)104 is the one that manages to arrange 
the German mechanics invented and released by Johann Andreas Silbermann 
(1712 - 1783), a mechanism „which shall continue its own continuous form of 
development on the Strasburg – Augsburg – Vienna lode, being the one known 
as German or Viennese mechanics”105. Apart from Johann Andreas Stein, the 
Viennese school of piano makers has as representatives Nannette Streicher 
(1769 - 1833)106 and her brother Carl Andreas Stein (1797 – 1863), Conrad Graf 
                                                
103 „It is a first collaboration between a pianoforte builder and a virtuoso musician – I state that it is the first one 
because, throughout its development and completion, the piano shall encounter such fruitful collaborations and 
suggestions coming from the interpreter composers.” - Afrodita Popa, Pianofortele în oglinda timpului său. 
Polifonii culturale, Bucureşti, Editura muzicală, 1994, p. 63 
104 Johann (Georg) Andreas Stein takes responsibility for the design of the so-called Viennese fortepiano, an 
instrument for which Haydn, Mozart and Beethoven composed (the first opuses), Cf.  http://en.wikipedia.org 
105 Afrodita Popa, op. cit., p. 80  
106 Nannette Streicher (1769 - 1833) – piano maker, pianist, composer, writer, daughter of Johann Andreas Stein, 
Cf.  http://en.wikipedia.org 
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(1782-1851)107, Ignaz Bösendorfer (1794 – 1859), in their workshop being 
manufactured some instruments that were appreciated by Ludwig van 
Beethoven, Franz Schubert and others. 

The pianos manufactured by Ignaz Bösendorfer gains the admiration of 
the interpreter-composers for the improvements brought at the sound level: the 
soft sound but with sufficient power. Bösendorfer introduces the iron frame, 
crossed chords, which contributed to obtaining a sound with a higher brightness 
and flexibility. The young Franz Liszt was fascinated by the equal, warm sound 
of these pianos. The appreciation of these instruments, real jewelleries for the 
production of sounds was not waited for too much time, winning the highest 
social level108. Bösendorfer realizes that the best advertising agent is precisely 
the sound of his pianos and this is why in order to persuade his perspective 
buyers, he shall build a concert hall with 200 seats in 1860 in the new factory 
located in Neu-Wien. He has resounding success, his manufacture grows up, he 
changes the factory’s location and in 1872 he inaugurates the second concert 
hall counting 600 seats with a concert directed by Hans von Büllow which was 
attended by Franz Liszt and Richard Strauss. Ludwig Bösendorfer, son of Ignaz, 
is the first to have the idea of organising in 1889 the first edition of Bösendorfer 
Piano Competition and the first ranked competitor is offered a piano made by 
the company as a prize. 
 In London, Johann Zumpe109 (Johann Christoph - 1726 - 1790) 
manufactures and manages to impose the small piano of rectangular form, with 
an easily simplified mechanics and sound amplification pedals. The affordable 
price shall ensure a wide spread and popularity among middle-class. The one 
that showed this type of piano to good advantage imposing it as a soloist 
instrument in the concert halls of London in the 1760s, was the famous 
interpreter-composer Johann Christian Bach, appreciated for his great fine 
performances. Americus Backers (1726 - 1790)110 improves the English 
mechanics by providing it with the exhaust invented by Bartolomeo Cristofori 
and lost on the way by the other pianoforte makers. Together with William 
Stodart and John Broadwood, he arranges the English mechanics that Stodart 
applied in 1777 to a chord instrument called Grand Piano.  
 In order to build the piano body, John Broadwood (1732 - 1812)111 gives 
up some parts made of wood, replacing them by metal ones. An interesting fact 
                                                
107 Conrad Graf was one of the first piano makers to manufacture instruments with Viennese mechanics on an 
industrial scale, Cf.  http://en.wikipedia.org 
108 In 1869 at the diplomatic reception offered after the signing of the Cooperation Treaty between the Austro-
Hungarian Empire and the Japanese Empire, the Emperor Franz Iosif I provided the Emperor of Japan with a 
Bösendorfer piano. By the end of the 19th century, Bösendorfer pianos shall get to many imperial courts: Queen 
Elisabeth of Great Britain, Empress Eugenie of France, the Tsar of Russia. 
109 Johannes (Johann Christoph) Zumpe – the sound made by the pianos resembled that made by harpsichords, 
but it is sweeter. They would have a silencer on the left side of the sounding board, Cf.  http://en.wikipedia.org 
110 Americus Backers laid the foundations of the modern design for today’s concert piano, Cf.  
http://en.wikipedia.org  
111 John Broadwood is the founder of the famous production of pianos Broadwood and Sons, Cf.  
http://en.wikipedia.org  
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is that Broadwood used each time three cords to obtain a sound of the medium 
and high register, and in the lower register he used but two ones, the chords 
being different in terms of length and thickness, depending on height. At the 
same time, he is the first to use two pedals in a clear and consistent manner: one 
to lift silencers (patented in 1783) and one for soft music (una corda). Upon the 
request of Jan Ladislav Dusssek (1760-1812), both composer and pianist, he 
expands in the high register the piano ambitus to five octaves and a half and 
later on in bass voice with another fifth. The pianos manufactured by 
Broadwood company brought to the limelight the splendour and powerful sound 
made by some robust instruments appreciated by Josef Haydn, Ludwig van 
Beethoven112, Franz Liszt, Frederic Chopin.  

Sébastien Érard (1752 – 1831) is the first instrument maker to provide the 
piano with pedals according to the ones used by the harp: one is used for 
support, one is used for sonority change, one is used for obtaining a celesta 
sound, one with a bassoon sound and one with a silencer function. He also 
improves the English mechanics by using the double exhaust (patient in 1821) 
and therefore he offers composers and interpreters a new challenge: the 
possibility to quickly repeat the same sound.  Another representative of the 
piano French makers, Jean Henri Pape (1787 – 1875) brings new innovations by 
using the crossed chord system (1828) and covering gavels with felt in order to 
obtain equal sonority, which is superior from the qualitative point of view.  
 On the other shore of the Atlantic Ocean, in America, the piano 
manufacture developed thanks to some talented makers. We mention here a few 
personalities that marked this evolution: Alpheus Babcock (1785–1842)113 using 
a cast iron board (1825) of one single piece that may stand the strength caused 
by the stretching of the chords. In 1800 John Isaac Hawkins (1772–1854) of 
Philadelphia obtains the patent for the upright piano called pianino114, an 
instrument that shall be offered improvements focusing on the reaction speed 
upon touching the keys by Robert Wornum in London and Ignaz Pleyel in Paris. 
In Boston upon the suggestion made by Alpheus Babcock, Jonas Chickering 
(1798 - 1853) starts the manufacture of upright pianos with cast iron framework 
in 1840. 

One year after the establishment of his company, in 1855, Henry 
Steinway115 imposes on the world market upon exhibiting in New York big 
pianos with oversized chords that were balanced due to a metallic frame so as to 
be able to produce the intended sound quality and volume. One by one, 
Steinway prototypes come with new improvements: a new frame model for 

                                                
112 In 1817 Broadwood sent to Beethoven a piano with two types of pedals with separate silencers for the two 
registers, high and low. 
113 Alpheus Babcock becomes the greatest piano manufacturer in the United States, patents the „crossed chords” 
and covering of gavels with textile material.  
114 In 1780 Johann Schmidt of Salzburg manufactures the first upright piano called pianino. 
115 Steinway, Henry E. (1797 - 1871) piano manufacturer, founder of the famous Steinway&Sons company. He 
was born in Germany and given the name of Heinrich Engelhard Steinweg. 
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concert pianos, a new chord crossing model that contributed to the increase of 
the sound harmonic number– sonority being beneficial, a modified sounding 
board, sounding boards made of carefully chosen and most of all specially 
treated types of wood. „The year 1862 marks the appearance of the first 
Steinway piano which embodied all the technical novelties, including the ones 
based on the vibration experiences of Helmholz” Afrodita Popa states116. During 
the second half of the 19th century in Europe another two companies 
manufacturing Bechstein117 and Blüthner118 pianos become famous and they 
imposed themselves thanks to the sound qualities of the manufactured 
instruments. 

 
3. Conclusions 
 The piano reached its full maturity stage, and its evolution was a 
successful one. It is obvious that the „19th century was almost completely under 
the piano sign. And this was not merely due to the fact that the instrument 
reached its maturity stage, attracting the most numerous followers of that time 
society, but also due to the fact that (with few exceptions) all the composers 
were pianists, concert performers, creating the broadest instrumental literature 
known so far and implicitly developing a pianist technique led to the impossible 
limits, with expressive valences of a great colour variety and of a sensitivity and 
freedom fully competing against the harmonic and dynamic timbre play of the 
romantic orchestral fantasy”.119  
      Each innovation was determined by a need that emerged in the sound reality 
and required by both composers and interpreters, and each technical 
achievement was used and promoted in their artistic activity. The 18th century 
and the beginning of the 19th century mark the emergence, development and 
affirmation of the piano as a complex instrument that shall take, in turns, the role 
of soloist instrument, claiming and being able to reach the sound variety of the 
orchestra, that of partner in chamber music assemblies or that of orchestra 
member. 
 
 
 
 
 
 
                                                
116 Popa, Afrodita – Pianofortele în oglinda timpului său. Polifonii culturale, Editura muzicală a Uniunii 
Compozitorilor şi Muzicologilor din România, Bucureşti, 1994, p. 226 
117 Bechstein, Carl (1826 – 1900) German piano manufacturer appreciated by Franz Liszt and Claude Debussy. 
He built the first piano in 1853. In only ten years of existence, he succeeded in manufacturing 400 pianos on a 
yearly basis. 
118 Blüthner, Julius (1824 – 1910) performs at Leipzig. After many years of apprenticeship by the side of many 
instrument makers, in 1853 he builds the first piano which shall be appreciated by the bourgeoisie fond of music 
due to its qualities and especially to its price.  
119 Popa, Afrodita – op. cit., p. 228 
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11. EXTRAMUSICAL ASPECTS REGARDING THE ORGANISATION 

OF CHILDREN SYMPHONY ORCHESTRA 
 

Ciprian Ion120 
 

Abstract: This article introduces the problems that could emerge when undertaking to 
organize a children symphony orchestra, but also the means of surmounting them. The stress 
falls on the difficult mission of establishing the specific hierarchy (part master, placement on 
desks, choosing the concert-maestro), action that proves to be extremely delicate taking into 
consideration the age category we refer to. Moreover, we pursue the indication of the stages 
that should be taken into account in order to obtain an independent, functional and adaptable 
ensemble, given the limited time period until the public show. After choosing the members of 
the hard core of the ensemble, it is recommended that the master shall empower and present 
the tasks that one must meet. Thus, the qualities that the chosen children should take into 
consideration for the purpose of avoiding certain stressed moment or certain syncopes for the 
optimal operation of the orchestra are presented. Once the premises for a good operation 
have the created, the professor can transfer certain tasks to the students (tuning, settling the 
bows, part study, etc.) having as an effect the efficiency of going through the programme 
under the conditions of a deadline which cannot be exceeded. Furthermore, several 
recommendations regarding the psychological training of the children for the purpose of 
surmounting the stress factor specific to any public interpretation are presented.  
Key words: orchestra, children, hierarchy, ensemble, psychology 
 
1. Introduction 
      The famous novel ”Lord of the Flies” by William Golding suscitates a long 
series of controversies regarding the existence of children innocence. The 
psychological issue, exposed in the form of an ample narrative, is extremely 
complex, however, an apparently minor aspect caught our interest, taking into 
account the fact that we have had the experience of leading a children orchestra 
for seven years. From the large group of children stranded on an island, only 
those who were part of a choir managed to impose themselves, to reorganize 
into a well-articulate, and unfortunately, authoritarian structure. This detail, 
insignificant to an outside reader, was the starting point for this research, 
endeavouring to explain the manner in which the hierarchical organization of 
any musical ensemble would be achieved in a correct manner. 
        The symphony orchestra represents one of the most complex forms of 
inter-human collaboration that has goal the acoustic materialization of 
compositions composed for this ensemble. The main problems emerging in the 
performance of this artistic undertaking are synchronization up to the stage of 
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homogeneity at the technical and emotional level, obtaining a valuable artistic 
products under stress conditions (being in a flap due to interpretation in front of 
an audience) and the capacity to solve potential problems which could arise 
throughout interpretation. The goal must be cohesion, that “bi-dimensional 
construct made up of the cohesion which entails the task (the degree in which 
the members are engaged and support the performance of the task) and social 
and emotional cohesion (includes both interpersonal relations between 
individual and the pride to be a member of the same group).” (Onici, 2014, p. 
161).  Without pushing it, we can make comparisons between the manner of 
organization and operation of an orchestra with any other band which entail a 
collective effort, from completely different fields of activity: a football team, a 
military squadron, all needing organization for the purpose of synchronizing and 
obtaining the desired outcomes. 
 
2. Establishing hierarchy in the orchestra 
        This article wishes to put in the limelight especially extra-musical problems 
regarding the manner of organizing symphony orchestra made up of children. If 
a conductor, who works especially with professional ensembles, has the role of 
dealing only with the artistic side, the teacher conductor must make an 
additional effort, sometimes much more arduous, regarding the structure of the 
orchestra in a universally accepted hierarchical form. We undoubtedly refer to 
establishing a maestro concert, of part leaders, but also of the place that each 
student must have at the desk depending on his/her musical experience, 
reliability, implication and the good cooperation with his/her colleagues. 
        The creation of this hierarchy must not give rise to any discontentment, as 
any wrong assessment of suspicion shall directly reflect on the acoustic quality 
of the ensemble. Most of the times, children know how to self-assess, know 
exactly the place they deserve or not to have, know how to accurately choose 
their leaders. It is self-explanatory that many of them shall want to have a more 
privileged place in the orchestra hierarchy, however, there is a sort of tacit 
collective reason that prevent them, in a subliminal manner, to accede to a 
position that they are aware do not deserve. This reference of each member of 
the orchestra should be well monitored, taking into account that some students 
may be motivated towards occupying a more important place, as others can be 
discourages, aspect that is not in the slightest desired. Any intervention in this 
self-organization should be characterised by diplomacy and be very well-
reasoned.  
        If regarding the artistic side of the activity, the conductor must impose 
his/her view, the same thing is not recommended in the case of the manner of 
organizing the ensemble. One of the most important characteristics of an 
orchestra, regardless of the age of its members, is its capacity to exist and 
perform under the baton of a conductor. We do not consider the absolute 
dependency of the mass on only one person to be beneficial, these types of 
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constructions being rigid, unadaptable to new and ephemeral. The main 
argument in this regarding would be that any authoritarian intervention creates 
emotional imbalance and inhibits creativity, lack of diplomacy or politeness 
being the reason for certain fissures with palpable repercussions at the level of 
sonority. The situation becomes even more serious taking into account the early 
age of the members of the orchestra. It is obvious that building an independent 
and flexible ensemble with a large group of children or youngsters represents an 
arduous and long-term work. 
        In the case of friction throughout the establishing of part leaders the 
intervention of the teacher conductor in a transparent manner that would involve 
in a discrete manner even the members of the orchestra is necessary. One must 
insist on the fact that it is not necessarily that soloistic virtuosity shall prevail for 
the purpose of occupying such a position, but a composite of qualities that have 
a secondary role within the classes of the main instrument. Thus, the so-called 
auditions for the purpose of establishing the part leaders can have wrong results, 
as these highlight only the interpretative virtuosity, certainly, extremely 
important, but insufficient in relation with the tasks that the student or youngster 
who shall occupy that position must have. For this purpose, it is necessary that 
we demarcate musical qualities of extra-musical ones.  
        The main musical quality (except for the solid mastery of instrumental 
technique) would be a good first glance reading. The easy performance of the 
moment of deciphering the musical text mainly means time gained for the 
purpose of channelling the interpretative effort towards solving problems. 
Moreover, the potential part leader should have a good harmonic hearing, even 
though the instrument that he masters is a monodic one. Singing in an orchestra 
entails not only knowing very well one’s own esteem, but integrating, listening, 
following as much as possible from the text of one’s colleagues from other parts.  
        Regarding extra-musical qualities, I would dare to start with the one of 
conductor. Basically, students have a tendency to follow a colleague’s 
indications if they are pertinent, reasoned and presented in a delicate, not 
imperative manner. The proper part leader is the one who helps with the good 
carrying out of the rehearsal and not the one who could give rise to small time-
consuming conflicts. Taking into account that the teacher conductor and, 
implicitly, the entire ensemble, are always subjected to certain deadlines (the 
date of the concert) that are difficult to postpone, loss of time in rehearsals 
creates not only an emotional discomfort, but, in more serious cases, can affect 
the quality of the final product. Moreover, the part leader must have the capacity 
to create safety in the attack for the entire group, to be a bond between the 
wishes of the conductor and the technical possibilities of the colleagues.  
        Similarly delicate can become the placement at desks (here we refer, 
certainly, mainly to the string orchestra) as this must also be performed on a 
hierarchical basis. Starting from the first desk, the colleague of the part leader 
must be capable at any point to replace him/her in the unpleasant cases when 
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he/she cannot be present. The good operation of the orchestra does not depend 
on the presence of a small group of performers, the safety measures for the 
purpose of avoiding unpredictable situations being imperative. We recommend 
the placement at desks having as a main criterion the experience in the orchestra, 
in our case the age criterion. Certainly, certain exceptions can be accepted, but 
in the case of student ensembles, where the time interval of experience is 
insignificant, any unjustified mess can have as an effect frustrations, which, by 
accumulation, generate smouldering conflict or the feeling of favouritism.  
        Another criterion that we must take into account is the reliability one, of 
attendance, of the degree of involvement. A large number of absences (justified 
or not) is impossible to recover in the case of ensembles, room or orchestral, as 
individual study can only remotely supply the gaps accumulated. Taking into 
account the degree of involvement in the placement at desks must not be 
perceived as a punishment, the conductor having the task of reasoning the 
decision of a “demotion”, with the possibility of a rehabilitation in the case of a 
change in attitude. However, we recommend to not abuse such coercive 
measures, as they generate insecurity. Frequent changes of desk partners 
destroys the bond that is created in time between the children, thus, it would be 
ideal that the pair to not be modified for a larger period of time. 
        The most difficult and delicate task in organizing an ensemble is choosing 
the concerto maestro, who is the de facto leader of the orchestra. He/she must 
meet all the above-mentioned qualities, to enjoy the recognition of the 
colleagues and be a virtuoso, taking into account the countless works when 
he/she must perform difficult soloistic moments. Essentially, he/she must be a 
leader and an artist at the same time, the main stability factor, as the conductor 
can be changed, but the concerto maestro cannot. Such personalities usually 
come apart and the teacher must be careful not to intervene in a negative sense 
in the natural and unanimously accepted hierarchy. 
        After choosing the members of this hard core of the ensemble, it is 
recommended that the master shall empower and present the tasks that one must 
meet. Any leading position means very few privileges and a lot of work. The 
relationship between the conductor and the ones chosen shall be based on 
collaboration, trust, acceptance of solutions, awareness of the importance that it 
has. The complex organism that is represented by the orchestra cannot function 
in the absence of such a collaboration, any form of authoritarianism having as a 
result an artificial, uptight sonority, lacking sensitivity. “The main principles of 
teaching under conditions of cooperation establish a large variety of interaction 
forms, of episodic assistance of the deskmate (desk in our case) by the more 
advanced student, up to cooperative teaching groups organised by the teacher in 
terms of a certain educational technology.” (Cosmovici, Iacob, 2008, p. 242) 
        We do not recommend the rotation of desks as a method of empowering all 
the members of the orchestra. Periodically bringing the last desks in front shall 
generate frustration and malicious hilarity, and, in the most serious cases, loss of 
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trust and pleasure to attend the orchestra course. This shall anyway be done in 
time by the natural advance resulting from moving to a superior grade. Each 
year of experience shall offer assurance and assurance offers trust. The artificial 
intervention in the fair nature of this long journey could have as an effect losing 
the goal, and lack of trust in any field is a serious obstacle in professional 
accomplishment. Furthermore, any modification in the organic structure of the 
ensemble slows down the assimilation of information, which leads to meeting 
the performances desired in a longer period of time. 
 
3. Moments preceding rehearsal and the concert 
        Once the problem of organizing the orchestra from a hierarchical point of 
view has been solved, time is necessary so that each department shall operate in 
optimal parameters, but also for the creation of connections between the parts. 
The first important moment, which precedes any rehearsal or concert, is carrying 
out the tuning. Except for the concentration of all the students’ hearing, this 
undertaking actually represents the beginning of a complex mechanism in line 
with a well-established order. The teacher conductor must teach the orchestra to 
tune by itself, in a short amount of time. There is not didactic or musical 
argument for the tuning carried out by the conductor, with moment of insisting 
on a small group of instrumentalists or the entire ensemble. The effect become 
an undesired one, so that the desideratum of having a grip on the audience and 
the focus splash in a boring moment for the ones who are not involved in the 
process, and for the ones forced to seriously polish the instrument’s sonority the 
effect shall be one of aggravation. Certainly, the prompt intervention of the 
conductor in cases of major slips is recommended. After a reasonable period of 
time, in which it is noticed that the tuning has become a skill for the students, 
the conductor can issue the natural demand to find the orchestra tuned and ready 
for starting the rehearsal future interpretative career, being the generally 
accepted tradition in all professional orchestras. It is possible that at the 
beginning the tuning without supervision to not be perfect due to various 
reasons, however, at the beginning of the rehearsal one can notice that even 
under these conditions, so that along the way it would adjust initial failures. 
Tuning again the entire orchestra, after it had tuned itself, represents a moment 
of didactic weakness, and not in the slightest, one of imposing oneself in front of 
the class, the gesture could be interpreted as a cancellation of the main 
requirement or a lack of trust regarding the children who endeavoured to carry it 
out. The ones who did not carry out the task very well shall understand the 
teacher’s discontent, and the one of the colleagues, but, in time, shall improve 
themselves. 
        Highly important is the assimilation of the protocol during the concert: how 
to receive the conductor and, if applicable, the moment when the orchestra 
should stand up, who and when shakes the hand of the concerto maestro, etc. 
Complying with these traditions, century old, strike elegance, politeness and 
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sobriety to the artistic action, but also constitutes a sort of psychological training 
for the collective artistic undertaking that shall be carried out under emotional 
stress conditions. Public interpretation, or individual one, either room or 
orchestral, is characterised by a specific feeling, sometimes with beneficial 
effects, other times with destructive ones. The tuning, except for its practical 
utility, can also be a moment when the children get used to the stage, the 
audience and the sonority of the hall, while the protocol moment, marked by the 
presence of the conductor, can give them trust, courage and the feeling that they 
have in front of them the person who trained and who shall lead them during the 
concert. The conductor’s feelings should not be understated, aware of his/her 
responsibility, who through the standing up of the orchestra receives the role of 
a leader at the level of gestures (ideally would be for him/her to also receive 
fondness and empathy), and by shaking the hand of the concerto maestro, the 
transfer of tasks and feelings used in the artistic action shall be sanctioned. On 
the stage, we do not have to deal with relationships specific to the educational 
field (teacher-student), but with the ones specific between performers and 
conductor. Formal awkwardness, easily accepted for a children orchestra, 
creates however awkward scenes, thus a serious training of this moment is 
recommended.  
        The last rehearsals preceding the concert also have the role of a 
psychological training for the purpose of overcoming the thrills. Except for the 
last finishing actions regarding the musical aspect, the conductor can insist on 
the beautiful aspect of public interpretation, especially that the audience, in these 
cases, is empathic and committed to the ensemble. As a cheering factor one can 
understate the effect that potential awkwardness could cause, focusing on the 
general musical construction, on the pleasure of collective activity for the 
purpose of presenting the effort sustained throughout so many rehearsals. 
 
4. Conclusions 
        Cultivating the sense of responsibility, respecting hierarchy (correctly 
carried out in advance) and the functionality of the parts, individually and 
together, give rise to an independent and flexible orchestra with which one could 
obtain musical performances in an optimal period of time. It is obvious that the 
teacher conductor also confronts with the drawback of generation changes, each 
year receiving novices while experimented instrumentalists move on to a 
superior level in their career. But there is always a core which can take over the 
teacher’s didactic task, making his yearly repetitive work easier.  
        Returning to Golding’s novel, we must take the warning sign of the entire 
narrative seriously, certainly, not that frightening level of seriousness. Basically, 
the small army that we build in the service of music must be permanently 
monitored, adjusted, motivated and encouraged, but, under no circumstance, 
must it be get out of hand. There are two safe ways of losing the authority in 
front of an ensemble: not getting involved and dictatorial behaviour. 
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12. THE CHERUBIC HYMN IN THE ROMANIAN CHORAL 
CREATION 

George Dumitriu121 
 
Abstract: The Cherubic Hymn (gr.) o heroubikos ymnos) was introduced in the Byzantine 
Liturgy in the 5th century, by a decree of Emperor Justin the 2nd, issued in 574. The document 
stated the replacement of an old psalm, once sang during the offering of bread and wine gifts 
at the altar by the church-goers (ofertorium), with the new hymn. The replacement of the 
ofertoriumului ritual with the one of Presentation of the Euharistic Gifts (the Great Exodus) 
and the introduction of associated memorials, determined the fragmentation of the hymn in 
two different parts. Initially sang monodically, the introduction of the art of chorale in the 
Orthodox Church determined the development of this liturgical singing in two parts with a 
different musical nature, based on the principle of contrast: Cherubic, in large tempo 
(Adagio) and That we may receive the King in moderate tempo (Moderato). The first induces 
an atmosphere of mystical chastity, leads to introversion, and the second is a glory hymn, 
imposing and majestic. Literary, The Cherubic consists of the following three sentences, 
which determined the subsequent form of homonym choral creations,  
 We, who mystically represent the Cherubim,/ 
 And chant the thrice-holy hymn to the Life-giving Trinity. 
 Let us set aside the cares of life, 
      Followed by another two sentences and the threefold repetition of the ovation 
“Hallelujah!”, which form the second hymn:  
 That we may receive the King of all! 
 Who comes invisibly escorted by the Divine Hosts! 
 Hallelujah, Hallelujah, Hallelujah! 
       In the Romanian liturgical chorale creation the Cherubic hymn bears the following 
stylistic directions: 1. of Slavic influence; 2. of Classical-Romantic inspiration; 3. which 
capitalizes the Byzantine church singing. 
Key words: Cherubic Hymn, Orthodox Church, homonym choral creations 
 
1. Slavic-influenced Cherubics 

The first cherubics in the Romanian chorale literature were translations 
from the creation of Russian composers122. They constituted models to be 
followed for Romanian composers. The influence of Russian chorale liturgical 
creation on the Romanian School for church chorale composition left its mark 
the most clearly on the musical structure of the Cherubic hymn, together with 
the one of the religious concert. From the Russian perspective, the Cherubic 
hymn acquires a strophic structure, with its versions, from the simplest one - 
monostrophic, in which all the three literary phrases are identically or diversely 
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repeated, to tristrophic barform forms.   Moreover, the unitary vision of the 
liturgy of the Russian Church on Cherubic hymns and That we may receive the 
King of all, seen as two distinct parts of the same hymn (Heruvimskaia), shines 
through in Russian partitions, according to which the second one does not have a 
title, that would define it as an independent part, but comes after the first one, as 
a contrasting motion. The answer Amen123 separates them, and sometimes only a 
double line, with the indication of a more moderate tempo.  This vision was also 
transferred on the first Romanian cherubics, with a clear Russian inspiration. 
 The monostrophic Cherubic is especially found in the first Romanian 
chorale liturgies, created in the form of translations and of adaptations from the 
Russian chorale literature (Gheorge Burada, Ion Cartu-1865, George Fotino, 
Gavriil Musicescu, op.I-1869 and Mihail Berezovschi).  The cherubics of 
Dimitrie Bortnianski were as models, out of which, the simplest one is the 
Chrubic in Fa major, in ternary meter. The facile and coherent melody, 
achieved by a gradual motion and on a flat fifth range (mi1-si flat1), unitary 
rhythm and airy harmony, based only on the succession of the accords of the 
main steps, made it accessible to amateur choirs of that age. It appears both in 
the Liturgy of Musicescu opus 1, as well as in the collection of liturgical hymns 
created by Mihail Berezovschi. The difference between the two translations is 
found only at the level of the adaptation of the Romanian text and of the 
standard metric quantity (half note, in Musicescu and quarter note in, 
Berezovschi). The numerical difference of the syllables at the level of each 
literary phrase reflects in the rhythmic organization of the quantities, within 
musical verses.  

The monostrophic form of the Cherubic (Adagio) is also reflected on the 
That we may receive the King of all (Allegretto) hymn, the second one 
maintaining the same musical discourse, the difference being only in the tempo.  
Another monostrophic cherubic, with a more elaborate musical discourse, 
belongs to the liturgy male chorale written by Ioan Cartu124 for three equal male 
voices (Bass-Tenor 1 and 2).  in the fa minor tonality, in the ternary meter (3/4) 
and with a starting point the third step of the tonality (the sound of la flat), the 
melody of the first phrase sketches a sinuous ascending-descending motion, 
made by conjunct and disjunct major third interval successions (la flat-do2). 
Carrying out in a tempo specified through a character term (Maestoso), the 
melody discourse is launched into the third measure due to eigth note arpegiatto 
motion (la flat-do2-fa2). Once the melodic ictus was reached (fa2), it is followed 
by a postcrusic moment reduced to the size of two measures, by which it returns 
to the initial sound. 

Rhythm plays an essential role in the progressive activation of the 
melody: balanced by equal values (quarter notes and eigth notes) in the first 
                                                
123 from the memorials of the Vohod (Presentation of the Precious Gifts). 
124 The Liturgy of Saint John Chrysostom, arranged on three male voices [...],  Bucharest, Imprimeria lui Ioan 
Cartu, 1865. 
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measure, dotted in the second one, accelerates by arpegiatto eigth notes in the 
third measure, in order to immediately steady by bringing back the initial values 
(quarter notes). The second musical phrase, derived from the first one by 
translating the beginning to a major third note, brings clearness to the major 
oblique motion (measures 6-9), so that in the last phrase (measures 10-16) it 
shall come back to the initial tonality through a descending melismatic motion, 
in eigth notes (measures 11-12). 
 The monopartite form is also found in the cherubics of Bessarabian 
composer Mihai Berezovschi (no. 1, in fa# minor and no. 2, in Do major). The 
thematic material of the dinic musical discourse in the second section - That we 
may receive the King of all  - is identical to the one in the first section, only the 
tempo changes.The most often used structure in creating cherubics, by 
Romanian composers, is the one in two contrasting motions. The first part (the 
Cherubic) - in large tempo - contains three periods organized according to the 
barform model (AAB), with the following tonal relation: sections A are in a 
major tonality, and section B brings either the oblique motion (most of the 
cases), or the minor homonym motion. The structure mentioned is specific to the 
cherubics created by Ioan Bunescu, Alexandru Podoleanu, Ioan G. Mugur, Jean 
Gabrielescu, Gavriil Musicescu, Ioan Popescu–Runcu.  
            The cherubics created in the style of Russian ecclesiastic choirs is 
characterised especially through the hieratic atmosphere that it generates, 
inducing an emotional state of introspection, which leads to introversion. The 
melodies sketch small-sized contours, in which the gradual motion prevails, in 
equal oblique values, on an airy harmony, with authentic I–V–I–IV–I or I–V–I–
V tonal successions.  Defining for the liturgical choral style of Russian influence 
are the two cherubics of composer from Iasi Gavriil Musicescu: in Re major, 
written for a mixed choir of 6 voices (derived from the division of tenors and 
basses) and in Do major, for a mixed choir of 8 voices. Both have a 
predominantly homophone writing. The specificity of these cherubics consists in 
the constitution of this hymn in two suite contrasting motions, connected by 
dominant accords, with the role of a bridge (the Amens in the memorials). 
             The Cherubic in Re major, opus 5, (Adagio, ) is written for a mixed 
choir of six voices: Sopranos, Altos, Tenors I and II, Barytones, Basses. The first 
part has a barform structure: AA (Adagio) B (Andante in re minor) + bridge 
(Amen). The second part (That we may receive the King of all - Allegro, in Re 
major) has a tristrophic form: ABC, in which the median stanza bring the 
oblique tonality (La major). 
           The Cherubic in Do Major (Adagio) has the form of a lied (ABA) and is 
written for a choir of 8 voices. Period A is presented by the male choir, period B 
is entrusted to the female choir, and the reprise reunites the two choirs, the 
musical discourse acquiring a sonorous ampleness and a timbre richness. The 
second part (That we may receive the King of all) has a free form and combines 
the homophone writing with the response polyphone writing. 
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2. Classical-Romantic inspired Cherubics are characterised through their great 
diversity regarding the musical language elements used. Therefore, great 
differences emerge from one author to another. The lied form, in which these 
cherubics are written, constitutes the only common element. The melodies lack a 
thematic unity, area created freely, following tone trajectories pre-established by 
the composer, usually in the area of related tonalities. The tonal schemes 
covered are much more than in the case of Slavic-inspired chorale cherubics. 
For instance, Cherubic in mi minor, by Eduard Wachman, covers the following 
tone scheme: mi minor-Do major-mi minor-si minor-Sol major-mi minor-la 
minor-mi minor.  

In most cases, these cherubics use a homophone writing, with a musical 
discourse enclosed mostly in a binary meter - more rarely in the ternary meter 
(3/4 and even 6/8) - accompanied by minute agogic and expression indications. 
The initial tempo of the Classical-Romantic cherubic, usually bears the 
indication Adagio, with the specification ma non tropo, espressivo, sostenuto or 
Andante religioso, etc, and That we may receive the King of all – Allegro 
(moderato) etc. An agogic characteristic of these cherubics is constituted by the 
tempo changes operated throughout the musical discourse. The cherubics of 
Isidor Vorobchievici, Eduard Wachmann and Alexandru Flechtenmacher 
contain elements of the melodramatic musical language, specific to stage music: 
canto melody, wailing, in minor tonality; the trio of equal female voices, as a 
contrasting element ; the polyphonic dialogue of the soloists, with a dramatic 
musical discourse; the use of accords interrupted by a break ;  of tone changes 
and tone schemes etc. 

Eusebiu Mandicevschi approaches a Romantic language similar to the 
Brahmsian one, through the density of the harmonic canvas, with altered accords 
and crowded by melodic notes. Composer Gheorghe Dima wrote a Cherubic in 
the form of a motet, by the imitative succession of several phrases (Liturgy for a 
mixed choir), in the la minor tonality. That we may receive the King of all 
derives from the melodic motif of the Cherubic, presented, however, in the 
major homonym motion. 
 
3. Cherubics with capitalize the Byzantine church singing  
       The choral capitalization of old Byzantine church songs began to concern 
Romanian composer only after 1880, either in the form of a melodic quote, or by 
the creation of songs in the style of ecclesiastic music. In most cases, composers 
capitalized church songs belonging to Byzantine modes V and VIII. 
Chronologically, the versions of the Cherubic in mode VIII were the first ones 
used in the choral approach, in the liturgies of composers George Ionescu, 
Dumitru-Georgescu Kiriac, Ion Popescu-Pasărea, Gheorghe Cucu şi, ulterior, 
Ioan D. Chirescu, Nicolae Lungu, Ion Runcu, Grigore Panţâru s.a. The Cherubic 
in minor mode V was chorally capitalized by Teodor Teodorescu, Ioan D. 
Chirescu and Nicolae Lungu. Both songs are quoted from collections of church 
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songs according to Anton Pann. The composers combined the homophone 
writing and used a tone-modal sonorous framework. Usually, the song is 
entrusted to the soprano. The use of the harmonic pedal on the mode tonic and 
fifth refers to the accompaniment in the religious practice. The choral approach 
of these Byzantine songs is characterised by: unison passages combined with 
harmonic passages created by the motion in parallel third notes, short passages 
of imitative polyphony, fugato imitation, the melismatic, ornamented motion of 
melodies, the passage of the quoted song from one voice to another.  
 It distinguishes itself through the fact that in the choral approach of these 
songs composers Dumitru Georgescu-Kiriac and Ioan D. Chirescu often call on 
the polyphone writing, while Nicolae Lungu adopts a predominantly homophone 
writing. If the first ones quote church songs as faithfully as possible, from the 
religious books of precentor Ioan Popescu Pasǎrea, Nicolae Lungu intervenes on 
the oversized musical phrases, which he adjusts, bringing them to reasonable 
proportions.  
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13. THE DEVELOPMENT OF DM. KABALEVSKII IDEAS IN 
CONTEMPORARY MUSICAL PEDAGOGY 

Marina Caliga125 
 
Abstract: Musical pedagogy has a long way of training and development. Over the decades, 
we can follow schools, systems and personalities through which this area is grounded. Based 
on various factors, such as the geographical location, the purpose of the system or school 
pursued, the possibilities of interpretation, the contemporary musical pedagogy enumerates 
well-known personalities, on whose researches this field is based. Dm. Kabalevsky's name 
and his successors notably record in the musical-educational system of the Republic of 
Moldova. 
Key words: musical pedagogy, musical educational systems, well-known personalities, Dm. 
Kabalevsky 
 
1. Introduction 
     In the world of musical art Dmitri Kabalevsky is considered a unique 
personality. The name of the researcher, composer, musical critic, composer of 
the students music education concept, Dmitri Kabalevsky (1904-1987), is an 
illustrious person who have consecrated life-long activity to the education of 
children and younger generations. Going through the tabs of history, you can see 
Dmitri Kabalevsky's multilateral and all-embracing activity. Opportunity for 
early childhood education, taking the ideas of the philosophers R. Descartes, F. 
Bacon, I. A. Comenius, etc., and also the great musicians J.F. Ramo, I.S. Bach 
and others, being sure that the higher is the spiritual baggage of the child, the 
easier it will integrate into life. 
      Being the disciple and successor of B. Asafiev, A. Goldenveizer, G. Katuar, 
N. Meascovsky, he took part in the fundamental changes in the musical 
education processes. Life and activity testify to us that throughout his live, Dm. 
Kabalevsky permanently became self-confident in his profession as a teacher of 
musical education. He rises to the peaks of his pedagogical mastery as a 
musician-performer, a musical critic, a scholar in the field of musical art, 
constantly developing new ideas and directions of research, etc. The musical art 
and children were the basis of the conceived conception. Dm. Kabalevsky 
extended the ideas of the great thinkers, like J. J. Ru kosso, J. Pestalozzi, L. 
Tolstoi, B. Asafiev, through traditions related to the formation of the multilateral 
personality. Together with such famous names as O. Apraxina, N. Briusova, N. 
Vetlughina, N. Grodzenskaia, V. Şaţkaia, S. Şaţky, L. Predtecenskaia and 
others, Dm. Kabalevsky worked on the musical-educational system for teacher 
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education and musical education of students. Through this system, scholars have 
researched and experienced the traditions of national and international musical 
pedagogy that have been grounded in the achievements of world music culture. 
 
2. Discussions  
     Dmitri Kabalevsky is one of those who has made a huge contribution to 
musical pedagogy. The ways approached by the researcher integrate the 
elements of different musical-educational systems. In 1963 Dm. Kabalevsky 
attends an international conference on international music education - ISME 
(International Society for Music Education) held in Japan. The theme the scholar 
approaches in this important forum is „The composer, the music, the children”. 
Thus, we observe the formulation of the integral conception of the educational 
trivium of the activity of the composer, teacher-interpreter and educator. 
„Composing music for children it is few to be a composer. The composer makes 
sure the composite music is good and accessible to the children. The teacher will 
ensure that the lesson is approached according to pedagogical laws, and the 
educator, through art, will help children to know the world around them, nature, 
the world” [3]. Dmitri Kabalevsky's pedagogical secret is that the music teacher 
must first know at the high level the domain that he communicates with 
children. A whole pedagogical process based on different branches in the 
activity for many years as a composer, interpreter, promoter of musical art, poet, 
scholar, teacher-experimenter and others, he did all this in the general school. 
By supporting his work on the ideas and concepts of his predecessors in the 
musical-educational field, he proposes a new conception in the teaching of 
Music. 
    This conception was the last „Pedagogical Symphony” of the researcher, the 
aim of which is to nawadays: „the formation of musical culture as a component 
part of spiritual culture” [5, p. 6]. The main idea of Dmitri Kabalevsky was 
formed by integrative ideas: the formation of pupils' musical culture as a 
component part of their spiritual culture; the connection of music with life; 
Supporting the „Music” program on musical art laws; integration of musical art 
with other arts (literature, plastic art, theater, cinema, etc.); the complete 
„Music” curriculum through thematic (thematic links from one class to another); 
the development of the musical form, the musical image, the musical 
dramaturgy, the theme of the theme, etc. 
     Dm. Kabalevsky has opened a path for students to the art of music as a 
"source of spiritual communication" through the following directions:  
   The principle of connection of music to life: „Music and life - is the general 
theme, which must integrate all levels of school” [5, p. 14]. „Musical art will 
have a real development only if its integration with life itself is achieved” [5, p. 
20]. 
   The issue of passion and cointerference in musical art [4, p. 1-6]. Musical 
perception - is researched as the foundation of the musical activity of students: 
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the term „perception of music” can not be equated with the term „listening to 
music”. „It has to be educated in the students to listen to music and really hear 
it” [5, p. 22].  
   Musical knowledge and music: perception of emotional music; perceiving 
the characters of the music; who are the authors of music, etc. „Musical 
grammar - is the musical culture” [5, p. 19]. 
   The principle of the theme: the thematic principle of the Music program 
solved a pedagogical problem - the problem of completeness of the lesson in a 
whole with the elements of the lesson through the musical-didactic activities of 
the pupils (vocal-coral song, musical knowledge, musical-rhythmic movement, 
description of music, etc.). „The lesson must always be integral, united by its 
component elements into a main idea: music-musical interpretation” [5, p.11-
12].  
    Referring to this principle V. School: „All contemporaries of Dmitri 
Kabalevsky are witnesses to the methodological phenomenon - methodological 
art research through the dialectical logic method” [3]. The building of the 
program according to the theme of the theme has contributed to such a new 
conception as the integral of the lesson, that is, the union of all the elements 
present in the lesson in the whole, which sucks the lesson of Music. 
   The „Three Whale” - a generic and accessible idea of all three-character 
music, from which the great art of music derives (opera, ballet, symphony, 
instrumental and choral concerts, religious music, folk music, etc.).  
   Various musical-didactic activities at the lesson: 1) the vocal-coral song 
„Every Class - Choir!”, The protogonist, chooses to study different genres, 
forms, musical styles, epochs; 2) interpretation of various musical instruments 
for children, even confidential (temp, stamp, rhythm, height, etc.); 3) the 
musical-rhythmic movement and other AMD at the lesson [5, p. 25]. 
   Integration of different genres of art into the music lesson: music and 
literature, music and fine arts, music and theatrical art, choreography, etc. [5]. 
    Through the conception and ideas developed for musical education, through 
the pedagogical experience, the scholar describes different working methods, eg: 
creative friendship with the class of students; creating emotional atmosphere 
through the perception of musical art; the expressive interpretation of music; the 
connection of musical art with different arts (aerobics, plastic art, cinema, 
choreography, theater, etc.).One of the main focus of musical education was to 
translate the emphasis from learning objectives into educational ones. This 
position is certified by the motto of „Music”: „By music education we do not 
educate musicians but personalities” V. Suhomlinsky. In this respect, Dm. 
Kabalevsky through this epigraph penturu program opens the way for students 
to musical art as a „source of spiritual communication” 
     Applying Dmitri Kabalevsky's conception in the educational system is 
current in our times. Its originality is based on one of the principles: the 
connection of music with life, widening the cultural space of the pupil through 
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educational processes. „Music and life - are two general themes of the Music 
program, which in one case can not be dispersed. This theme has to be 
integrated with all subjects and contents beginning with the first stage, finishing 
with the final one” [4, p. 14]. By deepening our research on this principle, we 
highlight another very important issue, researched, experienced and proposed by 
the great scholar. This is the concept of „Three Whale”. Under this interesting 
name, the teacher investigates the meaning of genres „song”, „march”, 
„dance”, which in turn have opened doors to the great art of music and other 
arts (opera, ballet, symphony, instrumental concerts, vocal-choral music - 
starting with a swing song, religious song, reaching the great treasures of vocal-
choral art, etc.) [2].  We see the idea of the „Three Whale” concepts by 
musicologist L. Barenboim: „Everything that is integrated into the Three Whale 
is profoundly thoughtful, but the most important thing is that it draws its roots in 
the qualities of the most sacred personality, with the retrospective of time does 
not change from its values” [1]. 
     Deepening into Dmitri Kabalevsky's conception it is noticed another aspect 
of this concept: the competence to perceive musical art as a living art, which 
contributes to the treatment of the notion of musical grammar. This competence 
opens the ways in perceiving music by: knowing the genre of music, the 
historical period of the composer who composed the creation, the integral 
perception of the character of the interpreted music, etc. Music perception is 
treated as a foundation of student activity, making a difference between the 
terms „perceiving music” and „listening to music”. Developing the concept of 
B. Asafiev, the „pursuit of music”, Dm. Kabalevsky urges teachers to an 
aesthetic, knowledge-based, and educational discovery of musical art in the 
process of working with students. 
     Thus, we observe this in the general themes of the conception: the 
intonational nature of the music; the language of music; the style of music; the 
form of musical creation; musical image; musical dramaturgy; the completeness 
of different arts at the Music lesson - certifies the multilateral thinking of the 
scholar, who during the rich experience of working with children in general 
school has contributed to the acquaintance and acquisition by the students of the 
laws of musical art. Through the new conception, a way has been opened for 
music education teachers. Through these new ideas and concepts Dm. 
Kabalevsky became a fighter diplomat. The way of becoming was not easy at 
all, as our teachers (who did not understand the concept well) have come to 
terms with us, even from professional interpreters, composers and other people 
in the musical-educational field. 
      But the experimentation of the proposed theories and concepts are based on 
real concepts. He works as a professor at the Music Faculty on behalf of A. 
Gherten, where musical education teachers were preparing for a new system, a 
system developed by Dm. Kabalevsky. His experiment approves him in Number 
209 general school in Moscow. The lesson is experimented on the basis of 
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methodological meetings and seminars for teachers, lessons were broadcast on 
television and radio by the most experienced teachers. A great support for the 
new program was made by the Union of Musicians by enrolling the musical 
materials for audition at the Melodia Association, the Soviet Composer and 
Music in the School. The current up to date is the „Music Teacher” magazine, 
which Dmitri founded. Kabalevsky, this magazine is currently directed by the 
daughter Maria Kabalevsky. 
        It is clear from the fact that Moldova during Dm. Kabalevsky's life worked 
on the scholar's conception, the same public television lessons were practiced. 
The photos are attached at the end of the article. On one of these pictures is Mrs. 
Liuba Popovskaia, who, on the occasion of the school years 1979-1989, 
supported the public lessons at Teleradio Moldova 1 monthly with the pupils 
from the „Mihai Eminescu” Theoretical High School in Balti. Once again, we 
attach the pictures with the event on 18-20 October, 2018 „Developing the ideas 
of academician Dm. Kabalevsky in Contemporary Artistic Pedagogy”, which 
took place at Alecu Russo State University in Balti.  
     This round table was organized by project director Marina Morari, Ph.D., 
Associate Professor at the Art and Artistic Education Chair, and hired over 250 
teachers across the country. At which the theoretical and methodological 
problems related to the musical education curriculum were discussed, challenges 
and perspectives. There were many experienced teachers who, since the Soviet 
era, have worked on Dmitri Kabalevsky's program. The author of this article 
came up with a greeting message through a song „School Years”, written by 
Dmitri Kabalevsky. The Coral Arrangement Vitaly Popovici and Marina Caliga. 
Translation of Russian text Margarita Curtescu, philologist, poet, associate 
professor at the Faculty of Letters. Also, once we attach the pictures to Dm's 
daughter. Kabalevsky, choir of Ion Creangă Republican Theoretical High 
School, led by Marina Caliga [7]. 
 
3. Conclusions 
  From the presented ones we come to the idea that the scientist Dmitri 
Kabalevsky permanently sought to solve the new creative issues in the field of 
musical education, the problems characteristic of the time and the age in which 
he lived, problems that force his country to be resolved and contribute to the 
formation of man through musical education. In this way, this area also arises - 
the pedagogy of the arts. Dmitri Kabalevsky perceives the art of music as an art 
through which you can communicate: „Only the musical art will give impetus to 
the sense through music”. If we make a retrospective analysis on the 
development of musical pedagogy of the twentieth century, we are convinced 
that Dmitri Kabalevsky's artistic and pedagogical conception is an integral 
conception, is a scientific-methodological system. From one point of view, this 
concept has integrated the knowledge of musicology, psychology, didactics, 
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culturology, sociology, etc. from another, came as a reform in the formation and 
development of pupils' personalities. 
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Anii de școală 
Muzică: D. Kabalevsky 

Aranjamentul coral: Vitalie Popovici, Marina Caliga 
Traducere din rusă: de Margareta Curtescu 

 
2. Ani de speranțe și ani de avânt                                    3. Prima iubire și primul sărut, 
Spre înălțimi și spre steaua polară,                                   Primul „adio” rostit cu sfială –  
În amintire se scurg ca un cânt –                                      Toate-au rămas într-un dulce trecut, 
Irepetabilii – anii de școală.                                              În minunații anii de școală. 
               Refren:                                                                              Refren: 

http://kabalevsky.ru/news/simpozium-Moldova
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Mis Marina Morari, the Project Director        Mis Maria Kabalevskaia, the Director of the 
                                                                    Magazin „Profesorul de muzică” (the Music Teacher) 
 

 
 

A group of teachers from the  Department „Art and Artistic Education”  
(the third on the left - Ms Liuba Popovsky, experimenting professor according to Dm. Kabalevsky's 

curriculum, years of studies 1979-1989) 
 

 
 

Mr. Iulii Aliev-profesor from Russia; Mr. Ion Gagim and Lilia Granetky profesors and doctors from 
Republic of Moldova, Tiina Selke- profesor from Estonia. 
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14. THE OPERAS OF PASCAL BENTOIU: THEMES, COLLECTIVE 
CHARACTER, ARS CHORALIS 

Consuela Radu-Țaga126 
 
Abstract: Pascal Bentoiu dedicated to the lyrical stage three opuses: the comedy The Love 
Doctor, the radio opera The Sacrifice of Iphigenia and the tragedy Hamlet. The female choir 
from The Sacrifice of Iphigenia and the choir from Hamlet use different ways of vocal 
expression, adapted to vibrations of the word: from recitative chanting or spoken chorus, to 
melodic articulations. The hegemony of the vocal parameter and  the lyrical expression are 
counterpoised by the feverishness of the dramatic moments. Pascal Bentoiu proposes new 
elements in the structure of the opera genre, because in Hamlet the conceptual meanings of 
the overture are replaced by the choral prelude à cappella. The moments of choral treatment 
à cappella abound in his operas, these moments being full of emotion and expressing a deep 
sensitivity.   
Key words: comedy, radio opera, tragedy, vibration of the word, choral ensemble 
 
 
1. Introduction 

Composer who put at stake the value of the music expressiveness, without 
eluding the virtues of modernism, Pascal Bentoiu dedicated to the lyrical stage 
three opuses: the comedy The Love Doctor, radio opera The Sacrifice of 
Iphigenia and the tragedy Hamlet. The first opera signed by the composer dates 
from 1964, bears the opus number 15 and it is a modern score in spirit, structure 
and language. The chosen themes aims at the entertainment, tending to correct 
the morals. Heading for the world of Molièreʼs characters, Pascal Bentoiu opts 
for the use of musical quotation, technical process by which he falls in the 
direction of polystilism. In the satire the choral ensemble is not present, and the 
subject of the period reminds us of the acid spirit from The Stormy Night 
signed by Paul Constantinescu.   

 
2. The Sacrifice of Iphigenia 
 Pascal Bentoiu composed The Sacrifice of Iphigenia (opus 17) at the 
command of the Romanian Radio Broadcasting Company. Written between the 
Symphony opus 16 and the opera Hamlet, the new experience of The Sacrifice 
of Iphigenia ranges between the spiritual verve of the comic opera The Love 
Doctor and the dramatic energy of the Shakespearean tragedy. Awarded with 
the Italian Broadcasting Prize, the work brings together the researches of the 
new sound effects with the dramatic nature of the radio operaʼs new style. ”A 
very special personality, wearing the seal of an acute vibration sensitivity” [3, p. 
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341], Pascal Bentoiu bravely attacked the path unused by the Romanian music 
until that time – 1968.  The composerʼs statement supports the assertion: ”the 
work is – as far as I know – the first of its kind written in Romania” [7, p. 320].   
 Supported also by the prize obtained, the work is an important 
achievement, a worldwide confirmation of the value of the Romanian school of 
musical composition, after the Enescu moment. Pascal Bentoiu appeals to a 
wide-ranging, perennial, generally human theme as reformer Gluck did, as well. 
The motif of conquering triumph by death is taken from Euripidean Iphigenia. 
To open the path of an army, Iphigenia sacrifices her life, and Agamemnon, her 
father, wins the war against Asia and Troy. The exaltation of the sublime death 
for a glorious cause was processed by Mircea Eliade in the play with the same 
title: Iphigenia.  
 The Romanian translator of Euridipesʼ work, Alexandru Mircea Pop, 
helped the composer to elaborate the libretto. They retained a small quantity of 
text, ”the libretto being rather a literary support for the musical portrayal than a 
theatrical action itself, lacking the conflictual element exposed according to the 
dramaturgical evolution laws” [5, p. 288]. Following the path opened by 
Euripides, who saw the special expressive possibilities of music and singing, 
and gave an important role to the musical parts, where the choir, in a tone of 
almost exclusively lyrical commentary, confirms the action, the Romanian 
composer uses the choral ensemble made up of womenʼs voices. The different 
ways of vocal expression are adapted to the vibration of the word: from 
recitative chanting or spoken chorus, to melodic articulations. 
 Bentoiu moves away from the dramatic motivations of the genre, so the 
score proposes only two main characters, accompanied by a group of 
instruments of the chamber type, composed of two sound sources: the big organ 
that ensures sound fluency, and the percussion partition for eight performers, 
that marks the beatings of the implacable destiny, the cry of horror and 
unleashes the brutal shock. The percussion-organ opposition presents the 
conflict between freedom and necessity, perenniality and exitus, obligation and 
hope, the desire to live and fatality, this being the fundamental conflict of the 
tragic genre. The single act is set up simply and soberly in 11 distinct sections, 
and the logic of musical-dramatic development uses leitmotifs that suggest ideas 
and characters. 
 The means of modern language equipped with electronic technique are 
investigated – magnetic tape – through which special effects such as increasing 
or  decreasing intensities, echoes, mixing, timbre colouring are gained, and thus 
the poetic halo of drama is amplified. Iphigenia in its present form is an opera, 
that is a”musical action for voices and instruments, radiophonic, in the sense that 
the image is perfectly dispensed, its only dimensional field being the auditory 
one” [7, p. 320]. The spiritual thematic approach highlights the original vision of 
existence, the fineness of elaboration intertwined with the rigor of expression. 
The polymodal language gets maximum extensions through functional reporting 
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or serial-dodecaphonic techniques (Lamento of Iphigenia) with a tendency to 
accumulate the chromatic scale. The hegemony of vocal parameter and lyrical 
expression are counterpoised by the feverishness of the dramatic moments. 
Musicality transpires, this being”the element that makes The Sacrifice of 
Iphigenia perfectly compatible with the perennial principles of the lyrical 
genre” [5, p. 289]. 
 
3. Hamlet 
 At full artistic maturity, in 1969, just a year after the radio opera The 
Sacrifice of Iphigenia, the composer Pascal Bentoiu headed back to the lyrical 
genre. Choosing a subject from Shakespeareʼs creation led to the realization of 
the only Romanian opera inspired by the Hamlet theme127. Dedicated to his 
professor Mihail Jora and awarded with the Guido Valcarenghi prize, the opera 
”Hamlet has become one of the most valuable scenic creations from the 
Romanian music” [5, p. 292], its rich world can be compared ”to that of the 
great lyrical scores of the 20th century” [4, p. 41]. 
 The strenuous work for the elaboration of the libretto coordinated the 
formation of not less than five versions that favor the musical deployment of 
drama. Preparing the libretto by himself, Pascal Bentoiu has resized the 
conflicting data from the Shakespearean drama, but maintained the essential 
configuration. The complex musical structure has given up some characters 
(such as Horatio, Prince of Norway, courtiers, ambassadors, servants, etc.), has 
modified some scenes, keeping the dramatic axis represented by Hamlet. The 
condensation of dramatic action has reduced the 19 scenes of the universal 
theater masterpiece (coupled in three acts) to just 10 (concentrated in two acts). 
From the experience of the previous lyrical works, the synthesis of the tradition 
of the opera from the meridional area was retained and the graduation of the 
architectural proportions related to the symphonic genre. 
 The coral ensemble is present in prelude, without determining a particular 
social category, then goes into the peopleʼs clothes in the second scene, then 
represents the group of seniors, ladies, guards, in a word the group of courtiers, 
in the tenth scene. Subscribing to the Shakespearean spirit, ”the choir becomes a 
factor, an objective that, although it can wear various costumes, although it 
conveys a totally different kind of music, for instance in the third scene, 
compared to the sixth scene, remains unchanged in the stage function it has – to 
impress sound force for moments, and, moreover, here comes the contribution of 
the composer, to mark the pillars of support in the musical construction” [6, p. 
127]. 
 The conceptual meanings of the overture are replaced by the choral 
prelude à cappella, which ”represents an introduction into the inner world of the 
main character, and an anticipation of the denouement” [6, p. 127]. A sound 

                                                
127 The subject was also treated by Ambroise Thomas. 
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layer is formed in adagio, participating eight voices: first soprano, second 
soprano, first alto, second alto, first tenor, second tenor, bariton and bass. From 
A flat center sound abruptions take place between the first altos and the second, 
then between the first sopranos and the second, resulting thematic disposals of 
heterogeneous nature. Sonority flows in chromatic courses, without melodic 
highlights, with evolution between the extremes of pianississimo → fortissimo. 

         
                    Figure no. 1. P. Bentoiu – Hamlet, preludium, p. 1, mm. 1- 15 
 
 Increases and decreases in intensity (pochissimo rinforzando), tension 
accumulations followed by relaxation, sudden crossing from piano to subito 
fortissimo, or from mezzoforte to subito pianissimo, are procedures that colour 
discreetly this ambience music, inviting us to meditation. The choral music 
without words ”is running on a vowel – slightly variable – located between a 
and o (more to a). It is recommended that the high passages and forte to be 
intonated on a more open vowel, and the passages on pianissimo to adopt a 
slightly darker colour. The vowel attack will be renewed at the same time as the 
beginning of a new legato, but not in a rough manner, but as shrouded as 
possible. Avoid portamenti as much as possible” [1, p. 1]. The composerʼs 
recommendations are particularly important, the subtlety of vowel colours being 
absolutely necessary in a high artistic interpretation. The effect of vocal 
expression without articulation of words is specific to the à cappella repertoire, 
or can be encountered in the opera genre, in moments when the choir 
accompanies vocalists. Highlighting this effect, by placing the choir to the fore, 
without vocal or instrumental contribution, is an ingenious novelty, which does 
not push on the forging of the spectacular, but on the contrary, proposes an 
opening to the most intimate saying, to the inner queries. The beauty of this 
choral page has led to its detachment and integration in the programme of choral 
concerts. 
 The courtiers enter the scene on the interlude (passacaglia) which 
precedes the third scene. Their physical presence is necessary throughout the 
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whole duration of the mentioned scene. Their first intervention occurs at the 
moment when the King of the show predicts to the Queen that she will find 
another husband. The prophecy leads to the insertion of a choral line, which 
reminds us of the ancient choir, with glided chords on wordless humming, 
launched without bass support: 

 
            Figure no. 2. P. Bentoiu – Hamlet, 3rd scene, p. 47, mm. 539-540 

 
Invoking the curse force, the Queen says that the woman who takes her 

second husband, kills her late husband once again, which means defaming the 
relationship. The courtiersʼ reaction does not require accurate intonation, 
because the exclamation ”Ah” is a swiftly sliding sussurato in the downward 
direction. The female character strengthens her love vows, which raises the 
courtʼs comments, both on great dynamics and piano. In the first case the female 
voices introduce a level of loudness through high, screaming sounds, which 
cause the same downward sliding. Each voice of the mixed choir is divided into 
two, and the imitating exposure”what a oath” borrows the glissando formula 
with a descending slope. The second case refers only to the group of female 
voices, because the piano dynamics is folding with mysterious sonority, soaked 
with suspense. In the formulation ”strange happenings” the altos take the 
sopranosʼ plan to the octave, while the next one ”it would end well with it” 
brings the unison with detachment in the form of a fan. The moment when the 
King of the play dies causes ”a murmur of astonishment and consternation” [6, 
p. 130], and the mixed choir throws the exclamations in an ascending or a 
descending sense, or in waved enunciation (to alto). All voices are overlapping, 
are grouped two by two (women, men), the propelled cries covering all the 
choral space: from upper register – sopranos, to lower register – basses.  

The first wider choral development is occasioned by the intervention of 
King Claudius, who rises suddenly and asks for light. The musical-dramatic 
wording goes out of the octave soprano-tenor, contralto-bass, and the empty 
fifths are filled with harmony. Major and minor chords, in root position or 
inverted, turn to the division in the choirʼs voices, agglomeration that guides to 
the augmentation of the dramatic propulsion. The keyword ”light” appears no 
less than eight times, placed in the upper register of sopranos (touching H5), 
tenors (G4), or baritone-basses (E4). In homophone texture penetrate polyphonic 
techniques, the canon soprano-alto→tenor-bass preparing the descending 
chromatic sequence in ternary subdivision. With the last forces, the finalis of 
this passage is whispered and slided. There follows a conclusion section that 
suspends the articulation of the words, on an upward chromatic action of the 
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voices, in soprano, alto, tenor, bass order, vocal contour in which the choir 
moves like ”waves in a wheat field”. So the participation of the choral ensemble 
in the third scene is progressively achieved, from short lines of the type of brief 
exclamations, to unfolded formulations. The dramatic action is supported by the 
courtiers, because the facts of the main characters are commented, or developed 
through the echo of the collective character. 

The second act places the choir behind the scenes; we refer to the sixth 
scene, where the convoy of the Danish rebels, headed by Laertes, is in the 
vicinity of the castle. The idea of a parallel action appears, resulting a poliphony 
of the dramatic plans (conducted on stage and out of stage). The parallel fourths 
and fifths ring again between tenor-bass and soprano-alto, the sonorous packets 
appeal to homophonic texture, insinuated by imitative elements, the whole 
movement evolving from piano to forte. The enhancement of the dynamics 
overlaps with the idea of approaching128, and the forte dynamic marks the 
entrance of the choir into the scene. The heroic character of the moment is 
supported by the orchestral ensemble by ternary pulse, and the execution in 
detaché, highlighting accents is on the path on a viable performing. The triple 
formula goes from the orchestral to the choral plane, and the end of the episode 
it appeals to white sounds, placed in the high register: 

 
             Figure no. 3. P. Bentoiu – Hamlet, 6th scene, p. 99-100, mm. 1028-1029 

 
All voices slip between two strictly marked extremes; sussurato in 

fortissimo leaves the sphere of singing and proposes shouted sounds. The image 
of the death persists, which leads to the courtʼs statement: he is dead! The 
vertical coordinate fills the fifth, this time, with minor chords, the terrible image 
being best outlined. Once obtained bi-tonal harmony, the choir supports the 
prolonged chord, then he diminishes from forte to pianissimo, on a dynamic 
retreat that enriches the choral expression, and, at the same time, gives way to 
the soloʼs later interventions. The end of the stage marks the return of Ophelia. 
The court supports the entrance of Laertesʼ sister, asking the guards to let her in. 
The musical phrase Let her in .. has a praying tone and not an imperative one, on 

                                                
128 A scenic effect commonly found in opera scores. We recall here the invisible choir (Eumenides) from 
Oedipus by G. Enescu, the choir behind the coulisse from the second act of The Plague by S. Drăgoi, or the 
priestsʼ choir from the temple by the same act of Decebalus by Gh. Dumitrescu.  



132 
 

a low dynamic. The starting treatment à cappella claimes the voicesʼ shifted 
inputs, with initialis and finalis represented by soprano, respectively bass, while 
the middle brings the mixture of internal voices.  

Choral extents also appear in the seventh scene, to accompany Ofeliaʼs 
solo plan who retires, while King Claudius retains Laertes, to set up a plot. The 
soloist approach is in the limelight, so the choral ensemble carries on in the 
alternative a vocalization, outlining the world of Ofeliaʼs alienation. The 
singsong with jelly resonances replaces the words with the vowels o, a, u, and 
the end of the musical articulation is projected into bocca chiusa. Like an echo 
of the world described, the female voices bring the movement of the eighth, the 
sonority diminishing even more – the minimal extreme is reached: 
pianississimo. The duel between Hamlet and Laertes is assisted by courtiers, and 
their interference guides choral formulations. The interjection Ah! asks 
”glissando of female voices, engraving meanders on the vowel a, in unfolded 
packages, with oscillating senses” [6, p. 132]. The choir marks the moment 
when Hamlet stabs Laertes, through a rolling scream. When the Queen falls, the 
choral ensemble uses the soprano-contalto mixture, followed by tenors, with a 
sliding exclamation; the last breath of the Queen is found by the courtiers, who 
have no more power than to throw one Ah! without timbre (senza timbro). 

Running in Moderato, the end of the opera is attributed to the choir. So, 
the beginning and the end of the opera appeal to the collective characterʼs 
commentary, the energy of choral deployments recalling the purifying effect of 
the tragedy (catharsis). Above a drone on C, a madrigal rises on the deliverance 
a noble soul goes out. The sobriety of the moment appeals to a conjunct melodic 
motion intoned by the tenors, and submitted to imitation on an ascending path: 
tenor-alto-soprano+bass (the last exposure gets deeper). The second imitative 
episode keeps the low dynamics, and the musical sentence is built up by 
repeating the motif. The cumulation of the voices from the low to the high 
register suggests the rise of the soul, the aspiration of the human being to the 
high heavens. An à cappella passage appears, Good night, sweet Prince, where 
the superpositions of fourth and fifth are reiterated. The sonority gradually falls 
on the choral unison exposed by the soprano-alto-tenor triad (recitative singing). 
”The choral Lamento from the end creates a state of profound collectedness and 
dramatic nature, of grieved meditation on the previous events, on the meaning of 
the existence, life, and death” [6, p. 133]. 

Subtle and polychromatic orchestration appeals to a broad device, where 
the percussion part is equipped with no fewer than 20 instruments. The organ 
printed on the tape is added; records are overlapped with live executions. 
However, the orchestration is often very transparent, rarefied, reduced to a few 
instruments, and so the colouring is as expressive as possible. The choral 
ensemble in the Hamlet opera appears as a character taken out of the ancient 
tragedies, the choral lines taking the text of different characters, without having 
an own verbal contribution – an exception is the end of the opera. Finding or 
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commenting demarches enliven the dramatic context and complete the musical 
deployment. Contemporaneousness of musical language, with moment of serial 
(Ofeliaʼs madness) or aleatory treatment, weighting of innovation, with 
participation of electronics,  ”the rich world of Hamlet opera is revealed with 
force and austerity, intensity of emotion” [2, p.12]. 

 
4. Conclusions 
 Exploring the areas of tonal, atonal and modal language, Pascal Bentoiu 
has made his own way, knowing everything that happened in the music of the 
20th century, and resisting to the many calls in a world of trends. The 
positioning of the creative self in the sphere of neo-romanticism is due to his 
lyrical attitude, poetry, by excellence, without neglecting the rigour of musical 
construction. The lyrical experiences have quickly unrolled, his three operas 
being conceived over just five years (1964-1969). Pascal Bentoiu did not 
dedicate himself to the choral music129, but the virtues of the choral sonorities 
were exploited in The Sacrifice of Iphigenia and Hamlet, through various 
plurivocal formulatios, which presented the music-word binomial in the form of 
monadic entity, whose presence was dictated by the logic of dramatic 
deployment. In his operas the traditional conventions have softened, without 
being removed, aiming at refining the poetic expression put into the service of 
sound art.  
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Absctract: The figure of the composer Sigismund Toduţă is among those creators whose 
style, although having a constant evolution towards complexity over several creative periods, 
remains essentially unitary from a stylistic point of view, rendering it recognizable by 
constant compositional masterpieces throughout his entire work.131 The existence of a 
significant number of studies, articles, analyses, integrated in various journalistic contexts 
(magazines, lexicons, doctoral theses), concerning various aspects of Toduţă creation, has 
made it possible to outline even from the beginning a general picture of the composer's style, 
a valuable starting point for deepening the research in the spirit of the chosen theme. 
Key words: originality, creativity, Romanian music 
 
1. Introduction 

By following fundamental creation parameters that contribute to the 
configuration of the musical language of the composer Sigismund Toduţă 
(chromatic, rhythmic, polyphony, forms), through a very well-founded study 
from a musicological perspective, Vasile Herman performs a first attempt to 
synthesize the stylistic aspects that customize the composer's creation.132 Vasile 
Herman names the stylistic coordinates of Toduţă creation: the European 
tradition of Renaissance, Baroque and Classicism, the Romanian folklore, the 
(Gregorian and Byzantine) "medieval song intonations", the inheritance of the 
Romanian musicians".133  

 
2. Sound sources in Sigismund Toduţă creation 

In such sound worlds, Sigismund Toduţă imagination and creative force 
leave their mark on the 20th century componistic. In this sense, we can also refer 
to the sources of chromatic thinking that characterize the composer's creation: 
the Gregorian and Byzantine modal, as well as the Romanian folklore, adding 
solutions obtained from the almost contemporaries Enescu, Bartok, Messiaen. 
Given that Sigismund Toduţă works, during the creation periods, do not show 
any significant changes in style, they can be presented in genres and forms, 
depending of course on the aesthetic attitude of the composer. 

From the point of view of the musicologist Romeo Ghircoiaşu a first stage 
of creation is under the sign of "a thorough and scientific study of popular 

                                                
130 Assistante PhD., “George Enescu” National University of Arts from Iaşi, Romania, email: 
martinica_79@yahoo.com 
131 MagazineMuzica, no.6, 1965 - p.24 
132 MagazineMuzica, no.6, 1965 - p.25 
133 MagazineMuzica, no.12, 1969 - p.3 
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musical language", reflected by the currently appeared works - "Cello Sonata"; 
"Violin Sonata"; "Flute Sonata"; "Piano Sonatina", "Concerto for 
strings"; Symphony No. 1 and Symphony No. 2, choral pieces like "Country 
Wedding" or carols adaptations, this period being characterized by the 
composer's concern for an original expression, anchored in contemporaneity, but 
of national specific.| 

The second stage reflects the language and architecture renewal, consisting 
in the "re-molding of the material into unitary shapes “and the capitalization of 
the cyclical principle - aspects reiterated in Symphony No. 3 and in Symphony 
No. 5, "Concert for Wind and Percussion Instruments", "Old Stamps". We also 
need to mention the three choirs that were composed at the same time as the first 
version of the oratories "Mioriţa" and "In the Wake of Horea". The third creative 
period in Romeo Ghircoiasu vision includes a new version of "The Master 
Builder Manole" work, in an "ample trilogy that embodies three major symbols 
of our popular thinking and creation".134    

The last decade of life and creation of the master of Cluj appears as a 
superior stage in the edification of his creative universe in exceptional works of 
the choral, vocal, chamber and concert genre, like madrigals and lieds with 
lyrics by Lucian Blaga and Ana Blandiana, concerts for piano and flute, piano 
and oboe, solo sonatas for flute and cello, Sonata No. 2 for violin and piano, 
Choral - preludes for organ. If we try to situate Sigismund Toduţă in 
contemporary Romanian creation, "we must say that after Enescu and Paul 
Constantinescu, Master Toduţă is the only author who has reached his own, 
original, unique, harmonic language"135, Dan Voiculescu concludes his article 
entitled "A Higher Understanding of the Role of Art", dedicated to the 80th 
anniversary of the birth of the Creator from Cluj. 

Thus, Sigismund Toduţă is a continuator of Enescu's musical principles on 
several levels. The composer associates himself with the idea of "synthesizing 
elements of national and universal culture in the form of a European technique 
of composition with Romanian folklore"136 as well as with classical Romanian 
music. The principles of cyclical thinking taken from the French tradition 
(Frank, d'Indy), developed in a musical language that is different from Western 
music, concerned Sigismund Toduţă, as evidenced by his symphonies, concerts 
for string orchestra, sonatas and sonatines. 

 
3. Stylistic aspects 

One of the important issues in the creation of Toduţă is the analysis from 
the perspective of vocalism and choir music. "If music needs a word sometimes, 
it's because it tries to reunite with that unconcealed Word of concept, the word 
                                                
134 Magazine Muzica, no.4, 1979 - p.12.Study performed by Vasile Herman 
135 Voiculescu, Dan  - „O înţelegere superioară a rolului artei”, dedicated to the 80th anniversary of the birth of 
Sigismund Toduţă 
136 Magazine Muzica, no. 4, 1979 – „Pe urmele lui Horea”, study performed by Vitterman, p.13 
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that simply embodies human presence (the human voice being the universal 
aesthetic medium: all instruments are but" masks "of the human voice.)”137 From 
this fragment quoted in the work "Melopoetica" by Greta Tartler, it is important 
to treat the voice, whether soloist or not, in vocal or vocal-symphonic or choral 
genre - in the configuration of some fundamental stylistic aspects of the creation 
of Toduţă. In the folkloric adaptations of the first creation period, the 
phenomenon becomes more detached, especially since the harmonic-polyphonic 
approach of madrigal or variation type implies the multiplication and equal 
importance of the voices and the movement of the themes from one voice to the 
other during musical discourse.  

These are the three choir notebooks, "Triptic", "Five Chorus for Men's 
Voices" and "6 Folk Songs", but also the cycle of lieds entitled "4 Folk Songs". 
And the instrumental creation of this period can also be seen as vocalist: I refer 
to "Passacaglia", having as theme a star song, "Romanian Folk Dances and 
Songs" or even "Symphonic Variations on a Popular Issue" all based on a 
melodic idea of folkloric origin. However, which are actually those elements 
that define the vocal profile of a song, distinguishing it from an instrumental 
one? In this sense, I shall present the specific melodic forms, ambitus, inner and 
final tempos. The Byzantine-Gregorian-folkloric fusion is found in the extreme 
sections of the choral poem "Archaisms", or in the pages of the oratory piece 
"The Master Builder Manole", as well as in other works. E.g.1 "Archaisms" 

 
E.g.2 "The Master Builder Manole", Act I, Bogumil 

 
The vocal-symphonic creation of Toduţă consists of seven titles: "Mena", 

"Psalm 97", "Psalm 133", "Mioriţa", "Ballad of the Flag", "In the Wake of 
Horea", "The Master Builder Manole". Of the seven works, the first three are 
delimited as a distinct, early stage, by religious character and by language 
elements. The other four works fall into the oratory genre, ("In the Wake of 
Horia") or intersected with other related genres: "Mioriţa" oratorio-ballad, 
"Ballad of the Flag", oratorio-piece "The Master Builder Manole". They prove 
the stability and unity of the musical language of the composer in a particular 
way in relation to the evolution of other genres. 

As Zeno Vancea shows, the "oratory Mioriţa is subdivided into twelve 
sections which follow the music line without interruption, and, depending on the 
text (in the version of Vasile Alecsandri) the music has a both lyrical and 
dramatic character, the epic element being present through some interventions, 
                                                
137 Tartler, Greta - "Melopoetica", p.35 
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in the form of comments of the choir. Using the same unified language in the 
course of musical performance, the composer brought with this work a new 
proof of the broad possibilities of expressing a musical language that has its 
roots in folklore, the personal stylization of its elements depending on the needs 
of musical content interpretation of lyrics poetic content” 

The "Ballad of the Flag", designed for solo (soprano) voice, choir and 
orchestra, is "a page of the troubled past of the nation, a pathetic fresco [...] that 
takes place at the level of tension and epic-drama-oratory climate."138  By 
choosing the subject and the way of its musical approach, by his work "In the 
Wake of Horia" Sigismund Toduţă aims at "the realization of a passion type 
oratory related to the monumental works of the late Baroque music.”139   

The Master Builder Manole, in the final version of the '80s, crowns the 
composer's extensive choral and vocal experience, along with the artistic and 
aesthetic implications of deep significance, turning into a remarkable work in 
the contemporary Romanian context. The approach and the "fluctuation" of the 
drama subject, "7 times 7 years", is part of the Belgian zodiac sign, which 
focuses on a good part of the Toduță creation, both in the vocal-symphonic and 
in the choral or vocal genre "140 Due to the obvious approaches and syntax of the 
languages used in the four works, dealing in parallel with the vocal and choral 
style aspects will allow a better fit in a unitary picture. 

The choral ensemble fulfills multiple functions in the works dramaturgy, 
either as a relatively active participant in the action ("In the Wake of Horea" - 
the choir represents the crowd, the people, "The Master Builder Manole" - the 
builders), or commentator, storyteller, as in ancient Greek tragedies ) "Mioriţa", 
"The Master Builder Manole", "In the Wake of Horea") or sound background, 
creating atmosphere ("In the Wake of Horea", "The Master Builder Manole"). 
The composer's preference for detached groups in the choral group generates a 
great diversity of choral pages. Among these groups is the men's choir 
(composed of T1-T2, B1-B2, exploited to the maximum in various situations 
(active or passive). "The Master Builder Manole" - the builders; "Mioriţa" - the 
storyteller; "In the Wake of Horea" - the people. More rarely the composer uses 
the women's choir - a single number in "Mioriţa" (no.2) in "The Master Builder 
Manole" (no.13), "In the Wake of Horea" (2, 7, 10, 12, 16). E.g.3 "In the Wake of 
Horea", VII, m.1 - 8 

 
                                                
138 Magazine Muzica, no.5, 1981 -  „Lucian Blaga cântat de Sigismund Toduţă”, p.45 
139 Magazine Muzica, no.4, 1979 – „Pe urmele lui Hora”, paper by Vasile Herman, p.13 
140 Magazine Muzica , 1977 –„ Sigismund Toduţă”, paper by Zeno Vancea, p. 16 



138 
 

E.g.4 "The Master Builder Manole", Act III, no.62, m.1-2 

 
From the point of view of the choral apparatus approach, Sigismund Toduţă 

capitalizes the vocal possibilities of a normal ambitus, the accents being put on 
the issues of harmonic and polyphonic writing, entrusted to the ensemble. Of 
these, the melodic profile of the various vocal parties falls within the typologies 
already encountered in the genre of the choral or vocal genre, characterized by 
the folk or Byzantine folk melody, specific to the parlando - rubato style, in 
which the text is divided into an asymmetric rhythmical and "wavy" drawing by 
the variety of successive durations. E.g.5a "In the Wake of Horea", XVII, m.6-10 

 
E.g.5b "In the Wake of Horia," II, m.27-30, alto 

 
Among the special aspects of voice treatment, the "Sprechgesang" 

(imprecise height speech), moderately encountered in other vocal genres as well, 
will have an intense application (especially the "The Master Builder Manole" in 
contexts with reference to mocking, shouting as well folklore incantations. E.g.6a 
"The Master Builder Manole," Act I, 11a 

 
E.g.6b "In the Wake of Horea", VIII, m.5-9 
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From the point of view of the number of characters and the type of voice to 
which the composer entrusts his part, we must note that these aspects vary from 
one voice to another: "Mioriţa", - soprano (Mioriţa), alto (mother), tenor 
(shepherd); "Ballad of the Flag" - soprano; "In the Wake of Horea" - tenor, bass 
(Horea); "The Master Builder Manole": lyrical-dramatic soprano (Mira), 
baritone - Manole, baritone - reciter (Gaman), lyrical bass - Bogumil. We 
mention that for the solo voices of "The Master Builder Manole", the composer 
chose some intermediate categories of the respective types of voices, thus 
specifying his timbral - expressive intentions in shaping the individuality of the 
characters. The lyrical-dramatic soprano combines the characteristics of the 
dramatic type (the highest ambitus, multiple vocal possibilities) with the lyrical 
type (softer, more penetrating, and subtle). 

Sigismund Toduţă does not regard vocal virtuosity through the abundance 
of acute abundance; when he uses these, they are very well prepared. The 
composer's attention focuses on the clarity and fidelity of text sound picture, 
especially through accents and intervals, against the background of permanent 
equality between text and music. E.g.7 "The Master Builder Manole", Act III, 72a, 
Manole 

 
 

4. Conclusions 
If we are to conclude on the composer's style in treating the integrated 

voice of the choral apparatus, I would like to make a first specification: In this 
study, I wanted to approach the vocal and choral issue from my own 
perspective; I shall refer to my vocal concerns. Hence, all the observations and 
arguments are based on my point of view, because they were born out of the 
practice of singing, of my personal interpretative vision. Thus, returning to 
Toduţă text-based works, I would like to point out that one of the fundamental 
preoccupations of his reign was to obtain the clarity of the text - indispensable 
for the transmission of the artistic message. In order to achieve this goal, the 
composer uses the recitative and lyrical tempo of the melody in an original 
synthesis, predominantly the parlando lyric of folkloric origin. 

The stylistic aspects of Toduţă creation (melody, polyphony, form, rhythm) 
are enhanced by the timbral aspect, whose variety appears as another essential 
concern of the composer in line with the concerns of the great creators of the 
20th century in this field (De Falla, Messiaen, Ravel, Bartok, Stravinski, 
Xenakis). This is reflected not only by the different types of ensembles (mixed 
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choir, female choir), to whom the composer dedicates his choral works, but 
mostly through the multiple ramifications of choral writing. 

Moreover, we cannot conclude without the words of the composer himself 
who, referring to Blaga's poetic admiration, indirectly characterizes himself: "I 
fell into the magic circle of the Lancrăm poet. Like the builders of the Master 
Builder Manole, fascinated by the "little face of the place", I also uttered the 
words with them: "Master builder, here we come!" However, unlike the builders 
gathered to build of earth and water, of light and wind, I stand in the Belgian 
magic sky trying to understand the meaning of the accents, the meaning of the 
thoughts, the depth of the symbols and the charm of the metaphor. And from the 
symbol of passion grafted in the soul, from the passion of the building he 
masterly sings in the drama The Master Builder Manole, I also asked the same 
question as the poet: For what mysterious fault was I punished with the longing 
to conceive beauty?, hanging near this rare subject for half a century. "141     
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16.   STYLISTIC-INTERPRETATIVE STATISTICS OF THE 
CREATION FOR GUITAR SOLO (Preludes no. 1-5) BY HEITOR VILLA 

LOBOS 
Daniel Dragomirescu142 

 
Abstract: In the past, more precisely in the Fifteenth and Sixteenth centuries, both pieces for 
keyboard instruments (organ or clavecin) and those for the guitar's ancestor, the lute, were 
preceded by an introduction bearing the title of prelude. In the seventeenth century, this 
prelude was used as an introduction to some religious works, being synonymous to the 
preamble, as both were meant to prepare the atmosphere and tone of a musical piece. Johann 
Sebastian Bach played a decisive role in the evolution of the prelude, using it as the first part 
of the preclassic instrumental suite, with the intention of setting the unique tone, the tone in 
which the whole work will be performed. Later, in the 19th and 20th centuries, taking over the 
tradition of J.S.Bach, the composers will write cycle pieces for various instruments, which, 
through their rich, melodic, harmonic, rhythmic variety of form and genre, will enjoy success 
in the concert halls. Examples include the cycles of preludes of Frederich Chopin, Claude 
Debussy, Alexandr Skriabin, Serghey Rachmaninov, Mihail Jora, and others. Villa-Lobos 
preludes touch the audience's sensitivity more directly than studies. Their appearance is an 
essential contribution to the guitar repertoire of the 20th century. In the small form, the 
author proved a brilliant sense of balance, intense feelings, great conceptual originality, 
making the most of the technical and sound resources of the instrument. These short 
compositions, always present in the repertory of all great guitarists, require our attention and 
admiration. Written shortly before 1940, in the original manuscript these preludes were six. 
Unfortunately, one of them, "the best of all" as the composer said, was lost. As regards this 
statement, John Duarte, in his work, the Preludes of Villa-Lobos. Some notes" considers this 
would have an ironic character. "Just like the Three Musketeers who were actually four, so 
the 5 Preludes were originally six".143 
Key words: guitar, prelude, style and guitar performance 
 
1. Introduction 
      In the book about Villa-Lobos, the great classic guitar musician and 
performer, Turibio Santos, lists a few possibilities for the disappearance of this 
last prelude. The first possibility would be that this work was lost during the 
Spanish civil war, when Andrés Segovia's residence was bombed. Another 
refers to a simple wandering in an office of a publishing house during the 
complete printing process and to possible theft by a few confused admirers. 
However, the most interesting of all seems to be the explanation that the 
composer wrote only five preludes, recording them as six, just to fit into the 
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143 Turibio Santos, Heitor Villa-Lobos and the guitar, originally published by the Museu Villa-Lobos, 1975, first 
published in English by Wise Owl Music, Gurtnacloona, Bantry, Co.Cork, Ireland,1985,  p.31 
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musical tradition (six-track series), and the latter being only in his imagination. 
If this was true, then the said aspect can be considered an example of collective 
hallucination, because many people, including Segovia and Arminda Villa-
Lobos, have confirmed the existence of the sixth prelude. 
      The composer, throughout his career, claimed he had a predilection for 
preludes, the guitar ones being dedicated to Mindinha (the diminutive familiar 
from Arminda), his second wife. Viewed as a whole, these wonderful pieces 
present a mini-spot of the rural environment in Brazil and even more, of the 
Brazilian people. What the published scores do not illustrate is that each prelude, 
taken separately, is thought of as a separate dedication of proper title: Prelude 1 
- Lyrical Melody, Homage to the Brazilian Country Dweller (Homage to a 
Brazilian peasant); Prelude 2 - The Cappadocia melody, Capoeira Melody, 
Homage to the Rascal of Rio, the Malandro Carioca (Homage to a Rio 
pickpocket); Prelude 3 - Homage to Bach (Homage to Bach); Prelude no.4 - 
Homage to the Brazilian Indians (Homage to the Brazilian Indians) and Prelude 
no.5 - Homage to Social Life; to the young boys and girls who go to the concerts 
and the Theater in Rio (Homage to social life, young boys and girls going to 
concerts and the Rio Theater). This is revealed in T. Santos's monograph on 
Lobos guitar music, written by T. Santos. 
 
2. Prelude no. 1 
         Prelude no. 1, Together with Chôros nr.1, these are two songs most 
admired by the faithful audience who listen to works from the wonderful guitar 
repertoire given by Villa-Lobos to the universal music. From a structural point 
of view, the work has a three strophic form type A B A, with da capo (static 
reprise), along with a distinct melodic material, the sections differing at the tone, 
aggression and expressive level. The first section, A, consists of a unique idea 
that comes in varied forms, followed by a plan of enlargement and melodic 
development, which consists of three asymmetric periods (A A'A ''), which can 
be grouped as a triple period. Considering this possible interpretation, as well as 
the size of the middle stanza, the form of prelude can be considered as a low 
three strophic. The three component periods of the initial stanza are made up of 
asymmetric phrases with multiple interior and exterior expansions. From a 
melodic point of view, two distinct planes are formed: the leading line, initially 
placed in the low pitch, subsequently extended to the acute one, and the 
harmonic accompaniment. The latter consists of successively arranged trisons, 
and the ostinato rhythmic aspect, though not identical throughout the section, 
strains the melodic performance, providing by repetition, a continuous pulse and 
a sound background whose mobility resides in the harmonic changes it 
manifests. The first period is made of two phrases, the latter having an outer 
enlargement, which extends semi-tempo by one gradually descending passage, 
which will end in the tonic sound of the next period. The essential motif the 
whole speech of stanza A (α) is based on has a simple melodic structure, 
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imposed by the anacrusic character, as well as by the rhythmic symmetry. The 
same reason is subsequently exposed in descending order (α1) and varied from 
an intonation perspective, by insertion of interval leaps. E.g. 1 (m.1-6), H. Villa-
Lobos - Prelude No. 1 

 
       From a tonal perspective, the first sentence is homogeneous, being built on 
a pedal of tonic harmony; the second sentence introduces the functions of the 
subdominant, the third stage with the low seventh (the superior leading tone), 
the dominant seventh, which, in its turn, is also introduced by the superior 
leading tone. E.g. 2 (m.4-9), H. Villa-Lobos - Prelude No. 1 

 
       The second period contains the same initial reason, but in a new variant of 
its ascending hypostasis, which reaches a higher stage of the acute register, a 
process that involves a tension amplification and expressivity. At the same time, 
the composer uses the modal sonority using the 6th suitor altered stage, which 
confers the speech a Dorian coloration, also accentuated by sound superposition 
do# by tonic approval. E.g. 3, p.1, the last system (m.16-18), H. Villa-Lobos - Prelude No. 
1 

        
         The second phrase structurally supports an extension by inner enlargement 
due to an ascending sequence of a two-sound cell in the main melodic plane 
doubled in the plane of accompaniment by a tuning progression. In close 
relation to the constructive process, a speech animation is performed, a tension, 
which is reflected in the rhythmic aspect, each symmetrically alternating with a 
harmony, according to the composer's indication anim., as well as in the 
dissonant sonority generated by the successively exposed low seventh note. The 
ascending sequential fragment is followed by a descending solution, which 
harmonically ends in the dominant harmony, which, just like in the first period, 
constitutes the conclusion of the second sentence. E.g. 4 (m.20-28), H. Villa-Lobos - 
Prelude No. 1 
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          The similarities to the previous sections of the third period are limited to 
the level of the first sentence, which will support a new modification of the 
second motif (α1) by extending the first interval in the acute register to the 
sound of the second stage, whose expressive effect is emphasized by tempo 
spacing, suggested by the rite indication. In addition, the end of the sentence is 
modified by attaching a tense fragment, based on repeated ostinato harmonic 
formulations, built by alternating the sounds of the dominance agreement with 
their leading tones. E.g. 5 (m.33-35), H. Villa-Lobos - Prelude No. 1 

 
      This last comeback of the idea brings a gradation phenomenon, the 
accompaniment built on broad position harmonies. The second sentence of this 
period presents a new material compared to the previous ones, and the repetitive 
construction and the harmonic tone content give it the character of a conclusion. 
The composer uses a VI7-V7-I type tempo, the low seventh of the 6th stage 
harmony involving a sensitization of the dominance harmony seventh mote, thus 
achieving a maximum expressiveness of the sonority. Finally, the 6th stage 
harmony is modified by the ascendant alteration of the fundamental, thus 
reaffirming, in a new context, Dorian sonority. From a tonal perspective, the 
section remains open and the dominant harmony was solved within the first 
measure in the middle section. E.g. 6 (m.47-52), H. Villa-Lobos - Prelude No. 1 

 
        As a conclusion on the harmony used in the first section, this reminds us of 
that used by Chopin in its preludes, with dissonances (seventh harmonies) 
solved after a whole chain of tuning successions and even harmonies with added 
elements (added fourth). E.g. 7 (m.51), H. Villa-Lobos - Prelude No. 1 

 
       The brief summary of the first stanza is the following: STANZA I = A + A 
'+ A' where A = 12 measures (1-12) A '= 16 measures, compared to A, 
presenting an enlargement constituting the culmination of the stanza; A "= 16 
measures + 7 cadential complement measures. The second stanza of the work is 
shorter than the previous one, and the contrast of character is marked at the level 
of all musical parameters, both on the rhythmic line, by tempo acceleration and 
by the introduction of an alternative metric 2/4 with 3/4 and at the intonation 
level, by tonal contrast E-E, typical for the European compositional thinking, 
leading to the creation of form. Thus, the melodic plan is more flexible, more 
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diversified, including arpeggio, scalar, ornamental, and tuning structures. From 
the tonal-harmonic point of view, this section is more homogeneous, the 
harmonic path being made up of the tonic-dominant alternance, finally affirming 
the subdominant area, of a plagal character, by using the 4th and 2nd descending 
stages. In structural terms, the section is made up of two phrases. E.g. 8 p.3, syst. 2 
to the penultimate system, the penultimate measure (m.52-69), H. Villa-Lobos - Prelude No.1 

 
 

 
       The two phrases are differentiated to the final level, which will be 
dynamized for the second, by modifying the meter, and repeating the cadence 
formula, ending with a rall. indicated by the composer. Retransition has a 
contrasting character from the point of view of sound, due to harmonic writing, 
in which, by repeating the ostinato, a higher plan is highlighted, containing the 
fundamental and the dominant harmony tierce, thus forming a pedal. At the 
same time, the harmonic framework is diversified by altered harmonies, and the 
meter and agogic are modified (Poco meno). E.g. 9 (m.70-77), H. Villa-Lobos - 
Prelude No. 1 

 
        In addition, the entire repetition of the median section is followed by a 
coda, which, in this case, plays the role of a retransition to the retake of the first 
stanza. This coda is made up of an excerpt from the second phrase of the first 
period A, the composer also realizing an anticipation of the sound material from 
the first stanza, as well as a return to its characteristic melancholic, profound 
expression. E.g. 10 (m.78-80), H. Villa-Lobos - Prelude No. 1  
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       We note that the metric asymmetry is reflected in the succession of motifs 
(c and d), the author choosing a way of chaining them together. E.g. 11 (m.51-63), 
H. Villa-Lobos - Prelude No. 1 

 
     The identical retake of the first stanza ends with a cadential fragment of 
harmonic type, in which the harmony of the tonality homonym in E minor is 
alternated with its added high sixth. E.g. 12 (m.129-132), H. Villa-Lobos - Prelude No. 
1 

 
 

3. Prelude no. 2 
        The three strophic structure of the work (A B A) is highlighted by both the 
symmetry generated by the final retake of the first section and by the tonal 
modification signaled at the beginning of the median stanza. From a formal 
perspective, the first section consists of two periods, the second one having a 
more conclusive function. The first period (m.1-18) contains two similar phrases 
at content level, the second representing a variation of the first one. For the 
composer, the figural writing, as well as the isorhythm, although relatively 
austere at a conceptual level, represent the means to highlight a melodic sinuous 
line, combining the arpeggio structures and the leading tone melodic notes, 
underlined by the indication rite. In the lower area, we can identify a secondary 
plan, which contributes to shaping the harmonic framework in which the main 
melodic line develops. At the same time, there are many melodic planes that 
evolve either chromatically (m 2, 4, 6) or in the form of a constant (sound or 
group of sounds). E.g. 13 (m.1-8), H. Villa-Lobos - Prelude No. 2 

 
      From a tonal point of view, we note the predominance of the basic tonality 
(E major), the only moment of deviation being located in the first sentence (m.5-
7), and represented by the inflexion towards the subdominant tonality (A major). 
The means of melodic variation used by the composer are particularly plastic, 



147 
 

including the figural scale passages, rhythmic variations (use of the dotted, 
sextolet and triolet formula) and melodic variations (replacing the scalar 
arpeggio, multiplying the sounds according to the time unit). E.g. 14 (m.9-14), H. 
Villa-Lobos - Prelude No. 2 
 

 
        The second period (m.19-33) has a conclusive character, an aspect resulting 
from both the sound and the constructive type elements. At the sound level, we 
note the predominance of the basic tonality, marked by the alternance of tonic 
and dominant harmonics, as well as the general use of the same melodic 
formulas of cadential character. From a constructive point of view, the period 
can be delimited into three segments, two of them identical, separated by a 
contrasting fragment through the dissonant sonority, generated by the sequential 
chromatic course of all the plans, the melodic figures representing organized low 
seventh reduced harmonies. E.g. 15 (m.15-25), H. Villa-Lobos - Prelude No. 2 

 
        The final cadence of stanza A (m.34) is followed by a short transitive 
fragment, which makes the transition to the second stanza of the prelude, whose 
beginning is marked by the tonal change (B major). A diagram of the first stanza 
would look like this: Stanza A = period a + period a 'a = 8 + 10 a' = 8 + 7. We 
note the asymmetric structure of the phrases resulting from inner widening 
elements, specific to the romantic style. The cursive, unitary, in arpeggio figures 
writing, comprises, by virtue of polyphony, the melodic line itself, contouring 
the motif language. The influence of preclassic style is felt in the figural writing, 
and the fluency of the semiquaver by-plays is sometimes interrupted for very 
short periods by contrasting rhythmic structures. E.g. 16 (m.13-14), H. Villa-Lobos - 
Prelude No. 2 

 
       The median stanza (m.35-90), a broad articulation, is characterized by 
continuous pulse provided by the harmonic latency figures, but especially by an 
ambiguous sonority generated by the unstable harmony, by successions of 
unexpected melodic formulas. The sound mobility of the fragment is suggested 
even from the beginning, the B major tonality not being clearly stated until the 
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end of the section, in a transitory mode. The harmony relative to the first 
measure is that of the dominant, but with added fourth, a sound that increases 
the sound instability. In the harmonic type lower plan, an independent line is 
formed, made of successive parallel fifths, an interval constituting the second 
unit element of the stanza. At the same time, the construction of direct 
harmonies and their chaining through perfect fifths parallelisms detaches the 
harmony of this section from the rigors of classical-romantic harmony. We 
could consider this as being part of the modal harmonic structures. In the 
continuous progress of the formulas we can identify short tonal allusions in B 
minor (due to the presence of the D minor harmony) or A major (due to the 
ostinata repetition of the A major harmony, alternatively with its superior 
leading tone). E.g. 17 (m.50-61), H. Villa-Lobos - Prelude No. 2 

 

 
        In the second part of the section, the implicit tonal center becomes concrete 
by the repetitiveness of the tonic and dominant harmonies (in the initial version), 
and the final chromatic fragment ends with the sound B, although the harmonic 
frame determined by the elements of the arpeggio figures is as ambiguous as the 
whole section: B major harmony with enlarged fifth. E.g. 18 (m.82-93), H. Villa-
Lobos - Prelude No. 2 

 
      The diagram of the median section is as follows: B = b1 (8 measures) + b2 
(20 measures) + b3 (12 measures) + b4 (16 measures). After this tumultuous 
fragment, the first stanza of the work is completely retaken, without any changes 
in the sound. 
 
4. Prelude no. 3 
        Prelude no. 3 is the most original prelude of Heitor Villa - Lobos due to the 
innovative harmonic language, the improvisation character and the Spanish 
ethos. The work is composed of two sections (A B small bistrophic form) 
instead of the usual ABA ternary form, all marked with rehearsals, the 
delimitation of which is suggested by the modification of the writing in the 
second stanza. Section A is written in the original Villa-Lobos style, and B 
clearly illustrates Bach's music. Thus, the first section (m.1-22) has a quasi-
recitative character, figuration and stops on harmonies, fragmented melodic-
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harmonic evolution of passionate character, metric changes as well as agogic 
indications (pauses, rite., rall.) contributing to the configuration of a speech in a 
rubato movement, the general sound by referring to the lyrical ballad. This 
stanza of capricious shape is shrouded in an atmosphere of great harmonious 
refinement, reminding of Ravel by: parallels of seventh-and-ninth harmonies, 
different pedals, unsolved sequences of assonant harmonies, proving an 
assimilation of the seventh harmony in the category of consonants. E.g. 9 (m.9-
10), H. Villa-Lobos - Prelude No. 3 

 
      From a structural point of view, this characteristic is manifested by a relative 
fragmentation of the music, the first period being made up of a chain of 
relatively uneven and difficult to distinguish segments. The first two such 
segments (m.1 - the first harmony of white note value in m.5, the last quaver in 
m.5 - the first harmony of white note value in m.9) are similar at the sound 
content level, being made of a sequential ascending fragment (based on a 
transposition within the five sounds at the interval of a scalar micro-unit fourth), 
finalized in a seventh harmony, and a fragment that is also sequential (based on 
an overturned arpeggio formula), ended in a homophone type tempo. In the 
second sentence (the last measure in m.9 - m.12), the tempo, made up of parallel 
harmonies, is extended by sequencing and ends on the tonic harmony with an 
added sixth (characteristic for the Dorian mode). E.g. 20 (m.1-13), H. Villa-Lobos -
Prelude No. 3 

 
      Referring to the harmonic context, the composer uses a tonal language rich 
in modal elements, its harmonies being made of added sounds or altered stages 
(for example, measure 4, stage 4 with the top fifth, added seventh and fourth, a 
harmony that can also be interpreted as a tetrachord), which have the role of 
preparing by sensitizing the sounds of the next immediate harmony. At the same 
time, tuning parallelism are a confirmation of the composer's modal thinking, 
which also depends on pure guitar writing (perhaps the instrument's possibilities 
inspired him as much as the impressive masters music). The third segment of the 
first stanza (m.13-22) mainly emphasizes the melodic side, evidenced by the 
monodic writing (m.13), by the song placed in the acute register and 
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accompanied by the pedal (m.14-15) or structures of four parallel sounds (m.16, 
19). E.g. 21 (m.14-19), H. Villa-Lobos - Prelude No. 3 

 
       Although the whole section is characterized by harmonic mobility, an 
instability due to the avoidance of resolving the assonant harmonies, at the end 
of the stanza, the composer returns to the original tonality, the main tune, like a 
vocal declamation, is superimposed on a pedal on the harmony (finally, the 
sound E) the dominant of the basic tonality, A minor. The reference to the 
recitative character, rubato, to the relationship with vocal music, is clearly 
expressed by the last measure of the first stanza, built on the repetition of a 
unique sound whose expressiveness is underlined by the simplification of the 
writing, reduced to only two voices, as well to tempo attenuation. E.g. 22 (m.20-
22), H. Villa-Lobos - Prelude No. 3 

 
       The second stanza (m.23 - first measure in m.36) of the form establishes the 
sequential symmetric discourse by chaining diatonic-chromatic descending 
figures, the special ethos of music being stimulated by the composer and by the 
expression indication "Molto adagio e dolorido". It is for this reason that the 
performers choose a rubato to capture the parallelism of the song. This segment 
consists of two identical sound level phrases separated by a transitive segment. 
Although the writing changes, becoming figural and monodic, the general 
expression remains in the melancholic register, the composer suggesting an 
accentuation of the low part by adding the following indication: “espressivo". In 
relation to the previous section, the discourse is organized symmetrically, based 
on the descending sequencing of a unique pattern composed of melodic figures 
having as their main characteristic the bifurcation of two different intonation 
plans: a fixed, upper plane represented by the repetition of a sound, and a mobile 
one with a chromatic start and a gradually diatonic continuation. E.g. 23 (m.23-28), 
H. Villa-Lobos - Prelude No. 3 
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       Melodic progression is not reflected in the harmonic plane as well, as this is 
following a proper route, based on added seventh or sixth harmonies 
(subdominant) of the stages in A minor (including I7). Again, we note the 
composer's preference for the plagal relations in the IV-I sequence, apparently 
diluted by the ambiguity of the tonic harmony with the seventh. The same 
sequencing process is also used in transition, this time the main song is 
accompanied by a tierce parallelism by summing the sounds of the three plans 
resulting in a series of five parallel harmonies, four of which in minor, and the 
cadential one being represented by the dominant harmony. E.g. 24 (measure 4 of 
m.28 - m.29), H. Villa-Lobos - Prelude No. 3 

 
 

5. Prelude no. 4 "Homenajem o Indio Brasileiro" (Homage to the Brazilian 
Indians) 
         Prelude no. 4, in E minor tonality, of all the Five Preludes of Heitor Villa-
Lobos (1887-1959), was written in 1940. The dedication of this piece refers to 
the Brazilian-Indian culture. In his book, Turibio Santos, mentions one thing that 
one day a television producer in Paris, completely unfamiliar with both guitar 
and Brazilian music, asked the author if he knew anything about any musical 
work that would evoke the forest across the Brazilian territory. Thus, he was 
listed a number of different records, making sure that one of Villa-Lobos's 
symphonic works was chosen. To Santos' surprise, the Frenchman and his 
assistants took the simple decision to use the first four measures of Prelude no.4, 
thus materializing the composer's intentions. In spite of its simple and clear 
structure, the melody with which this piece begins, through a pronounced 
meditative character, alternates with harmonic passages, producing a special 
"orchestral" effect, all due to the often compassionate sound of the guitar. The 
organization on natural harmonics suggests how Villa-Lobos composed this 
piece, namely, sitting on a chair, holding the guitar in his arms, "quiet, with a 
cup of coffee and a cigarette in his hand"144. The Brazilian musician often used 
to say that his creative process took place without the presence of the guitar. Of 
course, the melody of Prelude no.4 does not create the impression of a desperate 
search for sounds along the strings. Just like a musical structure, it could have 
been performed only by someone capable of imagining the instrument. 
        The construction of the work differs by two composition techniques that 
are specific to the guitar. The first consists of exchanges of arpeggio harmonies 
(harmonic or planar parallelism) on a pedal of free string. The second involves 
the use of natural harmonics in both horizontal and vertical drawing. We shall 
next discuss in detail these two techniques. The prelude follows a ternary 
scheme: section A (m.1-10), section B (m.11-26) and section A '(m.27-43). The 
                                                
144 John Duarte, op.cit., part.2, p.1 
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first section (A) is divided into two main phrases. The first phrase (m.1-4), 
which generates the basic structure for the whole prelude, is characterized by a 
alternation of the melodic and tuning texture. In the following example, the 
lyrical melody, outlined by a descending triad on tonic, seems to be asked by its 
own verticalization within measure 2 - an organization that is further enhanced 
by dynamic contrasts and by extensions of the sound material. E.g. 25 (m.1-2), H. 
Villa-Lobos - Prelude No. 4 

 
        The performance of this song by applying an exaggerated broad vibrato 
could very easily destroy the meditation atmosphere, strongly contrasting with 
the "amusement" present in the first part of "Nocturna" by Benjamin Britten. 
Many performers interrupt phrases using pauses that, besides not being noted, 
do nothing, and this is because the fragment is too short for such an 
interpretative idea, shading the indications of tempo and alternations of 
measures. Similarly, the central arpeggio section must run smoothly, without 
requiring any rallentando because it is not required, and if one is due to the 
technical difficulty, the fragment requires additional study to eliminate it. No 
such concession must be made in the name of "performance". E.g.26145 

 
        From the analysis of the first ten measures of Prelude no. 4 (see E.g. 25), 
one can observe the specific structural background the work was built on. Three 
distinct aspects can be distinguished in establishing the structure. Thus, frame 1 
treats a leading voice while frame 2 focuses on the graphic marking of the motif 
that uses the fourth distance. The 3rd frame eliminates the blend of beauty and 
harmony present within frame 2. Here, we can say that white notes, which 
constitute the broad outline of the superior plan, make up the same motif unity 
as the eighths of the second plan (the lower plan). Thus, the top goes down from 
E to B, then from F-sharp to E minor, all linked by a superior bar, describing the 
same trajectory as each of the four units in the lower area. The sequential 
repetition of the four-note structures that represent the basic motif idea sets the 
first section of this prelude. 

                                                
145 Alan Goldspiel, A New Look at Musical Structure and the Guitar in the Music of Villa-Lobos, GFA 
Soundboard, Fall 2000, p.10 
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           The descending melodic line of measure 1 is extended over measure 3 by 
using two decorative heights (neighboring group: F and D) surrounding the 
tonic. Later, the D sound appears in the next harmony as part of the sub-segment 
of the minor structure - 7 minor. Moreover, the final note of the song (measure 
2, tempo 1) continues to vibrate along the second measure, functioning as an 
internal pedal for the harmony in the pp tone. The rhythmic organization of 
measure 2 is practically an extension of tempo 3 in the first measure, with a new 
one. We must point out that both sections A and A 'are characterized by the 
mixture of measures 3/4 and 4/4. Villa-Lobos intensifies the tonal color of this 
lyrical melody, indicating that the initial sounds E, B, sol and D are not 
intonated on free strings. Instead, by using the high positions on Sol, D and A 
strings, they allow the use of vibrato that helps create an intriguing rich sound. 
With respect for the vertical structure, I would say that the three seventh tonic 
harmonies of the second measure can be considered as either a single tonic 
extension, or an unstable tonic (then, the patterns of the other three new 
harmonies in measure 6 play the role of a tonic obscuration). The first main 
phrase (m.1-4) concludes by repeating the first two measures. In measure no.3, 
Villa-Lobos varies the lyrical melody by increasing the rhythmic movement. E.g. 
27 (m.3), H. Villa-Lobos - Prelude No. 4 

 
         The second sentence (m.5-10) contains the same structure as the previous 
one plus an extension of two measures as a final part of Section A, using the 
natural harmonics. As it can be seen from the following example, the melodic 
variation is mostly accomplished by gradual movement, with a decorative sound 
positioned on the first measure, followed by a new rhythmic triolet figure. E.g. 28 
(m.5 - first tempo in m.6), H. Villa-Lobos - Prelude No. 4 

 
        Within the tonality, the harmonic sequence of this phrase highlights the 
subdominant stages, the Neapolitan (with the second stage lowered) and the 
dominant. However, Villa-Lobos masks the basic movement of the melody by 
using vertical organization. For example, a possible interpretation of the 
harmonic structure of measure no.8 suggests a bicordal scheme: on the one 
hand, the implicit harmony of the melody and on the other the vertical texture 
marked by pp tone. E.g. 29 (m.8), H. Villa-Lobos - Prelude No. 4 

 
      The median segment reminds us of Prelude no. 2 and Study no. 11, where 
the melody placed on the bass strings is accompanied by the arpeggios on the 
acute strings. The entire fragment is based on a left hand pattern that calls up 
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and down movements along the keyboard. The analysis of this arpeggio segment 
(m.11-25) - (see example no.36) - reveals a somewhat boring extension of a E 
minor harmony, which constitutes both the background harmony for the entire 
fragment (mostly intended to be elaborated during the discourse) and almost a 
constant pedal on E (1st string free).  Paragraph 2 brings to attention an 
arrangement of suggested arpeggios by grouping the sounds within each 
measure, and the third highlights a background structure based on these groups, 
which in fact represents the skeletal structure of these arpeggios. E.g. 30146, H. 
Villa-Lobos - Prelude No. 4 

 
      We can see that within this background structure there is a basic 
motivational structure found at the beginning of the melody. E.g. 31147, H. Villa-
Lobos - Prelude No. 4 

 
       Section B (m.11-26) is divided into two sentences. Here we have a new 
indication of tempo (Animato) incorporating the series of continuous changes of 
sixteenth value sounds on a non-accented pedal of the free string. Thus, the first 
sentence contains inverted triads that follow a parallel movement (harmonic 
parallelism à la Debussy) with the main pedal on tonic (thin E). The arpeggio 
pattern is derived from the sound material of the lyrical melody, now being 
reversed. This is clearly observed by analyzing measure 11, tempo 1, in the 
example below (see notes in brackets). E.g. 32 (m.11-12), H. Villa-Lobos - Prelude No. 
4 

 

 
       This example also illustrates another important melodic idea. In addition to 
the line in the low register voice, a secondary melody occurs in the upper plane, 
                                                
146 Alan Goldspiel, op.cit., p.11 
147 Ibidem 
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generally having a similar movement to the lower one (both melodic lines are 
indicated by arrows). The second sentence of the median section (measure 2 of 
m.18 - 26) is in contrast to the previous sentence. In this context, the primary 
melodic line is enhanced by the use of high positions on the thick E string. 
Moreover, the tension of discourse is greatly increased by the use of diminished 
triads in the first overturning, contributing to the instability of the section. E.g. 33 
(m.20-21), H. Villa-Lobos - Prelude No. 4  

 
       In addition, Villa-Lobos incorporates another free pedal on the free string 
that assumes its dominant role, namely the B pedal. The arpeggio section, with a 
strong contrasting character, reminds of the beginning of the work in this 
specific way. The set harmonies correspond to some elements present in the 
internal composition of the musical text and the pedal on the free string (thin E) 
assigns its function of affirmation of harmony. By a structural tempo on the 
dominant, the end of Section B is announced. This is reinforced by marking the 
tempo indication (rall.) present from the first time of measure 25 as well as by 
replacing the sixteenths with a new textural drawing. E.g. 34 (m.25-26), H. Villa-
Lobos - Prelude No. 4 

 
       Section A '(27-43) is organized in three phrases. The first of them (m.27-32) 
exhibits its own miniature structure - "a" (m.27-28, tonic), the second "b" (m.29-
30, dominant) and the last is practically a repetition of the first phrase "a" (m.31-
32, tonic). The intriguing and ingenious side of this segment lies in the elegant 
redevelopment of measures 1 and 2, using natural harmonics. E.g. 35 (m.27-32), H. 
Villa-Lobos - Prelude No. 4 

 
       The quality of the guitar to make it possible to interpret this type of material 
in flageolets is completely specific for the instrument. In an article by Steven 
Zvengrowski he states that "Villa-Lobos uses only the greater resonance of 
natural harmonics as a contrast to the weaker sound of artificial harmonics such 
as Britten Nocturnal, Dreaming148. The way to produce natural harmonics 
follows the same way as in other string instruments. For guitar, these are 

                                                
148 Steven Zvengrowski, Structural Patterns found in Prelude number 4 by Heitor Villa-Lobos, GFA 
Soundboard, August, 1979, p.88 
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available on any of the six strings, namely the perfect octave, on the twelfth key; 
the perfect fifth, higher on the seventh space; again, the perfect octave, the 5th 
key and the major tenth corresponding to the 4th or 9th space. Of all possible 
natural flageolets along the pegbox, these have the most clear and full sound. As 
it can be seen in the example above, the composer uses each of the previous 
sound categories of these harmonics, their efficiency consisting in the fact that 
they have a function both in the melodic and in the tuning organization. The 
second and third sentences of section A 'represent an identical repetition of the 
first section (A). The use of closed, low sonority from the end of the prelude 
may be interpreted as a structure of a seventh tonic harmony in the second 
overturning, a bicord consisting of moderate and tonic or as a major ternary with 
added sixth. In any case, this organization contributes to the confirmation of the 
idea of harmonic and tonal obscurity. E.g. 36 (m.43), H. Villa-Lobos - Prelude No. 4 

 
         Although written in the 20th century, the harmonic, tonal and melodic 
structures of the Prelude no.4 are representative for this type of analysis that 
represents the synthesis of the composer's entire musical effort (works, work 
style). In the following example, Steven Zvengrowski depicts the deployment of 
the tonic ternary, gradually descending an octave and emphasizing the sound of 
dominant harmony, thus revealing the harmonic tone structure of the basic 
melody. E.g. 37149 

 
        In conclusion, I want to mention that Villa-Lobos exploits some of the most 
effective and specific techniques of guitar performance, viewed from a 
contemporary perspective. The goal is that this analysis will bring more insight 
as regards the composition and interpretation modality of the prelude, while 
suggesting some new ideas pertinent for a quality artistic performance. "Villa-
Lobos's guitar music illustrates the composition design developed on the 
ideological mechanism and, of course, this ability to use guitar tones and 
techniques must influence the composition process"150. 
 
6. Prelude no. 5 
    "Homenajem a Vida Social” "Aos repizinhos e mochinas fresquinhos que 
frequentam os concertos e os teatros no Rio”. This charming dedication 
addresses "Social Life," "Young boys and girls going to Rio concerts and 

                                                
149 Steven Zvengrowski, op.cit., p.89 
150 Alan Goldspiel, op.cit., p.11 
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theaters". It should be mentioned here that the use of the word "fresh" (here, 
meaning very young) by Villa-Lobos refers to the not surprising appearances of 
Rio de Janeiro youths who are in love with music. Prelude no.5 is like a surprise, 
completing the cycle of guitar compositions. Unlike any of the five preludes, it 
is divided into three sections, the first being identically repeated in the end: thus, 
the prelude scheme is ABCA. The B, where the melody is presented by a pure 
cello evocation, is fully performed on the second page (m.17-32) while section 
C, represented by the first three staves plus the first measure of the fourth, is 
placed on the third page (m.33-42). Section A (m.1-16) together with Section C 
as a particular feature are covered in a popular air, a reason why they should be 
performed in a simple manner without any attempt to make them more than they 
represent in reality - two beautiful and attractive "popular" songs. The whole 
piece could easily be introduced into the Brazilian People's Suite due to 
elements such as the melodic line in Section B, marked by the indication 
"meno", which, in other words, should be interpreted as slower than A (but 
without using an exaggerated tempo). However, the work is part of the Brazilian 
portrait of Villa-Lobos so it could not be omitted from the prelude genre. This is 
an eloquent example of the composer's extraordinary ability to remember a 
theme or idea for many years, being ready to use it at the right time. Therefore, 
the whole discourse must be cursive, seen the author's desire to be performed 
without rallentando before the end of the measure. E.g. 38 (m.1-2), H.Villa-Lobos - 
Prelude No. 5 

 
       As regards "Pocco animato" at the beginning of the piece, I suggest that 
throughout the performance, the term poco should be memorized, in order not to 
turn into a "musical romp". 
 
7. Conclusions 
         Analyzing the guitar works by Villa-Lobos, we note that he explored many 
of the interpretative possibilities of the six-string instrument, contributing to the 
Concerto for Guitar and Orchestra. In their essence, Preludes for the guitar 
depict a series of musical portraits that portray people and lands, especially 
peasants and the countryside. They do not only illustrate one person, as the 
composer has done in the extraordinary and brilliant piano improvisations. The 
interior of these five pieces is dominated by the infinite variety of deep Brazilian 
feeling, even without the use of superficial local color or ordinary folk dances. 
Instead, they simply illustrate the essential atmosphere, temperament and spirit 
of Brazil. 
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1. CREATIVE WORKSHOP – CREATIVE ACTIVITY OF 
UNDERGRADUATE STUDENTS IN THE PROCESS OF THEATRE 

CREATION151 
Eva Kušnírová152 

 
Abstract: Within the frame of the study field of Aesthetics at Faculty of Arts Prešov 
University in Prešov, the students have an opportunity to acquire abilities and skills also in 
creative artistic activities. One of the possibilities is to participate in the creative workshops 
as the part of Academic Prešov Festival that is very popular with the participants. The actors 
of a creative workshop can experience, in a short period of time (mostly weekly), an intense 
creative process in which a young undergraduate student headed by a professional, in the 
amateur communication with a professional, can experience an unrepeatable experience of 
creativity, creation of theatrical work as well as the distinctive level of theatrical 
communication on the axis of participant-lecture-process-making-theatrical work-viewer. In 
this way, he discovers potential artistic, authentic, and generationally specific dispositions. 
Key words: theatre workshop, amateur theatre, theatre communication, theatre production, 
theatre creation 
 
1. Introduction 
          During the three decades of the Institute of Aesthetics and Art Culture 
(IEUK) at the Faculty of Arts in Prešov, there have been created the following: 
The structure of the department, the content of individual disciplines, the 
structure of the shaping and optional subjects, the background for the graduate 
of the study field as well as the programme of its theoretical and practical 
training. The department currently provides two Bachelor´s study programmes – 
the first degree of undergraduate study (Aesthetics, Aesthetics in combination), 
two Master´s study programmes the second degree of undergraduate study 
(Aesthetics, Teaching Aesthetics in combination) and one doctoral study 
programme – the third degree of undergraduate study (2.1.6 Aesthetics) – full-
time and part-time study. During the course of theoretical study, the students in 
of the teaching and non-teaching study forms acquire the necessary knowledge 
of the history and theory of aesthetics from antiquity to the present-day, from 
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contemporary problems of aesthetics of art and aesthetics of non-thematic 
aesthetics, from history, theory and aesthetics of the selected art (music, theatre, 
art, film and partially literature). “In aesthetic education, we always strive for an 
individual to have the opportunity to experience the artwork and the real 
aesthetic side of reality, but there is equally important his or her own creativity 
or the ability to directly create” (Kopčáková and Kušnírová, 2014, 
www.kuv.upol.cz). Both the experience as well as the experience of the intense 
creative process “should be irreplaceable in the undergraduate training of 
undergraduate students and not only within the aesthetics departments but also 
within other study fields”. (Zahatňanská, 2009, p. 165). In addition to the 
theoretical knowledge, the students acquire practical skills and habits for 
scientific work in the form of participation in student scientific activities, skills 
and habits to control in the creative way electronic media, and finally they also 
acquire skills of creative artistic activity and its management. 
      For the above reasons – the ability to experience a work of art, to use one´s 
own creativity or directly create – it can be experienced by the students in the 
study disciplines, such as performance of the selected type of art, museo-
educology or creative drama, while in these disciplines the space is being 
created with the students creating their own creative projectic or drama works 
where there is used live contact with the arts where at least theoretical 
knowledge is being used to some extent. However, there is still the need for 
certain dispositions and positive motivation from the side of pedagogues. It is 
precisely in the optional disciplines where there is being opened possibly the 
only way to explore the meaning and understanding of the importance of works 
of art and cultural monuments of a material and intangible nature, through their 
own experience, verbal aesthetic art performation, pedagogical interpretation 
and project teaching (Kopčáková and Kušnírová, 2014). 
       Museo-educology is a professional pedagogical discipline that deals with 
the use of art in the process of education and training, in the process of artistic 
education, as well as in the process of interdisciplinary relations of art. A 
museo-educator is focused on the theoretical and pedagogical processing of the 
content of expositions for working with children, youth and adults, presents the 
collections by means of methodological sheets, can perform art activities, in the 
study rooms and libraries they organise educational programmes, lectures. The 
objective of the study discipline museo-educology is to prepare the students, 
future novices of aesthetics study for educational activities in the context of 
perception, animation, performance of art and intermedia activities in continuity 
with the current tendencies to understand museums and galleries not only as 
presenters of artistic objects, sources, collections but as art- institutions. The 
results of creative activities during the course of study are the projects in the 
form of three-dimensional installations with an emphasis on the pedagogical 
interpretation of art, or curatorship. This discipline is led by our colleague, art 
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theoretician Janka Migašová, and under her responsibility the following projects 
were created during the period from 2015 to 2018:  
1. The exhibition Contemporary Visual Arts (Caraff´s Prison),  
2. Oskar Felber and the others (The Šariš Gallery),  
3. Future in the Short Cut, (Creative Design Gallery),  
4. The Forms of Being (Creative Design Gallery),  
5. Art as a New Footprint (University campus of Prešov University) as well as 
in the year 2016 there was the participation of undergraduate students of 
aesthetics at the organisation of the 1st year FEAD – Festival of Architecture and 
Design in the Creative Design Gallery in Prešov (More at 
www.unipo.sk/filozoficka-fakulta/ieuk/podujatia/studentske-aktivity).  
        The above-mentioned projects were also created in co-operation with 
professional artistic and cultural institutions. J. Migašová (2014, p. 333) in her 
study points to the problem of education in the history of visual arts – she 
believes that it is essential to innovate the teaching of visual culture disciplines 
not only with regard to digital technologies, but also with regard to digital 
technologies and she also pointed to the necessity of interactivity and the 
transformation of the narrative of the history of art: “The concept of the history 
of art as a linear narrative with the limited number of characters and events has 
serious cracks. It overschematises the understanding of the discipline, or by 
computing a large number of works and authors it complicates learning, 
informally overloads, and obscures the storyline. Therefore, we propose to 
consider the history of art as a “network” of centers and their localities that 
follow the geography of the Earth, the world, the landscape. Therefore the 
labels will therefore be historical periods, styles, artists and their works 
topologicaly arranged.” Museo-educology has great prospects for the future as 
it uses one of the most important categories, without which the perception of art 
lacks artistic experience as a form of resonance, the responses of the perceiving 
man to the work of art. Educational programmes at museums are the rich source 
of aesthetic experience and own audio, visual or even haptic experience of what 
constitutes the tradition, but also with what occurs at present. 
 
2. Creativity of Undergraduate Students, Creative Workshop at the Festival 
Academic Prešov 
       But the intention of our study is to point out to the possibile undergraduate 
students of aesthetics and other undergraduate students of Prešov University to 
participate in creative workshops within the Academic Prešov Festival (AP), in 
which actors in a short time interval (usually a weekly) experience intense 
creative process, under the guidance of visiting scholars or the scholars of their 
universities, often in amateur communication with a professional, while at the 
same time they can experience an unforgettable experience of creativity, and the 
creation of a theatrical work. The AP Festival, now referred to as the 

http://www.unipo.sk/filozoficka-fakulta/ieuk/podujatia/studentske-aktivity
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Competition of Creativity of Slovak Undergraduate Students, has already 
celebrated the 52nd year (2018) in its tradition since 1968.  
       Later, this festival was crystallised as a competition tour of student theatres, 
artistic poetry and prose, and literary art written by undergraduate students, 
and it is currently complemented by short film and artistic translations. After 
1989, foreign ensembles (from Poland, the Czech Republic, Hungary, Great 
Britain, Ukraine, Spain, and others) of an essentially alternative type have 
become an integral part of the structure of the AP Festival, mostly the arts 
bodies presented and presented in their way, “revealing” performances for the 
context of Slovak Alternative Theatre. The festival has been associated with the 
name of Professor Karol Horák. Horák worked from 1994 to 2014 as a 
university pedagogue at IEUK, one of his scientific profiles is also the issue of 
alternative theatre in Slovakia with a connection to the Central European context 
reflected in the Proceedings of Alternative Theatre I., II, III, IV, V. as well as the 
Proceedings of Alternative Theater Contexts in Contemporary Thinking. 
        He is a long-time organiser of this event and currently the director of the 
festival, as well as the names of current and former IEUK college educators in 
certain years participating in this festival: Miron Pukan, Eva Kušnírová, Lukáš 
Makky, Adrián Kvokačka, Alžbeta Verešpejová. Between 1994 and 2014, the 
Institute participated with the students in othe organisation of AP Festival and 
during the course of study, some students actively participated in the artistic-
theatrical production at the Student Theatre of the Faculty of Arts, Prešov 
University (under the supervision of Professor K. Horák, the origin of which 
dates back to 1960 and it belongs among the oldest amateur alternative theatres 
in Slovakia. 
        In the other years after 1989 creative workshops became the constant part 
of the AP Festival. K. Horák is one of the creators and lecturers of creative 
workshops and, as he claims, these workshops “represent an excellent 
opportunity to meet professionals, foreign lecturers, simply devote two days to 
great adventure. (...) We organise these workshops to engage students in 
creating to identify themselves. It does not need to be just the theatre of 
experiencing according to Stanislavsky. It is important to enjoy oneselves in the 
type of performance to verify our hidden creative dispositions. (...) My ambition 
is to get them into the contact with inspirational people.” (Horák and Ivanová, 
in Kušnírová 2013, p. 171). Creative workshops include the co-operation of 
undergraduate students – amateurs with leading Slovak professional filmmakers, 
starting with directors, choreographers, stage designers, actors, as well as theater 
pedagogues, theatrical theoreticians and practitioners. For example, creative 
workshops led by Miroslav Kasprzyk, Dagmar Inštitorisová, Juraj Letenay, 
Michal Babiak, Ondrej Šoth, Patrik Lancarič, Ján Šimko, Valentín Kozmenko-
Delinde, Rastislav Ballek, Dušan Bajin, Karol Horák, Miron Pukan, Eva 
Kušnírová, Naďa Lindovská, Julia Rázusová, and others. 
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         Another group of leading workshops is made up of former AP participants 
or the members of student festivals who once played on this forum and at a 
different level return to the festival. We could consider them “traders” of their 
experiences with the theatre that they gained during the creative process in their 
youth during their studies, and later these new experiences gained in 
professional practice. This is the case of Ľubomír Šárik, Ivan Barla, Lucia 
Tarbajovská, Marianna Ošková, Lenka Papugová, Stanislav Bilý, Diana 
Laciaková, Lukáš Šútor, Alexandra Mireková and many others. I would like to 
mention one more group of workshops made by former participants working at 
other Slovak universities as doctoral students or university teachers who devote 
themselves to artistic activities in student theaters or are also the creators of 
workshops they present at their faculty forums or they get the space for their 
presentation within the AP.  We have in mind Miroslav Ballay (a university 
teacher at the Faculty of Philosophy at the University of Constantine the 
Philosopher in Nitra, who led Student Theatre VYDI for many years), Juliana 
Sersenová (at that time artificially active in England, founded the theatre 
ensemble Slovak Theatre in London) and Adela Mitrová from the Faculty of 
Education, University of Prešov, and P.A.D.A.K. Art Theatre Leader). 
       From foreign artists who have led creative workshops at AP Festival we 
mention the names of the following pedagogues and theatrologists:  
1. Jana Pilátová, the Czech theater anthropologist, theatrologist and theatrical 
pedagogue who has completed a half-year internship at Jerzy Grotowski and this 
experience has determined the direction in her life-long focus. Since 1990 she 
has worked at the Department of Educational Dramatics DAMU in Prague (The 
Integration Process of Creativity – The Heritage of Grotow's Existence – in 
2000 and 2004).  
2. Another prominent personality was the Polish director, actor, professor Lech 
Raczak, the legend of Polish alternative culture and co-founder of TEATR 
ÓSMEGO DNIA (Theatre of the eighth day) in Poznań (1964), who led the 
workshop in 2006 entitled From biomechanics to modern performing expression 
– the actor of the Second Theater Reform and after it.  
3. In 2007, we had the opportunity to watch Wilgoć (SP Kul Lublin), the 
personality of the Polish alternative scene and the founder of SCENE 
PLASTYCZNEI (Plasticity Stage) Katolickiego Uniwersytetu Lubelskiego 
(KUL Catholic University of Lubelsk, 1969), a scenographer, director, painter, 
and Professor Leszek Madzik who returned his experience to a college student 
in a creative workshop Actor in Modern Art.  
4. We cannot forget a significant Polish director Henryk Rozen, who has 
conducted four creative workshops in the AP Festival since 2000 (Monodrama 
as a Problem II – Employee of the Funeral Service, 2005, Among the Social 
Theme and Tragic comedy, Buridan´s Donkey, 2008 and the other two: One 
Man Show and Alternative space metamorphoses 2011). The first two 
mentioned projects resulted in the complete production of performances by the 
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professional theatre ensembles (Money, party and Eternal Light, 2007, Jorik 
Stage at Puppet Theatre in Košice, Buridan´s Donkey, Theatre of Alexander 
Duchnovič Prešov, 2009). 
       The phenomenon of the creative workshop deserves our more intense 
attention. As stated by K. Horák (2009, p. 201) “in a short period of time the 
participants in the workshop, leadership by well-known art educators or active 
artists can experience authentic, not hectic but concentrated creative work. This 
part of the competition of undergraduate students is based on the effort to 
attract as many students as possible to the process of artistic value (still new 
and new generations of young adepts in the almost fifty-year history of the 
event), but also in this type of AP programme to continue in its own 
authoritarian (including dramaturgical) artistic concept, to update the 
suggestions of the current ´postmodern´ theatre in a social group of artistically 
oriented undergraduate students. There was an ambition to maintain the 
´alternative´ of their own productions.”  
       During a short, time-bound concentrated creative work, undergraduate 
students create the conditions and environment for a dual aesthetic experience 
that can be understood as “a dynamic process that enriches and improves the 
nature of the interaction between the aesthetic subject and the aesthetic object 
(the variability of the assessment position during the course of the aesthetic 
situation, gradual discovery of details, connections, and others)” (Kvokačka, 
2008, p. 218). The aesthetic interaction, that is a condition of aesthetic 
experience, thus establishes an aesthetic relationship between the viewer or 
recipient and the actor or object, while the possibility of experiencing the 
aesthetic situation is not unilateral. To the same extent, where a recipient is 
invited to experience that aesthetic condition, the actors may also benefit from 
such aesthetic condition, especially when it comes to a creative workshop where 
do students (and thus, inexperienced artists) participate: Due to their 
participation in the art form or awareness of the recipient´s response, which 
gives them further impulses. The aesthetic situation is a unique and unrepeatable 
process, “that includes the individual components as an aesthetic object (what is 
aesthetically perceived and has, among other functions, also a distinct aesthetic 
function), the perception (percipient, recipient) of the aesthetic experience.” 
(Kopčáková, 2016, p. 76). The aesthetic function in this relation is an imperative 
of aesthetic experience, because it has the skill to win, specialise and isolate the 
reciprocated phenomenon, clearly informing the recipient that it is not a normal 
situation and, above all, has the ability to ´force´ the audience to adopt an 
aesthetic attitude (Makky, 2017, p. 191-192).  
       Creative workshops also signal the distinct level of theatrical 
communication, which takes place on the axis of the participant – the lecturer – 
the process of theatrical production – the theatrical works – the audience. The 
experience of this creative work is for students or creators not only interesting 
aesthetic experience but, above all, an artistic experience. At the beginning of 
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the creative workshop, it is assumed to determine the starting point of theme, to 
analyse it with the director or the workshop leader, to determine the character of 
the work, to prepare a point scenario, or a text fragment as the starting point for 
the creative process.  
        From the implications it results that the poetologically creative workshop 
does not favour the process of emergence of theatrical work in a classical way 
(in the beginning it is a finished literary text which seeks to interpret the acting 
team through the effort to identify and identify with the given literary text), but 
by the “modern” way – thus the order of authorial theatre, where there is theme 
in the beginning, the creation of text by all the members of the short-term 
workshop who bys taking part in the creation of the text are involved in the 
realisation of personality acting, which is typical of the Second Theatrical 
Reform.  
         An important moment is also the composition of the participants of the 
workshop, whether they are undergraduate students, or the members of the 
Student Theatre of the Faculty of Arts (in the past referred to as the Faculty of 
Philosophy). Some workshops also included the confrontation of a creative 
college of undergraduate students with professional actors, especially actors of 
the Theatre of Alexander Duchnovič in Prešov). Creative workshops have been 
working on the theme a few days (a week, sometimes a ten-day workshop), and 
the result of their creative activity is presented to viewers during or at the end of 
the festival, in most cases with a great audience resonance. 
         There is a need to add one more fact about the appearance and form of the 
text that “the text component was mostly produced during the work of the team 
that participaded in the workshop – the text was only” codified “after the 
workshop was terminated or was not graphically recorded. As an example, the 
following workshops with ´unstable´ text, with several variants, are reflected in 
several different titles: Pregnant music, Chronos´ tooth, La Musica (1999-
2001), Jam from homemade raspberries, Faidra/Vertical Cut (2005 – 2006) and 
the most recent theme ´Social theme and tragicomedy´ (Buridan´s Donkey) 
(2008 – 2009).” (Horák, 2009, p. 202).  
        In this context, in terms of textual form, we could divide the artistic 
projects that emerged into the creative process during the AP Festival into 
several groups, REMAKY projects, which have returned to the cult texts of 
alternative theatre of the past decades (such as Living Furniture 1975). Another 
group could be workshops that included a modern, unconventional interpretation 
of classical texts of world drama (for example Antigona 2003, Hamlet 2007). 
But also a group of workshops in which programs from various poetry texts 
(such as Meeting with a postmodern? I, II, III, IV – continuously reported in 
2000-2003). In the last group, it is the realisation of performances (Redundance 
or the sea humming of Prešovská street 2008, Motherhood 2011) (see the 
catalogue of creative workshops from the publication from 1989 Theatre of 
Reflection 2011). The trend of AP workshop authors is also searching and 
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experimenting in non-public spaces, whether in the city or within the university: 
the sacred space of the Prešov Church, the space of the street, the space of an 
antiatomic shelter in the Prešov University of Prešov – Student House, the 
university campus of Prešov University (the interior space of university 
institutions or the outdoor area of the university campus) and others.        
       One of the disadvantages of workshops is their short duration, but also their 
momentariness. The process of creation that we have mentioned takes several 
days. The workshop may be the first stage of creating a work of art, and later it 
can lead to the development of sketched lines in the form of a full-fledged 
theater work. In some workshops, there is a one-off demonstration where the 
entire production process is closed, but the final product of the workshop can be 
a re-run play, as we have already mentioned, which later forms part of the 
repertoire of professional theatre or it takes the place in the repertoire of 
Students House at the Faculty of Arts, Prešov University of Prešov in Prešov 
such as La Musica 2001, Arbitration 2002, Home of Plasticine/Faidra Vertical 
Cut 2006, Buridan´s Donkey 2009 and others. 

 
3. Creative Workshop Redundance or the Sea Humming of Prešovská 
Street 
        One of the creative workshops at the AP Festival was Redundance or the 
sea humming of Prešovská Street that was performed in 2008. Eight 
undergradiate students (students of the Aesthetics Department and the members 
of the Faculty of Arts of the Faculty of Arts, except for the last named Stanislav 
Bilý, Lenka Papugová, Lucia Račková, Peter Gallo, Petronela Kliková, Peter 
Šimčík, Denisa Baranová, P. Pivovarník) under the guidance of lecturers Karol 
Horák, Miron Pukan, Diana Laciaková tried to create the artefact in the busy 
space of the university campus, more precisely in front of the Ballad Café at 
November 17 street, no. 102, near the university campus and the Student´s 
House, and the university dining room (this space is important because it is the 
“home for undergraduate students”, while it is also the space where they pass to 
the nearby residents of the adjoining settlement, the presentation of this 
production is based on the idea of locating to the ´notoriously´ known terrain 
production, which initially looks like a regular ´event´ that takes place in the 
everyday space, which fulfills a pragmatic function in the life of its inhabitants). 
        The production Redundance or the sea humming of Prešovská street tended 
to be an “event”, an “action” to the form of a happening, and in some aspects 
also the character of performance – banal expressions of the life of civillians 
(arrival and stay at the café terrace, refreshments, attempts to communicate 
between guests, traffic from a nearby outpost from the city) were “ritualised” 
into the form of a hysterical onslaught of tense attacks on the consciousness of 
the participants, ending with a paradoxical, “gag”, mental collapse of the waiter 
who pours on his head the ordered beverages. 
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       The theme of this workshop was to create the tense situation of a 
contemporary man who does not perceive – he cannot perceive – ordinary life 
beauties, details, being permanently interfered with by the nervousness of 
everyday civilisation interventions. The question arises: How can these feelings 
be expressed? How to break, pull away from the stereotypes of people to read 
for a moment and get back to their pure relationships and genuine responses? 
       At the beginning of the workshop, themes were highlighted and transformed 
into specific fabulous motivations in the process of realisation. Out of ordinary 
participants who were sitting on the cafeteria terrace there was profiled the 
active character of a Soldier, who followed the contact with the woman at the 
side table, we called her the Pooh-Pooh. Then there were intercorporated two 
female characters into the array of characters from the café, a Hysterical woman 
and a Phlegmatic woman. Another male figure was a Phlegmatic man, similar to 
his feminine counterpart a Phlegmatic woman, who expressed classical apathy 
to the environment. Conventional communication of the other character Waiter 
and the guests was interrupted by the noise of his motorcycle Rider with a 
helmet that went into the mask, so we did not see his face. The noise of the 
motorcycle was alternately dominated, so that when the fault broke down, it 
gradually re-graded the nervousness of the terrace. 
        The audience, mostly undergraduate students of Prešov universities, 
surrounded the terrace, while the inhabitants of the housing estate – both from 
the balconies and on the way to food – broke off their activities for a while and 
watched this unusual production at the street. This interruption of the 
stereotypical life situation and the reactions of audience from the street to the 
“event” energised some features of the interactive staged theatrical forms (“they 
are being created ... as current events; ... the author of the form is more focused 
on the creation of ideas regardless of the way and the quality the interactive 
modulated situation ... is basically so much a project, the sketch of the concept 
as a precisely modelled intent, the participants of the process are thus aware of 
the dominance of randomness, uncertainty, and a multitude of approaches in its 
shaping”) (Inštitorisová 2009, p. 26). 
      The creative workshop presented the type of street theatre that tries to work 
outside closed buildings, approaches to meet the audience and tries to interact 
with people, as well as the impact of an unrepeatable accidental situation. It is 
also related to the use of specific urban environment conditions. Therefore, the 
size and shape of the space for this “theatre” (circle, ellipse, triangle, and square) 
and the distance of actors from the audience are important. Different tactics are 
used to attract, distribute, spread, and distract the audience, to determine the 
appropriate length of the performance and the form of its conclusion. 
 
4. Conclusions 
        In our study, we have indicated one of the paths of stimulation and 
creativity of students in the process of discovering latent artistic dispositions and 
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their presentation. In a constantly changing world, the importance of creativity is 
growing, and for this reason “creativity is of crucial values in the life of a man 
as well as society” (Zahatňanská, 2018, p. 41).  
       In spite of not the most creative condition of creativity and its support at 
Slovak universities, we can still notice that at the beginning of the new 
millennium, “creative activities in the Slovak university centres that were in the 
past the citadel of the student theatre are re-emerging.  (…) Therefore, if 
contemporary undergraduate students come up with their own need to 
professionally express themselves in the form of authentic generational 
testimony, then there seems to work somewhat universal, essential in the 
ontogenesis of a young person, a young undergraduate student. It is obviously 
his or her need to actively influence his or her reality and to create certain 
values within it (at a specific average through the theatrical creation of 
aesthetic value). Thus, in this artistic activity, the classical postulate of 
contemporary aesthetic education is fulfilled, according to which the artistic 
creation enables a person – literally said – to experience himself or herself as a 
being able to overcome unilateral pressure of practical purposes by their own 
creativity. Therefore, this process can not be indifferent to us. From the point of 
view of creativity, pedagogy and research.” (Horák, 2009, p. 45). 
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2. IPOSTASES OF THE CHOREOGRAPHIC DIALOGUE 
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Abstract: The analysis of the aesthetic face of dance brings to our forefront the fascination 
for the movement on many artists who experienced the movement and, above all, explored the 
possibilities of kinetic art or movement movement. In its most elevated form, dance contains 
not only this element but also the infinite richness of human personality. It is the perfect 
synthesis of the abstract and the human, of mind and intellect with emotion, discipline with 
spontaneity, spirituality with erotic attraction to which dance aspires; and in dance as a form 
of communication, it is the most vivid presentation of this fusion act that is the ideal show. 
Key words: Arts, ballet, dance, dialogue, aesthetic 
 
1. Introduction 

The Evolution of the Syncretic Dialogue between Choreography, Theatre, 
Music, Literature and Visual Arts   

We shall initiate an approach of the discourse regarding the historical 
evolution of choregraphic dialogue, even from the age when this artistic genre 
started to assume clear contours, rather from the 17th century. Without excluding 
the importance of the previous periods in history, the 17th and the 18th centuries 
are considered to be the starting points of dance for amusement. This was often 
dedicated to ceremonies or entertainment. In approaching these moments, the 
increased attention towards the aesthetic expression and the manner in which 
beauty was intensified, sometimes even at the expense of the real, is notable. 
Moreover, the technicality under which theatrical ballet was formulated in its 
demonstrative forms, full of technical charge, although arid in ideas or 
expression that reach the sensitive cords of the viewer.  The combinations of not 
too complicated steps prevailed, sometimes, even at the limit of an automatic 
mechanism. The entrées full of effects, with sensational elevations, as well as 
the succession of certain variations skillfully danced, highlighted by the wavy 
movements in the moments full of brightness of the Legatos reach virtuosity 
through Auguste Vestris154. These awarded him a continental fame. 

In the first half of the 18th century, opera becomes the most valued 
representation, and ballet its most shinning part. At that moment, countless 
changes which overturned conceptions, practices and recipes for an undisputed 
success emerged which determined dancers and ballet maestros to pursue 
speciality studies. If at the beginning of the governing of Ludovic the 14th, an 
excellent dancer and lover of grandeur, the Dance Academy was created, 
                                                
153Lecturer PhD., „George Enescu” National University from Iaşi, Romania, email: cristinatodi67@gmail.com 
154 August Vestris (1760-1842) is part of a renowned family of dancers, his father being Gaetan Vestris 
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subsequently, the Opera Academy was founded, which offered ballet the 
framework and the means through which it became the most voluptuous and 
admired representation dance. 
 A new artistic trend, from which the French Classicism shall build, 
envisaged the return to nature and order principles, measure and balance 
imposed by reason. The Academy, created a scientific choregraphy, through 
which ballet maestros and dancers subjected to reason the processes used, the 
dance form and the ballet theme. The artist must observe nature, but not accept it 
as spontaneous and exuberant, but represent it after countless purification 
operations and in forms that could satisfy the exigencies of intelligence. The 
audience requested more a mathematical truth than poetry. Painter Nicolas 
Poussin stated “ My nature compels me to search and love well-organized 
things, running away from confusion which is to me as contrasted and an enemy 
as the light is to deep darknesses”155. 

The dance maestros in the Academy, such as Charles Beauchamps, Jean 
Picquet or Hilaire d'Olivet, did not accept the exuberant dance, in its original, 
popular forms, movements and gestures that did not pass through the filter and 
control of reason. The ballet technique has thus fixed itself certain classical 
norms. The following were admitted as fundamental positions, the opening of 
the legs in the exterior with 90 degrees and the 5 good positions (in contrast with 
the 5 false ones) which were executed in a circle of approximately half of metre. 
The high leap and a more exact contouring of the steps had already been 
adopted. In terms of dynamism and purpose, theoreticians and practicians 
distinguished three categories of dance, included in academic canons and which 
corresponded with tragedy, comedy and pastoral.  

The serious dance had a proportionate and measured drawing with 
elegant forms and graceful movements. The men’s costume for this genre was 
luxurious and bulky, and the women wore large and long crinolines, the point of 
the shoe barely being observed under it. 

The comic dance, was characterised by certain folk characteristics, more 
zest and freedom in movements.  The interpreters added to the costume certain 
accessories, such as garlands, baskets or wreaths, which completed the clothing 
expressiveness. 

Demi-character dances were reserved for ballets with fantastic or 
mystical subjects, or were used in pastorals. The fact that at very close intervals 
speciality books were written and means to write down choreographic 
movements and steps were searched, prove that the number of those interested 
in the technical issues of classical dances was increasing and that the desire to 
exercise the profession of servant of choreographic art was spreading. In order 
to come to their help, in 1713, two years before the death of Ludovic the 14th, a 
regulation emerged by which the Opera School of Dance, with free education, 

                                                
155 Wiliam Fleming, Arte şi idei, vol.II., translation by Florin Ionescu, Editura Meridiane, Bucharest, 1983, p. 72 
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was founded. At the same time, pantomime was also developed, a show genre 
which used mimic, gestures and attitudes, without using dance steps based on 
the strict rules of classical ballet. 

After the death of Ludovic the 14th, the development of manufactures and 
trade allowed the consolidation of a dynamic and prosperous bourgeoisie. The 
stormy French society began to evolve towards more free and gallant, more 
delicate, superficial and voluptuous forms of life. The titles of some of the 
opera-ballets of composer Andre Campra are illuminating: L 'Europe galante 
(1697), Le Carnaval de Venise (1699), Les Fêtes venitiennes (1710), or Les 
Amours des Dieux (1729). 

At the same time, a change in the social position of the people was also 
occurring, by which the canons of classicism had kept it outside the limits of 
beauty. People rising from the lower classes by means of fortune and talent, now 
requested to participate in the lifestyle of the nobility. In architecture, painting, 
decorative arts and everywhere, topics, genres, attitudes who in the past had 
been considered worthless were rising and being admired and imitated. In 
choregraphy, the leap dance, previously seen as vulgar, thus became modern, 
removing the noble ones, with the measured steps. 

Art no longer addressed to reason, but to the senses and the soul. 
Theoreticians such as superior Jean Baptiste Du Bos supported this trend, which 
is also sympathized by the musicians of the time. Rameau stated that music must 
speak to the soul ... No judgement can be done on music, but in relation to the 
hearing, and reason has no authority unless it is attuned to the ear. The spiritual 
evolution of the society and ballet, for which Rameau composed, needed 
freedom. Besides, Enlightenment thinkers Diderot, Rousseau, Voltaire, were 
amongst the top promoters of the new social and aesthetic trends. 

But ballets in general did not have the formal cohesion to which they had 
reached in the previous century; they lacked a sufficiently deep contour, due to 
certain large passages of solo and choir arias that they contained as absolutely 
necessary parts. Cahusac, trying to delimit the genres, defined ballet as an 
entertainment with song and dance, which prepares an action, while in the opera, 
the action attracts entertainment. Plutarc, regarding ballet, stated that it is a mute 
conversation, an eloquent, living picture, which is expressed through 
movements, figures and gestures so different, as the sea makes waves during 
winter tides. 

Thus, Rameau adopted the suite manner, in The Gallant Indies or 
Supplement to Bougainville’s Voyage ( Les Indes galantes ou Suplément au 
Voiyage de Bougainville 1735), with the subtitle of heroic ballet, consisting in a 
succession of independent scenes which were carried out in far away lands and 
the fashion of exotism was exploited, resembling a great show magazine. Each 
act in particular was, however, a unit, in which the voices, the orchestra, the 
ballet and the enactment were coordinated with an amazing cohesion. He created 
a genuine glorification of dance and in his scenic creations everything was 
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danced: the mystical exaltation - the Inca scene from The Gallant Indies (Les 
Indes galantes), the hate (act IV from Zoroaster), sadness or happiness, the 
fights (Castor and Polux) and oracles as in Hébé’s Feasts (Fetes d’Hébé). 
Rameau, thus assumed amazing progresses achieved in that period by the dance 
technique and the more and more emphatic tendency of male and female dancers 
towards virtuosity. For this purpose, he, similar to other composers, must write 
for M-llé Sallé a passepied156, to Dumoulin a musette157, for Camargo a 
tambourine158, and for Dupré a passacaille159, as each great dancer could better 
execute art and physical characteristics in that dance. Alternatively, the 
interpreters’ virtuosity determined the creation of certain new gymnastics 
methods of the leap and preoccupations with the visual harmony of the steps, 
gestures and lines, the en dehors Technique, created by Italians, was adopted by 
French dancers and opened for the dance the path to the progresses in the 
modern age. 

Amongst the illustrious dancers of the age, the first place is detained by 
Marie Sallé160, common interpreter in Rameau’s ballets. In 1716-1717, she 
played in London, at the Lincoln 's Inn Field theatre and in 1725 was employed 
by the son and heir of the great comedian and mime John Rich, with whom she 
completed the art of pantomime. Coming back to Paris, she made her debut at 
the Great Opera, on September 14th, 1727, with an extraordinary success at the 
Venetian Feasts (Les Fetes venitiennes). Her noble and spiritual features were 
woven with a supple and voluptuous dance, executed in fine lines and agile 
movements, but lacking leaps and hops. Marie Sallé whole-heartedly expressed 
loving and gentle feelings of youth; she replaced with a logical and ascending 
action the monotone and cold images, common in ballet. 

Due to certain misunderstandings with the direction of the Paris Opera, 
she returned to London, where Voltaire called for her with flattering words: 
Splendid witch, if Paris has offended you, London lays at your feet. There, at 
Covent Garden, on February 14th, 1734, her own choregraphic creation with a 
serious subject, Pygmalion, having as costume a muslin tunic after the Greek 
fashion, which was happening for the first time in the history of ballet. Thus, she 

                                                
156  It is a dance from the 17th-18th century which comes from Bretagne. This term is also used to describe music. 
Passepieds occasionally appears in Handel’s music (Suite No. 1 în F) or in J.S. Bach in Overture. Leo Delibes 
also wrote a passepied, as a musical part in order to play Le roy s'amuse by Victor Hugo. A somewhat modern 
example is the fourth and last concert of Claude Debussy, Suita bergamasque for piano, entitled Passepied.  
157 Dance inspired by the sounds of an instrument similar to a bagpipe. 
158Tambourine, a dance from Provence. Tambourine as a concert play, is full of life, written in binary. Jean-
Philippe Rameau wrote many of the parts of his creation in this style. The most renowned is  tamourin in m 
minor with a clavecin, from the opera of Les Fêtes d'Hébé (1739). 
159Passacaglia is a musical form which comes from the beginning of the 17th century, still being used by 
contemporary composers. Its nature is ussually low, being often, but no always, based on a bas ostinato. It is as 
an interlude between dances and songs. The first was found in an Italian source dated from 1606. Passacaglia is 
closely connected to chaconne. Until mid 20 century, dance composers used the terms chaconne and passacaglia 
without discrimination and the attempts to reach a clear distinction are arbitrary and historically unfounded.  
160 Marie Sallé was born in 1707 in a family of artists. She picked up the tricks of dance with Françoise Prévost 
(1680-1741) 
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was executing two of the reforms that later concerned Noverre: interpreted an 
action ballet and modified the costume, expressing a more realist theatrical 
vision and a reforming will. 

Hëndel, excited by her new style entitled by the admirers of the Hellenic 
style161, wrote for her a ballet-opera Terpsichore (1734), aPasticcio Oreste with 
ballet scenes (1734), opera-ballet Ariodante şi Alcina (1735),where he merged 
dances with the choir into a dramatic action. Although there were not as radical 
as to bring a revolutionary change in the style of ballet-opera, the reforms of 
Marie Sallé were introducing as a central and climactic point a sole action to 
which all other actions were subjected. Marie Sallé retired from the stage in 
1740 being considered a pioneer of bourgeois humanism in the art of dance and 
ballet. Her contemporaries often compared her to Camargo, not to state their 
resemblance, but to better distinguish them after the rule of contrasts. 

Marie-Anne Cuppi Camargo (1710-1770), of Belgian origin, studies in 
Paris with the renowned dancer M-elle Prevost. She made her debut in 1726 
rapidly becoming a powerful rival of Marie Sallé. Animated by the same 
innovative vivid aspirations, she used for the first time in the history of ballet, 
soft shoes, which had been imposed by her manner of dancing. She possessed a 
vigurous technique and her manner of executing entechats - as a man, said 
Voltaire, - surprised and excited the audience. Camargo revived an old form 
current in the 16th century, entechat a quatre and introduced small batteries, as 
an echo of the countless mordent trills deeply used by the composers of the 
beginning of the 18th century. Also starting from this dancer, a shorter dress 
began to be used, as this was imposed by her tituppy dance, which let one see 
the ankles. 

Camargo retired from the theatre in 1734, however, as she was passionate 
about art, returned to the Opera in 1740, finally retiring in 1751. The qualities 
that made her famous were purely artistic. She was not tall nor beautiful, her 
dancing was vivid, light, in high glee and glowing. Jetés battu, la royale, 
l’entrechat coupé, without rubbing, Camargo executed them with an extreme 
easiness. She was intelligent and chose an animated, active dance, which did not 
leave the spectator the time to notice her physique flaws. Although she was 
naturally sad and serious, on stage she spread joy. After she tuned up the 
audience with joy and delight, obtaining the highest applause, backstage, her 
features would resume the usual shade of sadness, her charm would disappear 
and the pleasant features of joy would erase in a second from the cheek. Louis 
Dupré, referred to as the Great Dupré, lead singer at the Paris Opera, was 
contemporary with these great dancers He executed a rare harmony of lines, and 
his fine and wavy movements, in perfect accord with the willowy performance 
of articulations granted him a heavenly image, which attracted the name of 
Dance Apollo.  

                                                
161 The dance style has an inspiration source the civilisation of Ancient Greece 
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With all these spectacular renewals, ballet scenes abounded in various 
mythological ravines full of gods and quaint images, of cavalcades of nymphae 
and Faunus vested in the luxuriant style of the age. Interpreters were often 
covered in famous wigs and hemmed in the strict ostentation of the costumes 
and masks, as were constraint by the spectacular ritual of the age. The pompous 
enactments were executed in the ambiance of an arsenal of decorative elements 
meant to generate fabulous appearances and quaint effects.  Although these did 
not serve the choreographic theme, they were used only for the creation of an 
apparent visual pleasure. The ballet dancers in their art also represented the 
technical formulae brought to the excess of mechanicity. This fustile waste of 
imagination, shall however fix the gazes possessed by the sense of measure and 
of the proportions of genuine arts. Stimulating the will of an active direction in 
the choreographic field, with a spirited reforming vision, the personality of Jean 
Georges Noverre (1727-1810) shall assert, who makes his spectacular concepts 
known in the creation Srisori despre dans și balete (Letters on Dancing and 
Ballets).  

He is the one who brought a new concept in the art of ballet, reformed it 
and laid the foundation for modern choreography. Although his parents had 
predestined a military career, Jean Georges, pushed by an irresistible vocation, 
desired to become a dancer. He had as a choreography professor Louis Dupré, 
unparalleled dancer and renowned creator of ballets. As a student and 
subsequently as a professional, he often visited Marie Sallé, with whom he had 
lengthy discussion on the issue of dancing. Dupré facilitated for him in the 
spring of 1743 employment at the Comic Opera, then left to the capital of 
Prussia. He danced in Berlin, Drezda and Strasbourg. In 1750 he worked as a 
ballet maestro in Lyon and Marseille, and in 1754 he was employed at the 
Comic Opera in Paris.  

During all these years he completed his education by reading Aristotle, 
Homer and Greek tragedies, but also acquainting himself with everything 
written in the area of theatre. He read Du Bos, Cahusac, Diderot and other 
Enlightenment thinkers, attended painters’ workshops, museums and studied 
anatomy. Concerned with literary, aesthetic and philosophical ideas of his time, 
between his readings, a primary place was occupied by his paper with Louis de 
Cahusac De la Danse ancienne et moderne, presented in 1754. It was a paper 
pervaded by humanism and echoes from the cult of theatre that the ballet was 
disseminating on the 18th century, that Noverre considered as necessary to the 
dancer as the study of chronology for someone who wants to write history. 
Cahusac’s ideas about the progress of dance, enthused Noverre. 

In 1775, Noverre left for London, called upon by the famous English 
actor, David Garrick. A close friendship had emerged between the two. In the 
library of his new friend, Noverre could read the works of learned actor and 
dance professor John Weavers: Anatomical and Mechanical Lectures upon 
Dancing (1721), Hisiory of Mimes and Pantotnimes (1728) and Essays towards 
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a Hisotory of Dancing (1712). Returning to France with the name of The 
Shakespeare of Dance and reaching a matured view on dance, Noverre decided 
to proceed to a deep reform of the art he practised. In a memorandum to 
Voltaire, on September 1st, 1763, Noverre wrote: “For over six years since I 
have intended to give a new shape to dancing, I understood that it is possible to 
create poems in ballets; I left behind symmetrical forms, I associated mechanical 
movements of the feet and arms with those of the soul and with various and 
expressive features of the physiognomy; I removed the masks and adopted a 
more realistic and precise costume. I revived the art of pantomime, and the 
nature that I have taken as a rightful guide and model procured me the means to 
make the dance speak, to express all passions and the possibility to place it 
amongst imitative arts”162. 

The extraordinary success obtained by his following papers, where he 
applied, as it is clear from the letter addressed to Voltaire, aesthetic ideas he had 
reached through readings, meditation and experience, determined Noverre to 
publish in Lyon, in December 1759 and Stuttgart in 1760, Lettres sur les arts 
imitateurs en general e sur la dame en particulier. Under the form of letters sent 
to an unknown person, Noverre builds one of the most important writings in the 
entire history of ballet. Starting from a critique of the choreographic show of his 
time, Noverre considered that a fundamental reform must begin with the first 
element of ballet, dancing about which Noverre said that it was the art of 
building gracefully and with precision and easiness, steps on the tempi and 
measures given by the music. Dance is the technical and virtue part, and the 
action executed through pantomime is the expressive side of ballet. 

From Noverre’s point of view, ballet must, similarly to poetry, have two 
parts, a qualitative and a quantitative one. However, ballet is also a painting or a 
succession of paintings unified by a subject. When it is composed well, ballet is 
a vivid picture of morals, customs, costumes and passions, where there is a 
degree of tension that words cannot touch or, rather, for which there are not 
words. This is where dancing comes in, and a step, a gesture, a movement and 
an attitude tell what nothing else could express. But pantomime does nothing 
else than to express through steps, gestures, movements and the expression of 
the physiognomy the situation and the feelings of each character. 

Noverre considers that an action ballet must have an exhibition, a climax 
and a denouement, must be divided into acts and scenes and each of these must 
have a beginning, a middle and an ending. But above all else, there must be truth 
and artlessness in the action, nerve and energy in the paintings and a well-
organized mess where it is necessary. The relationship between tastefulness - 
grace, is highly important, both being given by nature and together lead to the 
refining of the dancer. As on stage everything must speak, describe and go 
through the dancer’s expressiveness, into the viewer’s soul: feelings, passions. 
                                                
162 Jean Georges Noverre, Scrisori despre dans şi balete (Letters on Dance and Ballets), translation by Ion 
Ianegic, Editura Muzicală a Uniunii Compozitorilor din R.S:R., Bucharest, 1967, p. 27. 
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Noverre imposes thus to the ballet maestro a difficult and complex task. After 
he/she had deepened his knowledge about the dance mechanism, he/she must 
dedicate his/her free time to the study of history, mythology, anatomy and 
poetry. Thus, each ballet can become a poem, written by a poet, the musician 
shall translate it into music and the dancer shall expose the ideas through gesture 
and energetically. If the ballet maestro is well-documented, if he/she frequents 
artists of all genres, but mostly the visual arts ones and if he/she professionally 
guides the student, his/he intentions shall be visible. 

In March 1760, duke Karl Eugen von Württenberg, to whom Noverre had 
dedicated his theoretical paper about dancing, employed him as a ballet maestro 
at the court. Here, in the great hall of the Stuttgart Opera, where 4000 spectators 
would enter, he represented one of the most important ballets he had created: 
Medea and Jason, Orpheus and Eurydice, Hypermnestra, Marriage by Contest 
(Il matrimonio per concorso). He was then called back to Vienna as a dance 
maestro of the imperial court and as a ballet maestro at Burgtheater Kärntnertor-
Theater. In 1774, Noverre was chosen as a member of the Dance Academy in 
Paris, also becoming a ballet maestro at the Opera, a competence that he desired 
very much. Due to the intrigues and of the obstruction of Jean Dauberval, lead 
dancer of the time, he was forced to quit, without managing to introduce the 
reforms that he had envisaged. However, he enacted at the Opera ballets 
AApelles and Campaspe, Galathea’s Caprices, Horatius and, in cooperation 
with Wolfgang Amadeus Mozart, Nothingness (Les petits riens) and The Twin 
Wigs (Le Finte Gemelle). 

After a period spent in England (1789-1795), he returns to France, 
continuing to be concerned with the evolution that ballet was going through. 
Observing that the tendency towards virtuosity of certain ballet dancers with a 
talent for pantomime had led to a degeneration of ballet into a mimed tragedy, 
Noverre said that the dancer must always adjust his steps on the music, and if 
he/she sometimes slacks into a free walk non mesuré, he/she betrays the art 
becoming a comedy mime; his/her performance maimed by this negligence does 
not present either the same interest or the same agreement. In that period, under 
the influence of his concepts, a highly talented constellation of male and female 
dancers had been formed: Sebastian Gallet, Frühmann, Laborie, des Hays, 
Bournonville, Didelot, Allard misses, Guimard, Heinel, as well as Jean 
Dauberval, Gardel and Le Picq, who were his favourite students. 

The ballet was progressing and it was gradually freeing itself from the 
canons of the nobility who was in an obvious and rapid decay. But the 
choreographers could not decide on fully giving up the old recipes for success 
detached under the aegis of academic rules. In 1807, although old and tired, but 
continuing to be concerned by the issues of dance and ballet, Noverre published 
a new edition, in two volumes, of his paper Lettres sur les arts imitateurs en 
geénéral et sur la danse en particulier, where he introduced the letters addressed 
to Voltaire, to Dauberval, to a German princess and to other persons. In 1810 on 
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October 24th, Noverre died, leaving behind him a life of vexation and genuine 
creation. He said about his achievements that: I made in dance in a revolution as 
striking and as lasting as the one made by Gluck later in music. My letters were, 
however, nothing than the frontispiece of the monument that I had intended to 
raise to action dance, named by the Greeks pantomime.  His work is also vivid 
nowadays through the value of the ideas it contains and through the ardent, 
passionate and optimistic reforming spirit of its author. Noverre’s reform 
contributed to the enrichment of the ballet show, to the advance of the 
choreographic technique, to a progressive orientation. He gave up the court 
costumes making thus the movement easier for the dancers, fought against 
conventional gestures, against the empty symmetry of lines or of stage groups, 
bringing more action and movement. Noverre’s activity and theoretical writings 
have a distinct significance for the development of the art of dance and ballet. 
Excited, Voltaire wrote to him: I find that everything you do is imbued with 
poetry” [...] “You are a Prometheus!. 

Although he was not actually the creator of action dance, having 
precurors amongst theoreticians, actors and ballet maestros such as: Voscius, 
John Weavers, Cahusac, Franz Hilferding van Wewen, Marie Sallé, Camargo, 
from whom he took over valuable suggestions, Noverre gave the principle of 
action dance the logical and accomplished form. He created the independent 
ballet show, as it is nowadays. From his passion for this art and its servants, he 
sketched in pages imbued with warmth and characterisations portraying the 
portret of various male and female dancers of the 18th century. For instance, 
Dumaulin danced a pas de deux with superiority difficult to achieve:  always 
gentle and graceful, sometimes a butterfly, other times a zephyr, one moment 
volatile, another faithful, he rendered with intensity all the degrees of feelings. 
The conclusion from all the works of Noverre is that, in order to achieve the 
sublime, the dancer must  
divide his/her studies between the spirit and the body, granting them the same 
importance, as only nature can accomplish miracles, being always on top of art. 

Other valuable dancers of the time also had significant innovative 
contributions, such as: Gaetano Vestris (1729-1808), son of August Vestris 
(1760-1842), Louis Duport (1781-1853), Jean Dauberval (1742-1816), Gasparo 
Angiolini (1723-1796), with the latter, who apart from the fact that he was a 
great dancer, he was also a great musician and composer, being able to state that 
the age of Noverre was ended. Action ballet shall gain an extraordinary 
momentum in the 19 century and shall exceed by far the principles and theories 
stated by Noverre and his descendants.  
 
2. Choreographic Dialogues in the Romantic Musical Show 

The Romantic musical show opened new horizons of expression, 
combining fantasy with action, rising to an unsuspected level until the previous 
century the interpretation of poetic experiences through song and gesture. In this 
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entirely new space, creators found specific communication methods, means 
through which no matter how distinct they would seem, have common elements 
with the opera and ballet. Amongst these, slow movements, capable of detailing 
the psychological features of the characters, drew the attention of composers, 
either by creating the great vocal lyrical sections - the famous slow arias 
followed by rapid endings, named cabaleta, or of similar scenes in the Romantic 
dance, the famous adagios concluded with a powerful conclusion, usually 
identified with the so-called coda. For ballet, adagios are moments of maximum 
ingenuity of poetic and visual expression when interpreters can prove the 
virtuosity of having a grip on all their technical resources, but also the capacity 
to transmit the feelings that animate them. Here is why, similar to the great 
lyrical arias, the adagios of the great Romantic ballets have become some of the 
most representative moments of musical and choreographic art, justifying their 
existence within the show but also their autonomy as interpretative recitals 
pieces. 

In the suite of famous adagios, the ballet Le corsaire by Charles Adolphe 
Adam, is amongst the first famous Romantic fragments. The history of this 
ballet is long, consisting of various revivals which added to the initial version of 
choreographer Joseph Masilier, new dimensions, especially after the revival of 
the work in the repertoire elaborated by Jules Perot and then, Marius Petipa. 
Actually, the greay adagio in the Le corsaire ballet, is actually the result of a 
synthesis in which musical ideas completed themselves through contributions to 
the partition of Adam, due to Cesare Pugni, Leo Delibes and Riccardo Drigo. 

The same tap for the adaptation of the choreographic language, but with a 
complete loyalty to the original partition, is also represented by the history of 
one of the most representative Romantic ballets that also wear the signature of 
Charles Adolphe Adam, Giselle163, also composed in cooperation with Saint-
Georges. In this ballet, the adagio in the second act becomes the prototype of 
Romantic nocturnal lyrical poetry, suggesting various choreographic renderings, 
which unify the gesture with music in a perfect synthesis164. 
                                                
163Fantastic ballet in two acts, after a story by Vernoy de Salnt-Georges by Théophil Gautier, adapted by Jean 
Coralli. The music is composed by Adolphe Charles Adam, the decorum executed by Ciceri, and the 
choreography bears the signature of Jean Coralli and Jules Perrot. It is a show created at the Royal Academy of 
Music in Paris, where the absolute premier took place on June 28th, 1841. The main interpreters were Carlotta 
Grisi and Lucien Petipa, being a Romantic show par excellence, created especially for Carlotta Grisi. Entire 
generations of ballet dancers approached this role and many of them were established through it. The role of 
Giselle is one of the most complex roles, being considered for a ballet dancer what Hamlet is for an actor.  The 
expressiveness and technique, make an undeniable duet, where one cannot be without the other. After Carlotta 
Grisi, the great stars of universal ballet who made a creation in this role were Pavlova, Karsavina, Olga 
Spesievseva, Alicia Marcova, Galina Ulanova, Margot Fonteyn, Lycette Darsonval, Yvette Chauvire, Tamara 
Toumanova etc. Amongst the interpreters of Albert, one can mention: Nijinski, Anton Dolin, Igor Yuskevici, 
Serge Lifar, George Skibine. Amogst all them, Serge Lifar detaches himself through the dramatism he managed 
to impress in the scenes in the second act. Giselle  shall remain a show of high repute in the permanent repertoire 
of all ballet companies in the entire world 
164 The high intensity magical moment, where the most sensitive feelings of the spectator are touched is when we 
see the cemetery suffused in the pearl-like light of the moon and a tomb on whose cross is written the name of 
Giselle, and on the background a ruined chapel keeps guard near the desolate swamp. At midnight the villis 
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Towards the end of the 19th century, adagios,as an essential part of the 
great soloistic duets, become central points of interest in interpretation, which 
increases their artistic value in the evolution of the Romantic style. This is the 
case of the no less famous pas de deux in the second act of the Don Quixote165 
ballet by Ludwig Minkus, authentic recital play. The twilight of the Romantic 
age also meant the age when the poetic expression of ballet reached genuine 
climaxes, gradually overcoming the encumbrances of the machinery in favour 
for certain genuine recitatives, in which, the succession of movements and 
attitudes reflected symbolic values. At the same time, music unifies these 
elements through the richness of melodics and harmony, by means of the variety 
of tones. An example for this purpose is the act of Walpurgis Night166 from 
Faust by Gounod, where the aesthetics of dance is essentialized, the adagio 
having the amplitude of a passion poem. In the adagio in the second act of Swan 
Lake ballet, but its lyrical function tips the scale, countouring the delicate 
climate of love confessions, while, in the music that the same genius Ceaikovski 
created for Sleeping Beauty ballet, the protagonists’ duet in the second act, has 
the function of presentation and introducing the characters. The apparent lento 

                                                                                                                                                   
cortege appears with their queen Mirtha, who is ready to receive a young girl, to the fore. Albert, with his arms 
full of lillies enters the cemetery and draws close to the tomb of his beloved. The phantom of Giselle flies around 
him and disappears. Albert must die, because he had entered the cemetery during the night and Giselle asks 
Mirtha to spare him to no avail. Albert and Giselle embrace each other and launch into a dramatic dance in 
which the man’s forces end up slowly-slowly and Albert would have died if the dawn would not have come to 
scatter the villis phantoms. Left alone, Albert collapses on the tomb of his beloved. Their love must have ended 
by death as there was an insurmountable abyss between them, the social class distinction and the antagonism of 
the two mindsets that could not reconcile. The expression of feelings and states of mind of the main characters is 
executed through a total merging of the movements and gestures of the two lovers. 
165 Don Quixote - Ballet show executed after the novel written by Cervantes. It is one of the first ballets having 
as subject the history of choreographic art. We owe the first execution to dancer and ballet maestro Frans 
Hilferding, who, in 1740 on the stage of Kamertor Theatre in Vienne performed the premiere of this show. Three 
years later, in Paris Joseph Bodin Boismortie represented an opera-ballet with the same subject. 70 years later, 
Jean Georges Noverre, ballet maestro at the Imperial Court of Vienne executes another Don Quixote. In 1798, in 
Berlin, choreographer Etienne Lauchery, sympathizer of Noverre’s theories, presents a great pantomime ballet 
entitled Don Quixote at Camacho’s Wedding. Camacho’s wedding transforms until the end in Basilio’s wedding. 
Thus, Louis Milon enacts it in 1801 at the Opera in Paris, and Charles Didelot,  in 1808 at the Imperial Theatre 
in Petersburg. Next is a Don Quixote on the music of German composer Gahsisch at the Linden-Opera in Berlin 
on the choreography of Paul Taglioni. It is such a great success that the show gets top billing for two decades. 
From 1869 until the end of World War Two, the only Don Quixote who was ever executed on the music of 
Minkus and the choreography of Marius Petipa. But, performances with this show have also been in Paris, in 
1947, where Aurel von Millos, created a short, psychological ballet, where only three characters are presented, 
the Knight, the Squire and Dulcineea. In 1949 in Berlin, Tatiana Gsovski  enacts a great ballet on the music of 
Leo Spies, a show revived in 1969. Furthermore, Don Quixote on the music of R. Gherhard, in 1950 at Covent 
Garden in London, on the libretto and choreography signed by Ninette de Valois. In 1957, Don Quixote on the 
music of J. Doubrava, choreography of J. Nermuth. Then, the one on the music of Nicolas  Nabokov,  performed 
in 1965 by George Balanchine, in New York. In Romania, this show was enacted on the music of Ludwig 
Minkus, being included in the current repertoire of Romanian Operas in Bucharest, Cluj-Napoca, Iaşi, Timişoara 
and Constanţa. 
166 Walpurgia Night is a choreographic picture included in Faust opera by Ch. Gunod. Ample ballet, a show in 
show, which can also be performed independently. Walpurgia - the night before May 1st, when the witches in the 
entire world meet on Brocken Mountain - Herz Massif - in a coven scornful against Saint Walpurgia (in the 
Catholic calendar she is celebrated on May 1st, the former mother superior of Heidemheim Monastery. She was 
subsequently sanctified for her chaste life). 
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of the choreographed discourse allows for the perfecting of details, and each 
gesture has its own meaning and a special dialogic significance.  

We hope that we managed to decipher the different stages of the dialogue 
through dance, impossible to achieve in such an ambience. The 20th century 
continued through several Neo-Romantic creations the line of these adagio 
sequences, genuine danced dialogues, through which protagonists share their 
emotions, fears and feelings.  Amogst these, famous moments are remarkable 
which their substance recognize this area even beyond the border to the age, 
such as: love duet in the balcony scene in Romeo and Juliet167 ballet by 
Prokofiev, or the meeting between Spartacus and Flavia in the ballet of Avram 
Haciaturian, which are the glorious achievements of the history of the Romantic 
adagio, which become a status of poetry, of dreaming, of bliss and of joy, noble 
uplift of the soul between new horizons. 
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167 Romeo and Juliet is a  four-act and ten-scene ballet. Libretto - L. Lavrovsky, S. Prokofiev, S. Radlov, after 
the homonym tragedy of W. Shakespeare. Music, Serghei Prokofiev, Scenografia - P. Viliams, and the 
production and choreography bear the signature of L. Lavrovsky. The absolute premiere took place on January 
11th, 1940 at the M. Kirov Opera and Ballet Theatre in Leningrad. Main interpreters: Galina Ulanova, K. 
Sergheev, A. Lapuhov, R. Gherbek, E. Bisner, I. Savrov. In Bucharest, the show was enacted by choreographer 
Vasile Marcu, and the scenography was executed by Ofelia Tutoveanu with the premiere on March 30th, 1960. 
Main interpreters: Irinel Liciu, Amato Checiulescu, D. Bivolaru, Gh. Cotovelea, Ilie Matei, Tilde Urseanu, 
Eugen Mărcui, Ilie Suciu, Mihai Sorotky etc.In Cluj-Napoca, Romeo and Julie was enacted by ballet maestro 
Gabriela Taub at the Romanian Opera on October 18th, 1961, the show was executed through a collaboration of 
both ballets in Cluj, the one of the Romanian and Hungarian Opera, with the scenography signed by Valer 
Vasilescu. Main interpreters: Larisa Şorban, Zsigmond Francisc, Şipoş Margit, Aurel Mărgineanu, Fodor Tibor, 
Vas Gh. Marius Hubic and others. The second premiere in Cluj, also at the Romanian Opera in 1998 in the 
choreography of Adrian Mureşan. Scenography - Andrei Şchiopu. Main interpreters: Anca Opriş, Dan Orădan 
and others. In Iaşi, the premiere of Romeo and Juliet show took place at the Romanian Opera on February 21st, 
2002 in the coreographic enactment of Gh. Stanciu, with the main roles played by Mona Moldovanu, Slavick 
Baltaga, Sergiu Cotorobai, Irina Botezatu and others. 
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3. THE RELATIONSHIP BETWEEN TALENT AND SUCCESS IN 
THEATRE AND SPORT 

Ana-Cristina Leșe 168 
 

Abstract: The origin of success must be sought in man, in his abilities. In the approached 
theme, we pay attention towards the athlete and the actor, in the beginning of their career, 
when the selection because of physic, mental and artistic abilities is made. The inborn need 
for the endowment of the athlete and actor seems to be a qualitative one and not a 
quantitative one. What we inherit, the talent is and always has been contested in sports or art. 
Key words: theater, sport, talent, success 
 
1. Introduction 

Certainly, anyone can accede to a particular sport or to the theatre. But 
most people recognize that in order to initiate and carry out a performance sport 
and /or to become an actor, it is necessary first of all to discover in those who 
aspire certain skills that will be subject to adequate training programs, since all 
the individual qualities of sportsmen (good physical capacity, imagination, 
intuition, spontaneity, etc.) and of the actor (sensibility, presentableness, ease of 
communication, power of fantasy, etc.) must be cultivated in the spirit of the 
laws of performance sport and of the theatre, of the contest space and of the 
stage, through exhausting work. In an interview, published on the Internet, 
Professor Ion Cojar states that “talent is the ability to update the existing latent 
potential in human individuality.” Web Source 1. Talent manifests itself through 
a series of characteristics, of which the main one is considered to be the 
following: exceptional hereditary fund; the optimal sanogen level; general and 
specific skills of great value; superior intelligence; strong and balanced nervous 
system; great capability to understand, execute and motor creativity; a 
permanent need for achievement, independence, domination and confirmation of 
the self. Valuing these fundamental characteristics of talent in order to achieve 
success requires an adequate educational framework that also develops a strong 
and long-lasting professional motivation. However, the term talent is often used 
ambiguously, because there are many things that one can learn and which for 
others that exist as a “given fact”. If someone has the talent and the instinct to 
think in the sense of a particular sport or in a theatrical way, when they take the 
responsibility, they see whether their talent resists or not. There are many 
talented athletes and actors who are lost because they do nothing and remain 
only with the ability with which they were found. 

                                                
168  Associate Professor PhD., "George Enescu"  National University of  Arts from  Iaşi, Romania, email: 
analese2000@yahoo.com 
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2. Acceptances of the meaning of the word „success” 
The psychological training of the athlete and of the actor aims to achieve 

professional success (we use the term success in the meaning of great success, 
performance). Inspired by the Sociology of Success169, we find that, at the basis 
of a quality sports competition and at the basis of the theatrical creation process, 
there is the will to affirm, self-accomplishment of both the athlete and the actor, 
always aiming at the success . Surely success has a scale: “medium success, 
great success, resounding success, brilliant success, ephemeral success, lasting 
success, and three main meanings: 
- success meaning a favorable result of an action; 
- success meaning victory over an opponent (in a competition); 
- success meaning a rewards, a public recognition of a merit.”170. 

The first meaning, with a very broad usage, refers specifically to victory in 
achieving a goal through extraordinary efforts, heavy and are used for technical, 
economic, cultural or political actions.The second meaning has a more precise 
use, referring to a sporting competition, in which there is a confrontation 
between opponents, and designates a success. This category includes sports of 
which competitions are completed by fixed objectives: by score or through 
parameters through which the time is measured, by space (in case of speed run, 
of the jump in length, height) etc. The third meaning refers to the relationship 
between an individual or a group of individuals who commit a deed and a 
society or a particular group of it, in our case, the public. It rewards in one way 
or another any individual or collective work or action that is qualified as a 
success. In the case of theatre, it is said that the an acclaimed play is successful 
or if a certain actor plays in it, qualified by intense and long-standing applause 
from the public, is successful. In the case of performance sports, with particular 
reference to artistic skating, acrobatic gymnastics, rhythmic gymnastics, 
synchronous swimming, the appreciation and reward of success comes first of 
all from a small number of people in society (public) gathered in a commission 
of arbitration (of appreciation) by giving notes or other ratings and, secondly, 
the appreciation comes from the general public through praise and applause. The 
phenomenon of success, with its indisputable psychological character, results 
from the qualitative co-operation of psychic processes based on the existence of 
the given skills (talent) subjected to the professional training operations. 

 
3. Psychological Processes of Success 

We have to mention that the psychological processes involved in the 
training of the sportsperson and of the actor follow the same goal: achieving 
success.Taking into account that the performance sportman and the student actor 
have been selected according to some criteria, depending on the requirements of 

                                                
169 Mihai Ralea, T. Hariton, Sociologia succesului, Bucureşti, Editura Ştiinţifică, 1962 
170 Ibidem 
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each given profession, acceding, step by step, to success, we will highlight 
important aspects of these steps. We made the following pyramid (figure 1) after 
we documented in the sport and theatrical field, regarding the involvement of 
the psyche in the professional training of the sportman, on the one hand, and the 
actor, on the other. The hierarchy of psychological processes has been set in 
accordance with the requirements of general psychology, and in particular, 
according to similar elements in the two researched areas. 

 
Figure 1 (pyramid success) 

3.1  Talent 
Previously we mentioned some aspects of talent that underlie success. This 

quality becomes a psychic process because it exists in the individual from the 
beginning of the activity and it is dependent on the qualitative development of 
all the other psychic components. It is important not to lose sight of the 
relationship of interdependence between psychic and physical qualities, which 
must be present in the appreciation of talent, at the sportsman and the actor, 
more than then in the case of an individual with native endowment to other 
fields of activity. 
3.2. Motivation 

The motivation to achieve success in sports or theatre is not based on an 
innate need. It is learnt and develops throughout life as the individual’s sporting 
or stage experience becomes enriched. In the competitive situation, the athlete’s 
motivation to achieve success must be stronger than the fear of failure, so he 
will be tempted to get involved in the situation. But if the fear of failure is 
stronger than the desire to compete, he will avoid the competition. The athlete 
must be motivated both internally and externally, through different ways of 
appreciation and reward in case of success, such as: 
- an honorary title, a medal, a sum of money, a good ranking, etc; 
- the desire to fulfil a childhood dream of becoming a sports star; 
- the desire to redeem the title in front of a particular opponent. 

The general psychology states that there is an intrinsic (inward) 
motivation, referring to the realization of an activity, in that the activity seems 
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interesting, pleasant, provoking by itself or because the activity generates joy 
and satisfaction. This type of motivation is stronger for the actor than for the 
athlete, with both the subjects of influence from the outside, through the positive 
public opinion. Creativity can thus be influenced and creative motivation is an 
important step in the psychological process. K. Stanislavski, as well as other 
pedagogical authors concerned with the actor’s training, motivated their students 
by surprise lessons, with tasks of a special emotional load, which, being 
fulfilled, strengthened the motivation and self-confidence of the respective 
pupils. A motivational task-orientated climate promotes self improvement of the 
skills. It is recommended that the athlete and the actor receive positive 
„reinforcements” from coaches and teachers when: they work hard; are making 
progresses; help others to evolve through cooperation; believe that each athlete, 
respectively, an actor has an important contribution to the creative act or to the 
task. 
3.3. Self confidence 

 Self confidence is associated with the belief that success depends on the 
effort that was carried out and the improvement of all psycho-motor skills. In 
this respect, Michael Cehov encourages students to be diligent and correct with 
themselves when they perform the workout exercises and any other action, as 
they will gain confidence in their own strengths. And K. Stanislavski proposes 
the use of the verb “I want” in the given themes so that the future artist can 
reach the determination and the safety to make a real action. Nowadays, in 
American sports, there has been a growing confidence that athletes must always 
be convinced that they will win. But true self-confidence is expressed through a 
realistic perspective on the chances of success. Trust itself does not appear ad-
hoc, but is the fruit of a sustained training activity. In other words, self-
confidence does not equal the hope of the athlete or the actor in success, but 
with expectation, surely they will succeed. Self-confidence and motivation are 
not synonymous, but they are in a direct relationship. Thus, it has been observed 
that highly motivated individuals are also confident in their abilities. 
3.4. Attention and spirit of observation 

 Attention is at the heart of any activity. We discover the importance of 
attention especially when, for some reasons, it weakens or is totally absent. In 
these situations, human consciousness is devoid of clear information, actions are 
no longer in line with the real situation, and mistakes are made. But, to be more 
precise, let us remember the definition given by psychologist Mihai Epuran: 
“Attention is the ability of man’s psyche to orient and focus on a phenomenon or 
activity. The orientation of the psyche on a phenomenon consists in choosing 
among many phenomena present simultaneously, of that one that is important 
for man or it imposes through its qualities, and the concentration means 
expanding, deepening, insistence on the phenomenon or activity”171.  Thus, in  
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 the psychological training of both the athlete and the actor, we believe, the 
attention has the role of improving the reception of information, subjecting it to 
thinking processing and providing the most appropriate responses, and focusing 
on the specification and delimitation of the task. By its very essence, attention is 
focused on a phenomenon or activity. 
3.5. Perceptions 

According to Mihai Epuran, “perception is the main process of knowing 
the world through the organs of the senses. The perceptions reflect objects and 
phenomena in their whole “172. Perceptions underlie observation, playing an 
important role, providing the actor and the athlete with the basic information 
needed for their work. 
3.6.  Imagination 

 Imagination, visualization or imagining - under these names is found in 
Sport and Theater, involving the use of senses to create or re-create an 
experience in mind. The training of this psychic capacity is the mental training. 
Imagination plays a very important role in the actor's life. It is the basis of the 
creation process, so that the written piece can come alive. Imagination 
contributes from the very beginning to studying and creating the role and, 
finally, to externalizing it. Imagination helps the sportsman to develop a pattern 
for basic muscle activity, making the movement become familiar and automatic. 
Visualizing an aptitude is transmitted by nerve impulses to the central nervous 
system (SNV), which retains it, and the improvement of the performance occurs 
as that aptitude is transmitted from the central nervous system to the effector 
organs (usually the locomotor apparatus). Imagination involves the extraction 
from memory of the information stored there, information from several types of 
experiences and their transformation into an image that supports the thinking 
process. 
3.7. Thinking 

 Thinking has at its basis the sensations, perceptions and representations 
that appear in the process of man’s practical work. It is the highest level of 
processing and integration of information about the external world and about 
one's own person (the self), acting as a true command-control mechanism over 
other psychic processes. Thinking is used in some specialized works about 
sports and theatre in the sense of inner speech, meaning strategic thinking at key 
times. This type of thinking is cultivated by the training of the athlete and the 
actor, and it becomes useful in situations in which doubt prevails but can be 
controlled by the inner speech. 
3.8. Affectivity 

 Although closely related to other psychic phenomena, affection processes 
have a more pronounced specificity in the athlete and the actor than in 
individuals in other professions. The analysis of this psychic component in the 
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areas we address is placed around the relationship of reason-emotion. This 
relationship can take a negative or a positive direction, depending on the 
preparation of previous processes: self-confidence and thinking (inner speech). 
Affectivity is the psychic process that gives sensitivity and beauty to the sport, 
but also to the athlete. There are sports such as artistic skating, rhythmic 
gymnastics, in which the athlete gives brilliance to the sport performance 
through the expressiveness of the movements performed on the rhythm of 
music, through inner feelings and their transposition. But in general, affectivity 
is present in any sport by the vigor of emotions that the athlete is feeling.  The 
affective life of the actor on the stage is stronger than that of the average man, so 
that he, the actor, can convey the true feeling to the public, using all the 
elements of his body, but especially with the help of mimics, gestures and 
eyesight. The actor must be trained not to pay attention to the audience during 
the play because it will be harder to focus on the role. 
3.9. Will 

Will, from a psychological point of view, is seen as an obstacle to success. 
This obstacle is a confrontation between the possibilities of man and the 
objective conditions of his activity. The rigorous, correct assessment of the will 
is quite difficult to accomplish, often appearing in cases of under-appreciation or 
overestimation, such as experience of success and failure, type of personality, 
etc. The role of the will in the psychological training of the sportsman and the 
actor aims to involve him in the coordination and regulation of all conscious 
actions. Will is a psychological process acquired and it is developed in close 
connection with thought, language and imagination, by voluntary actions 
required by circumstances and by special exercises. 
 
4. Conclusions 

The psychological processes between talent and success, through which 
we have briefly summarized, only with the basic idea that supports our topic is 
actually the psychological training the actor and the athlete need for good 
performance. Psychological training is not mandatory for any of these two 
fields, theatre and sports, but where it is earnestly adopted and especially 
willing, high indices will be obtained in the development of intellectual, 
affective, volitional and personality qualities. 
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Abstract: In Romania at the beginning of the twentieth century women were concerned with 
the home environment. In an urban environment, however, there had been a re-alignment 
towards education, women from affluent families having an artistic preoccupation, with them 
being determined and epochal. Though loved and admired on the stage, the women who 
embraced an artistic career were not looked upon with total respect by the society as a whole, 
because they were straying away from 'their calling'. The opening towards the occident had 
lit the flame in our womens hearts to reach equality in rights, to occupy a place in society and 
to fight a prejudice image. 
Key words: the female artist, feminism, inter-war theatre 
 
1. Introduction 

During the inter-war period, Romania knew a cultural blossoming without 
precedent, a true rebirth of artistic and intellectual life, under the influence of the 
tendencies which showed themselves on European stages. Even though, just like 
everywhere else, men where the ones leading, feminism starts becoming more 
prevalent in Romania, having the backing of some elite liberal politics, but 
especially the contribution of women to the moral education of the people, their 
willingness to sacrifice for their nation and their family, being in fact excluded 
from public life, the right to vote being acquired only in 1929 and only for local 
elections. The constitution of 1939 and the Electoral Law have solidified the 
right to vote for women, who were about thirty years of age, but in autocratic 
conditions, this right having not been practically exercised until after 1945. 

Today, history paints a picture which intrigues: a noble class - generically 
represented by boyars, which, in fact, had for a long time young peoples 'access 
to the world of theater and music, considering that these arts constitute an 
exclusively foreign territory; 'it was something lowly for the boyars, to see their 
sons, grabbing their bow, because they thought it is a job given only to 
gypsies174, something unheard of and totally degrading, for someone to get on 
the theater stage, considering the one becoming an actor, as a man without a 
strong head, as a comedian [...] During that time the Romanian woman actress 
was looked upon as a lost woman.' (Burada 1915, 89-90) Actors were dis-
considered, not even being received in front of judges, this aspect being 

                                                
173 Doctoral Candidate, "George Enescu"  National University of  Arts from  Iaşi, Romania, email: 
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174 Gheorghe Burada, son of governor Teodor Burada, was the first Romanian artist, son of a Moldovan boyar, 
who in 1852, went on the stage of the National Theater of Iasi, violin in hand, playing Beriot Concerto op. 16, 
with piano accompanienment (see Grigore Burada, biography, Iasi, 1904). 
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recorded in Pravila lui Andronachi Donici, being published in Iasi in 1814 
(Burada 1915, 90). Even though, on Romanias territory, there were multiple 
theater troupes, they were performing in either French, German, Greek or 
Russian, Even the very first plays on Romanians territory were in foreign 
languages, because as Gheorghe Asachi used to say, at the beginning of the 
eighteenth century and the beginning of the nineteenth century the mother 
language 'was only spoken in sheep pens.' 
 
2. Discussions 

The first theatrical performance in Romanian dates back to 1816 when 
Gheorghe Asachi, at his own expense, set up a theater company in the houses of 
Hatman Costachi Ghica, in which 'the first theater play in Romanian was 
presented: Mirtil and Hloe, pastoral in an act, worked by Gheorghe Asaki 
himself, after Gesner and Florian. The children of Ghika and Sturza have played 
the roles of this play; these were: Mrs. Şubin was born Ghika into the role of the 
pastor Hloe, prince Ghika in the role of shepherd Mirtil and Costachi Sturdza in 
the role of Lizie the worshiper of Amor' (Burada 1915, 99). Immediately 
afterwards, these performances were forbidden by the church because 'they were 
lighting a fire in young people's minds', but this interruption did not last long. 
On November 15, 1836, a Dramatic philharmonic conservatory was established 
in Iasi, where 12 girls in the morning and 16 boys in the afternoon were enrolled 
in the first year (Burada 1915, 167-168). Fortunately, in Romania, women's 
access to the stage was not forbidden, but admission to the Conservatory of 
Music and Dramatic Art was made for both girls and boys only with the consent 
of the parents. 

The interwar period was marked by a strong effervescence of the 
Romanian theater. The directors of theaters had strongly supported the worthy 
actors; subsidies were granted to actors - and especially for actresses - as an aid 
for the purchase of toiletries, subsidies that exceeded the monthly salary, also 
determined by the fact that the premieres were quickly going one after another 
on stage theaters, each performance having only a few performances. Thus, in 
1920, Mihai Codreanu - the director of the National Theater in Iasi - proposed to 
send to Paris two of the remarkable actors of the stage: Sorana Ţopa and Aurel 
Ghiţescu, which was done with great efforts in 1924, at the realization of this 
project contributing Mihail Sadoveanu and C.B. Penescu, the next director of the 
theater. 

Women have had an important say in setting up private theater 
companies, especially in those particularly difficult times in the private theater. 
At the beginning of the 1919-1920 season, the 'Excelsior' Company was founded 
at the "Modern" Theater, where signed was an 'association agreement' between 
Elvira Popescu, Ion Manolescu, Al. Mihalescu, I. Iancovescu, G. Storin, Al. 
Buzescu, on the basis of 'equal camaraderie both in wins and losses' (I. Massoff, 
Teatrul românesc - privire istorică, vol. V 1974, 207). With the establishment of 
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the ' Mic Theater'  ('Little Theater') in 1921, the 'Elvira-Iancovescu-Mihalescu' 
company was born, in which the three - Elvira Popescu, Ion Iancovescu and 
Alexandru Mihaescu were co-directors. Also at the Mic Theater in 1926  the 
foundations of 'Tantzi Cutava Company - Mişu Fotino' are planted (Massoff, 
Teatrul românesc - privire istorică, vol. VI 1974, 103). 

In 1924 the 'Bulandra-Manolescu-Maximilian-Storin Company' was 
founded (a new and refreshed formula of the company that had been born since 
1910 - 'Davila Company' and had many changes over time) and Marioara 
Voiculescu sets up her own theater in a former cinema hall. 'Marioara Cinsky - 
Constantin Tănase Company' play  magazine plays, enticing the audience with 
their current twists, which were the subject of close supervision by the Police 
Prefecture. Referring to the female artists' condition, especially in stage space, 
we have to notice a woman's tendency to gain access to areas designed, in a way 
almost discreetly, for men, such as dramaturgy and direction. 

Hortensia Papadat-Bengescu, although not in his first theater work, debuts 
on the stage of the Bucharest National Theater in 1921 with the social comedy in 
four stages Bătrânul (I. Massoff, Teatrul românesc - privire istorică, vol. V 
1974, 251). On the same stage and in the same year, Igena Fioru begins his 
dramaturgy, but 'who did not enjoy the solicitude theatre-side. Having him play 
takes off the poster because the proceeds have fallen below budget; the writer 
had to go to the Court of Appeal, which gave him a win.' (I. Massoff, Teatrul 
românesc - privire istorică, vol. V 1974, 216) In 1924 Riki-Tiki-Tavi by Zoe 
Verbiceanu (Massoff, Istoria Teatrului National din Bucuresti: 1877-1937 1937, 
232) and  Păcatul by Lucreția Petrescu (Massoff, Istoria Teatrului National din 
Bucuresti: 1877-1937 1937, 234) are shows, in 1926 Ucenicul vrăjitor by 
Ștefania Zotoviceanu (Massoff, Istoria Teatrului National din Bucuresti: 1877-
1937 1937, 237), in 1932 Șapte gâște by Claudia Minulescu. Still here have 
mentioned Constanța Hodoș was one of the representatives of the feminist 
movement in Romania, a theater writer and, especially, children's theater. 

If in the first part of the interwar period women's access was easier, with 
the passage of time they were easily removed, which made Sorana Topa act to 
restrain herself from signing the real name to her play, using the nickname 
Niculae Bucur instead. We consider relevant a statement of the actress Sorana 
Ţopa, related to the National theatre Bucharest: 'After another, sand leakage on 
the hourglass, the time, a new work needed to be expressed also on paper: 
Călătorie-n întuneric [...] I read it to some close friends, both writers, who urged 
me to show it to the National Theater [...] It was accepted even with the prospect 
of being in the repertoire of the same season.  

As times were troubled, Rebreanu made the express condition that he 
accepted the pseudonym and the rest - but a meeting between him and the author 
was a major necessity, and there were other delicate issues: distribution, 
staging... I consented (director, by mutual agreement, Șahighian was chosen). In 
brackets it was said - then a political interference in other areas was not unusual. 
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So, one autumn afternoon, I took the way to the theater at the meeting time, but 
not without a touch of emotion. When I entered the cabinet, the hall was empty. 
I sat silently on a chair - the staff of the institution was still on vacation - alone 
and curiously looked at by the head of the cabinet ... 'Do you have an audience 
now?' He asked. 'Yes,' I replied. The look was sharply intrigued (how was she 
not kept in the loop?). After a silence, looking at my watch, I got up quickly, and 
started heading towards  the massive, leather-lined front door. 'But, lady...', 
sought the cabinet chief to keep me. I had already crossed the threshold into the 
office of Rebreanu, who was sitting at his desk and writing. Having seen me, he 
looked at me long and somewhat unpleasantly surprised ... 
– What's wrong, ma'am?... Is something so urgent? 
– 'In a way, yes, Director,' I said with a low voice. And as his gaze provoked me, 
I said, 'I know you're waiting for someone else. I'm sorry... But I'm the character 
you are expecting. ' 
– How? ... 
– Yeah, you have Niculae Bucur in front of you. 

He suddenly rose up, tall, massive as he was; he sketched a slightly 
backward step. It had overwhelmed him, the unpredictable news had shocked 
him. After a lingering silence, I resumed smiling: 'I knew I was going to make 
you disappointed, but that's the truth, what can we do?' Very rich to talk and 
reactions as he was, he hurried back, and with a gesture, too broad to protest, he 
said, 
– But it's not true, but on the contrary, I'm glad, but... 
– 'But... Did your expectation was for it to be a man?' Or maybe a colleague of 
the Transylvanian guild? And not to  see that a woman comes in who is also an 
actress? 

The answer, then received silences him. It needs so little - vanity to be 
flattered, and even a recognition of completeness has been enough to give rise to 
a stupid self-delusion lasting for years and years... The premiere of the play took 
place on the evening of March 14, 1943 under the chosen pseudonym. It was 
only later that the real name appeared on the poster. ' (Țopa Anul V, nr. ¾ 
(46/47), 1994, 12-13) 

In the 1930-1931 season, the troupe 'Masca' (Râpeanu 1974, 476), whose 
animators were George Mihail Zamfirescu and Tatiana Nottara, was the initiator 
of popular theater performances and performances for children, especially with 
Romanian songs, at the popular atheneums of the capital with a short life with 
just a few shows (Massoff, Teatrul românesc - privire istorică, vol. VI 1974, 
384-385). In terms of involvement in the director's work, things are much more 
difficult. Research on Romanian women's history - directors in Romania, are 
few, timid and insufficiently documented. 

If we accept as a reference point the first generation of professional 
directors of the Direction Faculty established at the Institute of Theater and 
Cinematography in Bucharest in 1948, among its first graduates there are 
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Marietta Sadova, Jeni Acterian, Sorana Coroama-Stanca, Sanda Manu and 
others, then we can consider having a precursorial period and an officially 
recognized period. Looking at the truth, however: prejudices still persist. 
Regarding the stage of the precursors, because the role of the director was not 
fully defined, we are at first in a mixed direction. Lucia Sturdza-Bulandra 
recounts in her Memoirs that "in the permanent group there were 132 actors: 
men 72, women 60. In performance: 16 women, 3 men. Directors: 8. Painters: 
14. 

 
3. Results 

The number of directors was very small, because we worked for a very 
long time without a director. Each of us, who felt capable of doing it, directed 
one play in turn. We did not feel the need for a foreign intervention to explain 
the text, to teach us the phrasing, etc. We ourselves were experienced actors. [...] 
In Bulandra Company, for a long time, the one who was acting was supervising 
the room, drew attention to the interpretations to be reviewed, gave advice on 
how to proceed to alleviate certain deficiencies. 

At Bulandra Theater, directorial work has long been a collective work. 
That's why, although there was almost no play for me in which I wouldn't 
completely involve myself, I cannot remember any one whose directorship has 
been exclusive to me. However, Ion Massoff notes that during the 1927-1928 
theatrical season, 'a play by English playwright Noel Coward - Familia Bliss 
(Weekend), directed by Lucia Sturdza-Bulandra, was for the first time in 
Romanian' (Massoff, Teatrul românesc - privire istorică, vol. VI 1974, 155). 

As the director's role is shaping up, we are already seeing shows 
completely directed by women. Ioan Massoff gives us some clues in his 
anthology about the Romanian theater: 'Under Agathei Bârsescu's directorship, 
on November 16, 1926, Medeea by Ernest Legouve were performed, played by 
Agatha Bârsescu, Aurel Ghiţescu (Creon), Stelian Morcovescu-Teleajen (Iason), 
Iancu Profir (Orfeu), Ani Braeschi (Creuza), Natalia Profir; Agatha Bârsescu 
was applauded and was given flowers' (Massoff, Teatrul românesc - privire 
istorică, vol. VI 1974, 119). 

To these concerns are added two others, with equally strong impact in the 
evolution of Romanian theatrical art: in the field of scenography and theatrical 
critique. Thus, Lucia Sturdza-Bulandra confirms that she has many abilities, 
including being a  stage designer, the decor of Therese Raquin by Zola being 
executed according to her instructions, according to the scenario. However, 
besides Florica Scîrțan who made the costumes for Lorenzaccio by Alfred de 
Musset, 'of great beauty (the action of the play takes place in one of the most 
fastuous ducal courtyards of the Italian Renaissance,' (Massoff, Teatrul 
românesc - privire istorică, vol. VI 1974, 150), I have not met other names in 
our research until after World War II, except for Elena Barlo, which we have 
seen since 1925 as a creator of decorative and opera costumes, declared by 
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critics of the period to be "truly fastuous", in 1927, being the only participating 
woman to participate in exhibition of theater models organized by the 'Hasefer' 
bookstore (Massoff, Teatrul românesc - privire istorică, vol. VI 1974, 109). 

Alice Voinescu, drama writer, she became a professor of aesthetics and 
history of theater at the Dramatic Art Conservatory in Bucharest in 1922. 
Between 1932 and 1942 she made a series of radio conferences on cultural and 
feminist subjects and from 1936 she would focus only on the theater and 
dramatic representations (Alice Voinescu 2018). We can not pass without 
reminding of  Dina Cocea, with theater studies in Paris and her debut in the 
theater also in Paris in 1934, and who, between 1941 and 1949, was the director 
of 'Teatrul Nostru' ('Our Theater') and 'Studioul Teatrului Nostru' ('Our Theater 
Studio') Bucharest. 

 
4. Conclusions 

On January 12, 1931, the Romanian Union of the Universal Society of the 
Theater was founded, coordinated in 14 sections, two of which were directed by 
women: Dramaturgy Section (Ion Minulescu), Critics (Emil D. Fagure), 
Theatrical Press (Scarlat Froda and Dem. Theodorescu), Staging (Soare Z. 
Soare), Singers (G. Folescu), Teaching (I. Nonna Otescu), Actors (Maria 
Filotti), Composers (M. Jora), Orchestra (George Georgescu), Radiophony 
(Andrian Maniu), Decor and Costumes (Traian Cornescu), Law (Alexandru 
Kiriţescu), Choreography (Floria Capsali), Administrative (Al. Buzescu), 
President: Emil D. Fagure; Vice-Presidents: Maria Filotti, I. Nonna Otescu 
(Massoff, Teatrul românesc - privire istorică, vol. VI 1974, 351). 

We consider that in our research, we have identified only a small part of 
the female artists who worked during the interwar period, their contribution to 
the development of theatrical creation, the flourishing of Romanian intellectual 
and artistic life being a significant one. 
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5. MENTAL PREPARATION OF STUDENTS PRECEDING THE 
COURSE 

Alice Florentin175 
  
Abstract: In the preparation of"complete actors" only the technical aspects are not decisive, 
they will not only train them for the level of mastery. Aerobic exercises, forexample, can only 
play a part in recreation and muscular development, but when we talk about the scenic 
movement that uses actors' preparation, the situation changes; the future actor has to work 
out physical exercises by passing through the mental as well as the spiritual filter. Each 
student should think about how the exercises indicated by the teacher feel in their bodies, the 
reception may be different from the way the teacher / college actors / dancers experience 
the movement. In this context, the student is the only expert in what he likes to do with the 
movements indicated by the one in front of him, or what emotions are evoked when he 
experiences a choreographic phrase. This makes the study of acting or dance a form of art, 
and the difference is given by their inner experiences. the uniqueness of the body on the move." 
Key words: pedagogy, acting, body expression 
 
1. Introduction 

The training of ‘complete actors’ does not only rely on technical aspects, 
not only they will train them for the level of skill. For instance, aerobic exercise 
can only play a part in recreation and muscle development, but when the 
movement on the scene that uses the training of actors is concerned, the situation 
changes; the future actor must do physical exercise passing them both the mental 
filter and the spiritual one. Each student must think about the way in which the 
exercise indicated by their professor is felt in their body, reception being 
different from the way in which the professor or actor/dancer colleagues 
experience movement. In this context, the student is the only expert in what he 
or she likes to do with the movements indicated by the person standing in front 
of him or her or the type of emotions evoked when he or she experiences a 
choreographic sequence. This makes the study of acting or dance a form of art, 
and the difference is set by their inner experiences, the uniqueness of the moving 
body. 

 
2. Discussions 

Since the actor/dancer is aware of uniqueness, the beginning of 
development of an artistic voice is marked through motion.The supervisor must 
select the strong points from experience in order to provide valuable ideas in the 
training of the artist. The internalization of becoming aware of the role played 
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by the mind during the course of movement can lead to the development of the 
student as a professional interpreter; technical and mental habits developed in 
the class will be reflected in his or her experiences as a performer. A method of 
developing this mental focus consists in ‘dancing with the mind’, a concept 
known in specialised literature as ‘mindfulness’.  

As humans, we tend, both in life and in art, to fall into routine; like when 
we drive the car without being mentally involved and get home without 
providing too many details on the route. If we would have been stuck in a major 
traffic jam, the new pieces of information would have surprised us and we 
would focus our entire attention on some behavioural patterns that have fallen 
into our routine. A conscious approach of new experiences allows the brain to 
absorb more pieces of information and use acquired information better. The 
most important aspect lies in the fact that an open thinking allows changing 
behaviour because it drives us away from automatic response patterns.  

A routine in movement/dance/body training can seriously the ‘growing’ 
and success of students. The student confronted with a familiar movement and 
will experience it in the same manner blocks his or her development, path 
towards innovation. For example, the professor offers the group exercise; the 
student immediately admits that it is the same or similar to the one with which 
he or she was confronted one day before and says: ‘Well, I know this exercise. 
Let’s get started! I know what to do!’ Then, the professor must intervene and 
suggest the repetition of the exercise, as they did one day before, but adding the 
new experience, especially by involving the mind as an opportunity to achieve a 
new goal or to make technical progress.  

It is very important for us to make the students in front of us realise that it 
is up to them how much they want to develop as artists. The professor is present 
there in order to guide them, provide them with information, inspire them and 
enrich their experience, but the power to recreate themselves, incite their mind 
and curiosity/desire to go as far as possible is theirs, as future theatrical creators. 

Perhaps the most difficult task of a student, as a beginner, is the one to 
understand his responsibility for guiding his or her own progress. The professor 
is a leader, providing ideas that worth investigation – both physical and mental, 
but the task of the student (communicated by the professor) is the one to respond 
completely and artistically to the given task (on the content/information 
provided before); in order to fully profit by the acquired notions, the student will 
have to involve, besides psychic, the mind and spirit.  

The professor is less worried by the fact that the student memorised a 
choreographic sequence precisely; he or she is rather worried by the way in 
which they reproduce the steps. Developed habits can be difficult to brake and, 
if there is a habit, a method that the student masters to perfection and refuses to 
quit that area of movement and creation, progress will be difficult to make. In 
this case, the professor will find a way to make the students pay equal attention 
to repeated steps – perhaps, by spicing the course every time with a challenge. 
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There is great satisfaction from both parties whenever something that seems 
difficult, hard to achieve in the beginning, attains the objective. This method of 
setting long-term objectives determines the delay of satisfaction. Patience must 
appear in the ‘equation’ and they must be sought by both parties (student and 
professor) through the challenges and enhancing the value of strong points 
specific to each group of study.  

Martha Graham said that it takes somebody ten years to become a dancer. 
This opinion is certainly a challenge, but it can be also an objective. The four 
essential steps to develop movement abilities are as follows: reflection 
(thinking), repetition, creativity and patience. We will suggest, in the following 
lines, an extremely strong exercise, for relieving daily stress, before the 
beginning of the course. The students who succeeding in calming down during 
the course, are more rooted in the present, more creative, happier and will 
succeed in gaining information provided by their professor much better! The 
‘performers’ who enjoy the greatest visibility in the present-day artistic world 
perform rigorous rituals of de-stressing, before going public. We can notice 
them before the beginning of a show how they breathe deeply, close their eye 
for a moment, enter the atmosphere, flex their muscles and legs in order then to 
relax. All these actions help them relieve stress, ease their mind, relax their body 
and to give their best in the most important moment. This moment can be called 
self-update. 

We will describe in the following lines one of the most efficient relaxation 
techniques, known as straining and relief. The student is challenged to think 
about a stressful situation, which he faced over the last month. He or she must 
re-enact in their mind and connect themselves to the emotion that they 
experienced at that time. Then, he or she must locate it somewhere in their body 
and feel the sensation of discomfort that the thought creates within him or her. 
Perhaps the sensation is located in the throat, heart, chest, solar plexus or 
abdomen. The student must touch that part of his or her body and assess the 
level of stress on a scale from 1 to 10.  

During the following stage, the student must take a deep breath, take his or 
her hand from ‘the point of stress’ and clench his right fist, going on holding 
their breath, increases their strain taking it from the wrist to the forearm, elbow, 
biceps to the shoulder. The breath is held for 10 seconds, then the arm is relaxed, 
expiration takes place and the hand is shaken.  

 
3. Results 

The exercise is then extended to the right foot, straining it for about 10 
seconds from the ankle and calf to the thigh, taking a deep inspiration, while 
muscles are well strained. Muscles are relaxed alongside expiration. The 
movement is repeated with the left leg, straining it for about 10 seconds from the 
ankle and calf to the thigh. Both legs are then shaken.  The last stage comprises 
the straining of both the legs and arms, holding breath, gathering the abdomen 
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well, everything for about 10 seconds. The relaxation of arms, legs and abdomen 
then follows, accompanied by expiration. There needs a moment of rest in which 
blood must resume its normal circulation in the body. Then, the student will try 
to take a conscious breath: nasal slow and deep inspiration and expiration, 
accompanied by a groan during expiration. After the last ‘groan’, the student is 
asked to analyse what happens to his or her body after the exercise.  

The exercise does not take long (only several minutes), but the tension 
induced to the body made the entire quantity of blood from the body to 
concentrate in those area, stimulating, at the level of chemical substances, a 
reaction of ‘fight-or-flight’ without an external threat. Because we passed the 
‘stressful factor’ from one part to the other, from upper to lower limbs, then we 
strained the central part of the body, pumping blood in the abdomen, we 
determined the well-known physical sensation ‘fight-or-flight’, relating 
ourselves to the vegetative nervous system. We are first interested in the fact 
that, by relieving tension, we sent a signal to the ‘body-mind’, a signal that tells 
us that the threat is gone, diminishing the force of the reaction ‘fight-or-flight’ 
and all its consequences. The relaxation effect of this exercise is not only 
manifested in muscles, but in molecules. 

 
4. Conclusions 

The relieving of daily stress generates a good prerequisite for creativity, 
based on a mental setting focused on the correlation of objectives with the 
aesthetic vision. Mental training is under the spotlifht of many schools of 
theatre, represents a constant preoccupation for many creators; we will 
exemplify by specifying an example given by Eugenio Barba: ‘A thought is 
force in motion, an action, an energy that changes: from one point to reach 
another one, following paths that suddenly change their direction. As there is a 
slow, predictible and flat method of movement, there is also a slow, predictible 
and flat method of thinking. The flow of thought can be burden and blocked by 
already-issued stereotypes, objections and judgements. The creative thought is 
distinguished by its own flowing in jumps, through a sudden bewilderment that 
forces it to reorganise itself, in a new form, abandoning its protective shell and 
perforating what appears in an inert form whenever we imagine, reflect or act’176 
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6. METHODS OF ACHIEVING STYLISTIC UNITY BETWEEN 
PORTRAIT,  COSTUME, AND THE THEATRE PLAY SPACE 

 
Mihai Cosmin Iaţesen177 

 
Abstract: Creating stylistic unity within a theatre play is more than just a complex process. 
The original interpretation of the language forms, specific to each artist that becomes part of 
this creative act, lies within the final aesthetic product. This article starts by analysing the 
concept of form and movement as a result of syncretism on various levels, from style and 
movement, to expression and feelings. To achieve this, the author describes the aesthethics of 
form emphasising the meaning of stylistic unity in achieving the artistic vision of a show. The 
paper defines compositional laws and theatrical methods that make the muppet play become a 
harmonic visual ensemble and stylistic unity. Some of these are: stage props and background; 
the kinetic criterion of moving forms; the ergonomic criterion of forms in space; the criterion 
of materiality - in creating the clothing and the costume design. 
Key words: form, space, portrait, costume, theatre play 
 
1. Introduction 

Composing the stylistic unity in a theatre play and particularly in 
animation theatre is a very complex process and is founded on a comprehensive 
collage of angles: director’s conception, scenography vision, the actors’ 
interpretation, music, and the show choreography, as well as the space structure 
and the adequate stage fitting.  The originality in interpreting the language 
forms, specific to each artist who participates to the creative act, is reflected in 
the final esthetical product. The value given by synchronising the language 
elements would characterise the artistic manifestation within a certain style. This 
is done through particularities that are fundamental to the formation of the same 
‘wave’ that created the arts osmosis.  

The art of animation is now considered by some scholars to be a total art, 
aesthetically characterized by syncretism. This is a fundamental attribute178  
(Bălăiţă A., 2007, p. 6), that symbolically connects – through ways of 
expression - to a fantastic world. Animation has become a complex syncretic art, 
encompassing language elements specific to theatrical art, music, dance, 
graphics, sculpture, painting and design. 

Through synchretism, the art of animation becomes a flagship through the 
process of stage representation [...] the originality is down to symbiosis of the 
human-doll binomial with the inert matter and vitality [...] this adding to the 
creation of another world, born of imagination, myth and play [...] in magical, 

                                                
177 Lecturer PhD., „George Enescu” National University of Arts from Iasi, Romania, email: iatecos@yahoo.com 
178 Aurelian Bălăiță, Incursion in the animation theatre, Artes, Iași 2007, p.6. 



200 
 

subtle, spontaneous, unexpected ways, in a continuous metamorphosis179 
(Dănăilă N., 2003, pp. 201-201). 
 
2. Discussions 

Stage expressiveness becomes impetuous in the transposition of play 
space. The directorial vision, the puppet animation and technical animation 
needs depend heavily on scenario approaches and the plastic structure of the 
elements described or imagined in the scene. The combination of traditional 
control and movement systems with modern ones, alongside with the 
modernized techniques and labour technologies orientates us towards useful and 
favorable transposition of ideas. This is how scenography of the show becomes 
a harmoneous ensemble of consonant shapes. Scenography is an artistic 
synthesis, where several arts meet and collaborate to produce a syncretic 
product, the show180  (Truica, 2003, p.100).  The compositional and stylistic 
unity, specific to scenography can favourably be achieved through simultaneous 
correspondence between language elements and plastic expression.  

Besides principles of stylistic unity, specific to the animation theatre, 
there are many similarities that can be found betweeen the sphere of visual arts 
and plastic arts. From synthesis of the expression elements going from abstract 
to concrete and vice versa, to the observance of puppets or marionettes’ 
transpositions to a scale that is adapted to the playing space, we can observe the 
similarity between style and technique. In addition, 181, the chromatic 
harmonization of the portrait with the costume made, the relation between the 
animated object and the decoration and the chromatic agreements  

Amongst scenographic elements are some principles that underlie the 
stylistic vision. Plastic motives and methods of interpreting natural forms are a 
means of action. Interpretation of reality, for example, by metamorphosis of 
phytomorphic, zoomorphic and anthropomorphic structures in the animation 
theatre is well-known. The costume design and its suitability according to the 
given scenario is a test for both the director and the stage designer, especially for 
the actor and tailor of the doll or puppet suit. In the art of the animation show, 
the character of the puppet theatre is created by a plastician and an actor and 
his shape is based on a concept that leads to [...] a different kind of message 
both from the plastic arts and the actor's theatre182 (Pepino C., 1998, p. 6). 

The stylistic unity between portrait, costume and playing space is one of 
the many themes of styles and techniques in building puppets and decorations 
animation theatre. Analyzing the ways in which this content was achieved, I 
followed the relationship between the portrait of the actor portrait - the portrait 
of the doll; actor costume - doll costume; the stage space - the game space itself. 
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In a certain scenic setting, the mask's chromaticity will be subordinated as an 
element of the architectonic form, depending on its size. The décor composed of 
architectural volumes will create the sensation of diminishing the portrait, the 
figure of the whole character. 

According to the theatrologist Anca-Doina Ciobotaru, the puppet theatre 
cannot be successfully created without involvement, without shapes, volumes 
and colors applied to the characters and theatrical spaces through the grace, 
rhythm and dynamic impulses of music, causing affective states. The sine qua 
non condition of the animation theatre is the relationship of interdependence 
between plastic, sound and motion183, (Ciobotaru A.D., Iaşi, 2006, p.181). 
Materiality -in clothing creation and costume design implies stage suitability 
Such as the frame in the case for a painting, the costume can portray and value 
the portrait - as a sculptural artistic achievement. 

Communication is done on several levels, through specific language, signs 
and symbols that create a new reality. A reality that outlines through perfect 
synchronization of speech with the actor's movement and gestures184, (Bălăiţă 
A., 2007, p.37). In the general structure of stylistic unity, the director is 
determined on the basis of some draft sketches to establish a dominant aspect of 
the verbal, nonverbal, visual and sound language elements specific to the 
animated theatre performance185 (Ciobotaru AD, 2015, p. 105). A component of 
the theatrical performance, the scenography itself, isolated from the dramatic 
opera ensemble, is an almost non-communicable art186 (Constantin, 1977, 
p.126).  

The relationship between space, character and text in the scenography of 
the animation theatre is an important way to control and develop the stylistic 
unity between portrait, costume and playing space. Non-verbal communication 
elements can convey similar meanings, but the balance between them may be 
weak because the message transmitted to the public depends on the means of 
achieving the expressivity of a doll187 (Ciobotaru A.D., 2006, p.64). As with 
visual arts, the emphasis is on the language expressiveness. The theatrologist 
Anca - Doina Ciobotaru reiterates these specific means of puppet expressiveness 
as follows: originality (language customization), power of communication 
(semantic substance), balance in decor - character - text - music, its shape and 
functionality) and the room-to-play space ratio. 
        The predominance of energy impulses characterized by spontaneity, 
perspicacity and innovation have led to a metaphorical way of communication, 
often in close correlation with the visual decor and sound decoration or the so-
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called audible sound universe188 (Bălăiţă A., 2007, p.36, 40). The musical 
component of a show contributes to the achievement of stylistic unity and leads 
to a memorable reception of the artistic message. Music will always attract and 
stimulate the visual component of the performance, and its leitmotifs can bring 
an important rhythm to the play, as it unites and ennobles the other elements of 
language. The power of imagination will work together with the sound 
environment, glossing on the avatars of the rhythms given by the actors' 
impulses and the energy of their creativity.   

Through signs, masks, dolls, puppets, symbolic objects, but created by the 
techniques of plastic art and expressively manifested by the laws of the theatre, 
the playing space becomes a sui-generis, metamorphosed, personalized medium, 
conducive to the development of the actions developed in the scenario. This is 
how practical objects and the use of body language is magic, religious, ludic and 
profane, all at the same time.  The art of animation theatre is characterized by 
plurivalent expression, namely: visual - epic - playful and dramatic. Thus, at the 
confluence of plastic arts (graphics, painting and sculpture) with the rhythmic 
arts (music and dance) we could symbolically identify the symbiosis between 
epic, lyrical and dramatic arts. Through three types of individuality (that of the 
creator, of the work and of the overall style), the art of animation becomes 
autonomous and is under the force of playful dominance189, (Bujoreanu-H.R., 
2008, p.28-29). 

The animated object cannot always be defined as a doll. [...] Through 
intrigue, dialogue, dramatic situation, text and, above all, the important 
constituent element - music, animated forms can evolve to genres of animation 
art190 (Pepino C., 1998, p. 6). Conceived through several theatrical-specific 
means, the puppet language is based on the transformation of emotional content 
into expressive forms with different qualities specific to the animation theatre 191 
(Bujoreanu-H.R., 2008, p.31). This involves a whole series of issues, as follows: 
the directorial vision, the scenographic vision, the actors' interpretation, the 
music and the choreography of the show and, last but not least, the plastic layout 
of the space and the proper fitting of the scene. The forms of animation theatre 
show the style of representation or interpretation. 

 
3. Results 

In the animation theatre the the key to structuring the images created on 
the stage by the main character is the actors. These "superheroes", with an 
unlimited professional dedication, have the ability to adapt to the exigencies 
imposed by the artistic concept pursued. They can determine the substantial 
semantic animation of the inert matter from which the decorations, puppets and 
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the props of a show are built. Through their ability and intervention, with the 
language specific to the animation theatre, the actors become the main vectors in 
transmitting the message to the receiving audience. They are alive, just like the 
puppets they animate and interact with or relate directly to. Their art - the art of 
animation is a living art192 (Ciobotaru A.D., 2006, p.11). 

Along with the symbols, the metaphors, and the sensitivity characteristic 
to the human nature with which they were endowed, they can reveal to the world 
the mystery of the message. Theatre is known and understood to be the art of a 
natural and unopened expression of inner anxieties, specific to the human spirit. 
This art combines feelings, has a temporary character and defines the artistic act, 
which happens "here" and "now". The divine moment in which the affective 
moment is lifted to the maximum of living in the room's receiver must be 
carefully constructed in a show. As the theatre of animation reveals to the 
receiver the plastic images that represent a reality suggested by symbols and 
signs, referring to everyday life, the interpretation of reality data through means 
of expression of ideas, the total artistic act will generate attitudes of opinion in 
society. 

The constructivist structuring of form within space has required trans-
disciplinary technological advancements, for artists to explore new expressions 
in the sphere of the tri-dimensional. The remarkable importance of sculpture in 
the renewal of the means of expression in the 20th century is associated with 
multiple possibilities of expression related to the metamorphosis of the form, 
which was undoubtedly the result of the progress of science and technology.  

In the last century, visual arts, set out to overcome nothingness and 
actually to defeat ... the time. The process of rapid transformation of society 
corresponds at the artistic level to the intuitive evolution of the metamorphosis 
of the appearance that will form in the future. Scenic image construction styles 
are an important part of the process of harmonizing and subordinating details to 
the overall idea being pursued. As the elements of architecture, furniture and 
clothing are chosen more harmoniously, the performance has an obvious or 
allusive style193 (Truica, 2003, p. 46) 

In the plastic construction of puppets and decoration for the animation 
theatre, it is necessary to take into account the importance given by the purpose 
and functionality of the objects, as well as the dimensions, the mass, the 
articulation and the other characteristic properties presented by the materials 
from which they are made. The observation that the best decoration is the one 
without autonomic significance194 (Constantin, 1977, p.126), has a logical 
foundation, according to which the ideological content of the decoration 
structure is based on the subordination relation between the theatrical ways and 
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means of expression. It is good to know from the very beginning whether a 
particular material will fully serve the purpose we pursue in the process of 
artistic metamorphosis of forms in the stage space. The new approaches of 
theatre have led to expressive scenic movements with memorable innovations. 
For example, at the Meiningen theatre195 (1870-1890), two-dimensional painted 
decors have been replaced with those built with a three-dimensional character 
196 (Constantin, 1977, p.127). 

The scenographic orientations at the beginning of the 20th century were 
more inclined towards the scenic convention. The suggestion, symbol, 
simplification, and focus of expressions have remained active, accepted as keys 
to interpretation. The tendency has increasingly focused on an autonomous 
theatrical synthesis, created and governed by the director. Gradually, with the 
passage of time, the directors realized that theatre needed plasticians, innovative 
ideas, and ultimately the results of their ‘mutilation’. The form, created and 
adapted by the scenographers on the basis of the directed content, has different 
stylistic valences from case to case. [...] The choice of the means of scenic 
transposition is an important stage, as it will determine both the stylistic unity of 
the show and the communicative level to be established between the stage and 
the hall197 (Ciobotaru A.D., 2006, p.63). 

Depending on the directorial ideas, the construction of the scenic image is 
often based on the archtypal schemes of simplified compositions in well-
established settings. Some objects may be subject to later modifications to 
elementary sketches. For the purpose of their their harmonization both 
functionally and chromatically, the properties of the materials and the 
characteristics of the surfaces (large, small, light or matte to glossy) are 
observed and exploited. This osmosis of specific elements of language fills in 
the incorporation of forms into performances that produce an intense intuitive 
memory.  The compositional and plastic principles that lines, shapes and colors 
can acquire by metamorphosis through fundamental schemes in the play of the 
doll, leads to a better decipherment and suggestion of the identity of characters, 
space and the psychological phases through which they evolve. 

Synchronization of the props with the stage space in the animation show 
lead to a better adaptation of the puppet play to the proposed scenic context. 
Through attitude, posture, movement of the body of the actor and that of the 
puppet and gesture, expressional relations are always built, resulting in a proper 
and efficient combination of the elements of language. The characteristics of the 
puppet style, for example, are distinguished by the fact that they combine the 
following aspects: the construction and the functional structures with the 
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care s-au făcut primele montări moderne cu figurație foarte numeroasă, manevrată în mișcări scenice expresive și 
unde s-au făcut primele montări moderne cu figurație foarte numeroasă. 
196 Paul Constantin, Small enciclopedia of architecture, and applied decorative arts, Științifică și Enciclopedică, 
Bucharest, Științifică și Enciclopedică, București, 1977, p.127. 
197 Anca Doina Ciobotaru, Animation theatre between magic and art, Princeps Edit, Iași, 2006, p.63. 
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aesthetic of the plastic shape; involves the means of expression specific to the 
plastic arts, architecture and design in scenography, to which, in addition, 
choreography and music are added; animating puppets/ symbolic objects, using 
various systems; is based on ancient rituals - the premise of the customs and 
traditions of different social groups, realizing a syncretic cultural synthesis; time 
and space, feelings, emotions and animation rituals; respecting human 
typologies and life concepts; including a magical, playful and profane character; 
reaching a metaphorical character with new language horizons in interpreting 
the form. 

In his Some Considerations about puppet theatre Serghei Obrazov argues 
that ‘The Puppet’ is the symbolic expression of man [...] having the power to 
generalize reality and [...] always remaining a reflex of man's need for charm 
and poetry198, From a material point of view - a miniature of canvas and 
cardboard, in the puppet animation theatre, the instrument becomes the 
archetypal sign of profound wisdom and poetic symbol of expression through a 
language with unique, original features. If we look at the doll as a metaphorical 
object then we can accept that it is defined by materiality, functionality and 
significance199, (Ciobotaru A.D., 2006, p.224).  

The puppet but moreover – the mask - involves good knowledge of the 
plastic portrait. The general aesthetic features of the puppet refer to a man's 
reflex for charm and poetry, considered lyrical-dramatic. It rejuvenates with the 
renewal of emotions and it is a supernatural being, not a representation of a real 
character. In the animation theatre [...] the traditional, classical line coincides 
naturally with the innovative experiment, with the bold exploitation of some new 
formulas200 (Margareta Niculescu, 1966, p.5). The mask concept, from 
archetype, to medium and process, as a puppet language element has become a 
form of manifestation, a pre-artistic communication201 (Bujoreanu-H.R., 2008, 
p.53). The mask has become important in the animation theatre because it 
involves a real foundation on the portrait with its simplified or enhanced 
features. 

The portrait is a very important study theme not only for painters or 
sculptors, but also for those who have chosen to become puppeteers. Whether 
these artists want to build a doll or a puppet, the knowledge of internal and 
external anatomical structures and the rendering of physiognomal peculiarities 
will provide during the show the familiarization of the public with the aspects of 
states or appearances. By synthesizing the characters' personality data, each type 
of doll or puppet can be assigned a particular animation system. If we look 
closely at the types of dolls, we will always find that throughout the history of 
mankind, forms of expression have diversified. [...] Depending on the animation 

                                                
198 Margareta Niculescu, Teatrul de păpuși în lume, Editura Meridiane, București, 1966, op. cit.p.5. 
199 Anca Doina Ciobotaru, Animation theatre between magic and art Princeps Edit, Iași, 2006, op.cit.p.224. 
200 Margareta Niculescu, Teatrul de păpuși în lume,  Editura Meridiane, București, 1966, op. cit. p. 5. 
201 Raluca Bujoreanu-Huțanu, The autonomy of the muppet theatre, Artes, Iași, 2008, p.53. 
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system, the manifestations were called shadow shows, bunraku puppet shows, 
hand puppet shows, marionette shows202 (Bujoreanu-H.R., 2008, p.66-67). 

Making the puppets’ costume is an integral part of the conception of the 
puppet's construction and assembling. The costume is an important component 
in the context of achieving stylistic unity. The costume - as a visual element – 
highlights a character and completes the character palette. As sculpture can only 
be carved in wood or in stone or cast in bronze, and painting comes into being 
in color, in the field of the costume the coat makes man, as the popular wisdom 
has noted203 (Nanu, 2007, p.12) . The actor is the living element in the show, but 
with the actor's disappearance, the costumes will survive only through the care 
of the stage designers or fashion designers like Doina Levintza. To gain a 
convincing example of the relationship between actor and costume, the mask 
game becomes as an ancient landmark element in the animation theatre. 

The proportionality criterion and the placement in the stage space of props 
and decorations, puppets, which are part of the screenplay, are very important 
for the realization of scenography paintings. Corroborated, they meet the 
requirements imposed by the visual harmony and the visual ensemble and 
represent a part of the similarities dictated by the compositional laws, specific to 
the tri-dimensional space. There are open animation systems and closed systems. 
Each animation system, specific to the animator's temper, corresponds to a 
certain type of game space (conventional or unconventional). 

According to the dictionary, the term style has several meanings. The 
philosopher and esthetician Nelson Goodman said that "style arrives when the 
moment stops, and the feeling begins." In the field of creation, expression of 
expression is limited to form, manner or method and the stylistics of the 
animation theatre is closely related to the representation of the animation 
theatre204 (Bujoreanu-H.R., 2008, p.31). The essence of style is closely related 
to expressing the emotional aspects of the work of art through its form and 
content, implying the merits of expressing feelings. In the plastic arts style is the 
perfect expression of the form based on a personal or collective aesthetic ideal 
and is identified by the unitary artistic expression of a particular epoch or 
creations viewed as a whole. At a nation's level, style becomes national. (Şuşală, 
Barbulescu, 1993, p.253-254.).  

The puppet’s style is characterized by its complexity and combines the 
functional aspect with the aesthetic of the plastic by making original pictures. 
Style in the art of animation involves the means of expression specific to the 
plastic arts, architecture and design in the scenography, to which choreography 
and music are added. The principles on which the animation is based consists of: 
animating puppets, or symbolic objects using various systems; this is based on 
ancient rituals - the premise of the customs and traditions of different groups of 
                                                
202 Raluca Bujoreanu-Huțanu, op. cit. p.66-67. 
203 Adina Nanu, Arts, Style and Costume,  Noi Media Print, Bucharest, 2007, op.cit.p.12. 
204 Raluca Bujoreanu-Huțanu, op. cit., p.31. 
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society, making a syncretic cultural synthesis; spatial-temporal coordinates, 
feelings, emotions and animation rituals; reporting to human typologies and life 
concepts; to the magic, ludic and profane character of the animated object.  
Space is the medium of materialization of the form through expression of 
creative and artistic thinking. This coordinate can also be perceived as a real or 
virtual confluence of all forms with originality and value conferred by form and 
content. Space can be defined as an entity resulting from the subjective 
reflection of the external world, conditioned and limited by organs of 
anatomical-physiological sense. 

The scenic space is the game space itself, the place where the visual arts, 
projections, sound techniques and ecclesiastics meet205  (Ciobotaru A.D., 2015, 
p.85). It may also be an unconventional space, but with limited theatrical 
representation possibilities. Playing space, from an artistic point of view, is 
included in the layout of the scenic or unconventional space and it represents the 
framework of actions and conflicts between the characters. Scene space can also 
be understood as a transit space between two worlds and different degrees of 
perception and interpretation of the artistic form. The space captures those 
manifestations of inaccessible life and evolves into the sphere of the concept of 
living space in close correlation with the living time of the present and the 
human body of the actor206 (Appia, 2000, p. 68-70). 

Among the aesthetic evaluation criteria taken into consideration in 
achieving the stylistic unity are: the proportions - the framing within the limits 
of the scenic space; consistency / lack of mass - heavy / light (visual sensation); 
compositional rhythm - repetition and alternation; inner shape tension (concave - 
convex / hollow - full); chromatic contrasts and shapes in space; material - 
texture; surface finishing - structure; structuring the scenic space - modulation; 
harmony of the ensemble - the balance; originality of plastic design - 
authenticity; subjectivity - relativism. Multicultural personality recognized in 
many areas since the early 20th century, Matila C. Ghyka was the adept and 
promoter of the theories that ardently support the relationship between science 
and art. His overall cultural vision was based on the concept of symmetry. The 
outstanding personality in the theoretical, mathematical, physical and 
philosophical sphere, with a transdisciplinary vision, academician Basarab 
Nicolescu observed in Matila C. Ghyka the presence of an esoteric fascination 
and numerology, namely the number of golden or divine sections, the golden 
section or the proportion of gold207 (Matila C. Ghika, 2016, p. 11). This point of 
view emphasizes the harmony of the organic world and the connection of art 

                                                
205 Anca - Doina Ciobotaru, In search of the muppet, Artes, Iași, 2015, p.85. 
206 Adolphe Appia, The alive masterpiece, trad. E. D. Popescu, Ed. UNITEXT (UNITER), Bucharest, 2000, 
p.68-70. 
207 Matila C. Ghika, The golden number, pitagoreic rythms and rituals in the development of the Western 
civilisation, Nemira, 2016, p.11. 
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with the optimal proportions of the human body, proportions that are necessary 
for the construction of each muppet.  

By applying the principles of contrasts, it is possible to ensure good 
visibility of the props and decoration in the scenic frame. The chromatic 
contrasts used in the visual arts to develop shapes, colors and volumes in the 
plastic space represent a series of important methods for an adequate match of 
the plastic image. The contrast of colors; warm - cold contrast; closed contrast - 
open; clear - obscure contrast; quantitative contrast; qualitative contrast; contrast 
complementarity; contrast simultaneously; successive contrast; the contrast of 
the form itself and in space can be applied brilliantly and by structuring the 
elements of a stage design in the animation theatre. 

The metamorphosis of stage space elements, specific to the 20th century 
experiments, has become a way of achieving the stylistic unity often found in 
puppet and puppet theatre. In order to achieve a good stylistic association 
between these major constitutive elements belonging to important artistic 
domains, we can refer to the following methods: proportional structure - unit / 
whole, anatomical fragment / whole figure; stylization (the plastic elements that 
make up the paintings); synthesis / essentialization of shapes by geometry / 
stylization; modulation of compositional elements of the assembly; plastic 
metamorphosis - through deformation, styling, metaphor and allegory; 
anthropomorphism - personification / attribution of human traits; chromatic 
agreement (harmonizing the whole with appropriate colors and shades, both for 
puppets, puppets and objects); eclear (light design, controlled filtration and 
control, intensity and contrasts of the light-shadow ratio); adaptation of 
movement systems - manipulation in the play space bounded or mediated by 
decors, props / type of puppet or puppet; the use of various techniques and 
materials appropriate to the puppet movement's needs, which can also solve 
technical problems. 

The props and the decoration need to be designed in the scenography 
workshop according to the rigors of the perspective, the consistency of the mass, 
and ultimately, they are received through the expression of the sculpturality they 
are claiming. Perspective criterion -  scene rapport, background, and escape 
points; the kinetic criterion of reporting forms between dynamic and static; the 
ergonomic criterion of forms in space; the criterion of materiality - in the 
clothing creation and in the fabrication of the costume. Corroborated, the criteria 
of stylistic unity meet the requirements imposed by the harmony of the visual - 
scenic ensemble and represent a part of the similarities dictated by the 
compositional laws, specific to the game space. 

The proportionality criterion and the placement in the stage space of props 
and decorations, puppets or puppets that are part of the script are very important 
for making scenes of a scenography, as the characters are usually puppets and 
not actors ... and scenography for the theatre of animation is subject to distinct 
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laws, some different from those of the drama theatre208, (Bălăiţă A., 2007, p.38). 
Props and decoration need to be conceived according to the rigors of the 
perspective, the consistency of the mass; perspective criterion - reporting to 
scene, background, and escape points; the kinetic criterion of reporting forms 
between dynamic and static character; the ergonomic criterion of forms in space; 
the criterion of brightness.  

Thus, according to the directorial concept, with the directed artificial light, 
effects obtained with reflectors and other lighting objects, with traditional 
energy sources - the candle, the lamp, the lamp or the lantern, lead to expressive 
- plastic connotations. The correct alignment between portrait, costume and 
playing space can also be adjusted by the intensity and direction of the lights. 
Projection elements of the lights in the animation show are also important scenic 
means to give intensity and chromaticity to the expressiveness of the ensemble. 
The compositional function of light has the decisive value of synthesising 
imagery and therefore the message, in the eyes of the public. 
 
4. Conclusions 

As we will observe in the detailed observations presented below, the 
scenographic vision of a show is not an easy matter to solve209, (Truice, 2003, p. 
45). Among the general ways of realizing the stylistic unity in a theatre 
performance, one can consider: the revelation of some parts of the composition 
of the elements of the scenic language; accents on shape, color, texture or 
volume; highlighting the center of interest in each of the scenes or frames of the 
action; the loss of shadow characters to get out of the discreet scene; the 
suggestion with an intensified intensity of dramatic conflicts (ie. Caravaggio's 
painting); rendering the depth of scenic space through a succession of action 
plans; more easily suggesting different compositional effects: heavy-light, high-
low, hollow, thanks to the technical innovations that have also entered this field 
of visual arts (both the intensity and mobility of the reflectors and of the systems 
support and manipulation of props and decorations). These norms represent an 
integral part of the similarities dictated by the laws of composition, and 
ultimately lead to the realization of the gestural expressiveness and implicitly to 
the stylistic unity in the playing space. 

The attribution of human traits to animated objects, alongside with the 
proportionality criteria and the placement in the stage space of the props or 
decor are an important norm. For puppets that are part of the script, these 
considerations should also be respected. The elements that make up the 
scenography of a show are identified in the stage space as objects with 
metaphorical valences. Their forms represent the results of the plastic 
metamorphosis process in the scenic layout of the images. 

                                                
208 Aurelian Bălăiță, op. cit. p.38. 
209 Ion Truică, Theory of scenography, Editura Junimea, Iași, 2003, op.cit. p.45. 
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Thus, composing the unitary stylistic space in animation theatre, through a 
process of synchretism and association of forms and methods engaging 
functional and aesthethic principles, constructively harmonises the plastic 
visions, making scenography a memorable artistic experience.  
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1. THE EVOLUTION OF HABITAT IN MIDDLE HALLSTATT ON THE 
TERRITORY OF ROMANIA 
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Abstract: The paper will refer only to one of period of Hallstatt, Middle Hallstatt, an 
important period of the first Iron Age – that form with Late Hallstatt a unity called by 
historian the protohistory of the Dacians – bringing important transformations recorded in 
the human beings’ habitat. The settlements and buildings of the entire Bronze Age reflect the 
continuation of migrations, though limited, by their sedentarization, but also the fortification 
of some settlements which became real centres of unions of tribes. The characteristic to the 
mentioned period is continuity (and then the ending) of the process of unification of the 
Thracian tribes, a process began in Early Hallstatt. The collision of tribes needed the 
amplification of settlements, but also of the fortifications and also, step by step, the extending 
of the Greek urbanism implemented in today’s Dobrogea by the Greeks who started colonies 
here, the Scythian-Greek incluences are to be found in the Late Hallstatt and in other areas 
on the nowadays territory of our country. The specificity of settlements and buildings of the 
cultures from the beginning of Hallstatt on the territory of our country will be studied in their 
evolution towards the next phase – of the second period of the Iron Age: Latène. 
Key words: ash pit, tumulus, agora, bastion, krepidoma, cella, emplecton    
 
1. About the Metal Age 

Composed of the Bronze Age and the Iron Age, the Metal Age is the 
period during which the first signs of a new state-urban revolution appeared, and 
stone tools are replaced by the ones made of metal (this process dates back to 
the end of Eneolithic). Even before the middle period of the Bronze Age, the 
Carpathian-Danubian space has become one of the important metallurgical 
centers of Europe. 

 
2. Generalities about the Iron Age 
A new moment of impetuous development regarding production forces came 
once the other metal started spreading – iron, which was more practical than 
bronze; iron metallurgy was discovered by the Hittites and they brought it on the 
territory of today’s Romania. During the entire Iron Age211, agriculture becomes 
                                                
210 Associate Professor PhD., “George Enescu” National University of Arts from Iaşi, Romania, email: 
olaru.ioana.iulia@gmail.com 
211 Approximately  1 150/1 000 – 50/70 B.C.: the date of constituting the Dacian State. Cf. Dinu C. Giurescu, 
Istoria ilustrată a românilor, București, Ed. Sport-Turism, 1981, p.25; Constantin C. Giurescu, Dinu C. 
Giurescu, Istoria românilor din cele mai vechi timpuri şi pînă astăzi, Bucureşti, Ed. Albatros, 1971, p.30; Vasile 
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more and more intense (through the generalization of the usage of iron tools and 
of the plough with an iron ploughshare), but shepherdess is now a basic 
occupation generating wealth. Still, step by step, given the limitation of 
migration, people partially returned to sedentarization, but the infiltration of 
Eastern groups will continue during the entire Iron Age. Craftsmen occupy a 
special place in society; merchants appeared, given the more intensive exchange 
of goods. The society continued to become more and more divided and 
differentiated in distinctive classes. The consolidation of tribe unions will lead to 
bigger conflicts. 

 
3. The Settlements of the Irona Age 

In this period, the number of settlements increases, the ones that were 
strengthened became true centres of tribes of tribe unions – among which 
relationships become more intense. This is the way outstanding fortresses were 
built, centres defended by waves (having a structure made of logs and stone), 
with high palissade above them and deep ditches in front of them: Sântana – 
Arad, Mediaş, Teleac (Transylvania); Stânceşti (Botoşani), Cotnari (Iaşi 
County), Buneşti – Avereşti (Vaslui County) (Moldavia); Satu Nou (Dobrogea); 
Albeşti (Muntenia); Verbicioara (Oltenia).  

 
4. The First pPriod of the Iron Age 

In the first period of the Iron Age212, Hallstatt213, the identity of the 
Northern-Pontical tribes was crystallized; now, the proto-Thracians separated in 
North-Danubian Geto-Dacian (what is specific to them is the ceramic culture 
decorated with cannelures) and South-Danubian Thracians (recognized for their 
cultures with printed ceramics, in the Thracian meridional group). New features 
are added to the old aspects of Bronze spirituality: the perpetuation of the solar 
cult, the diminishing of the number of necropoleis, the simultaneous practice of 
inhumation and incineration, but in the Late Hallstatt, incineration will be step 
by step extended (and later, in Latène, this ritual became fundamental)214. 

Another feature of this period is represented by an aesthetic side which is 
not very much present in art, but we should signal the fact that the Scythians 
brought in small art (which was not very much developed) the zoomorphic style: 
animals represented in a naturalistic way, while moving or in complicated 
                                                                                                                                                   
Pârvan, Getica. O protoistorie a Daciei, București, Ed. Meridiane, 1982, p.174; H. D., in Radu Florescu, 
Hadrian Daicoviciu, Lucian Roşu (coord.), Dicţionar enciclopedic de artă veche a României, Bucureşti, Ed. 
Ştiinţifică şi Enciclopedică, 1980, p.155, s.v. fierului, epoca   
212 Approximately  1 150/800 – 450/300 B.C. Cf. A. Vulpe, M. Petrescu-Dîmbovița, A. Lászlo, Cap.III. Epoca 
metalelor, in Mircea Petrescu-Dîmboviţa, Alexandru Vulpe (coord.), Istoria românilor, vol.I, Moştenirea 
timpurilor îndepărtate, Bucureşti, Academia Română, Ed. Enciclopedică, 2010, p.289; H. D., in Radu Florescu 
et al. (coord.), op. cit., p.155, s.v. fierului, epoca 
213 Up to the year 800 B.C., there was a period which is confounded with the end of the Bronze Age. Cf. H. D., 
in Radu Florescu et al. (coord.), op. cit., p.155, s.v. fierului, epoca 
214 Constantin Buzdugan, Riturile funerare ale comunităților hallstattiene târzii din Moldova, in Acta Moldaviae 
Meridionalis, II, 1980, Vaslui, p.51 
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attitudes. Composing together what the specialists have called the Protohistory 
of the Dacians, the middle period and the late period of Hallstatt brought 
changes to be found also in the habitat plan. 

 
5. The Cultures of the Meddle Period of Hallstatt  

Indo-European populations from the northern branch came over the 
Danube in the middle period of Hallstatt (Ha C)215, from the proto-Thracian 
later appeared the Geto-Dacian tribes216, from the middle part of Iron Age, the 
unification process of Thracian tribes was over on the territory of our country 
and the unitarian Geto-Dacian population was formed, this population will have 
a slow evolution influenced by the Celtic Central Europe, the Hellenistic South, 
also having some oriental influentions. It is a wealthy period. Funeral habits are 
not known everywhere: there were discovered graves that were isolated from 
incineration (Iernut, Chendul Mare, Mureș County, Blejești, Teleorman County, 
Ciurelu – Bucharest, Izvoru Dulce, Buzău County, Matca,  Galați County), 
incineration necropoleis (Dăliște), tumuli (Bujoru) and inhumation graves 
(Șoldănești, on the Dnestr), inhumation necropoleis (Basarabi)217.  

In parallel with the slow evolution of the Geto-Dacians, on the nowadays 
territory of Dobrogea, a colonial Greek society started to develop and it entered 
in the history of Antiquity, having a civilizing influence over the limitrophe 
Getic society (Dobrogea, the South and the centre of Moldavia, the East of 
Muntenia). The Greeks have had the biggest and most complex influence over 
the Dacians, through the forms of Greek-Roman traditions, taken over and 
integrated in the local tradition, and also through the Greek fortresses that have 
formed the urban centres of the Dacian world.  

In the biggest part of the territory of Romania, the great cultural synthesis 
was developed: the cultural complex Basarabi (named after the eponym place 
from Dolj County), extended also in the North of Bulgaria and in the North of 
the former Jugoslavia218, appeared on the local Hallstattian basis (the 
resemblance with the cultures of Bronze Age: Tei, Gârla Mare, Wietenberg are 
not a mere coincidence); it was found in Banat, Vojvodina, Serbia, Oltenia, 
Câmpia Română, the South of Moldavia (up to the Dnestr), Mureș basin, the 
shore of the Danube, from Novi Sad up to Dobrogea and between the Balcans 
and the Danube. This cultural complex already represents the individualization 
of the Geto-Dacians in the Thracian branch219. On Dobrogea’s territory, this is 

                                                
215 Approximately 850/800 – 650 B.C. Cf. A. Vulpe et al., op. cit., p.294 
216 The chronological order of the appearance of these notions in ancient sources would suppose the usage of the 
name Geto-Dacian (not Dacian-Gets). Ibidem, p.433 
217 Ibidem, p.334 
218 Dinu C. Giurescu, op. cit., p.25 
219 Liviu Marghitan, Considerații referitoare la geneza și evoluția societății dace pe meleaguri bănățene, in 
Ziridava, XII, 1980, Arad, p.79 
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the period during which the first settlements appeared220, on the shore of the 
Black Sea, the Greek collonialists have found here a civilisation typical for 
Hallstatt C221.  
 
6. The Settlements of the Middle Period of Hallstatt  
 The fights between the tribes led to the strengthening of fortification 
systems; great fortified settlements, having ditches and waves of clay and logs 
appeared. In Basarabi culture, open settlements continued to exist, being like a 
dwelling and there were also great fortresses made of clay (Remetea-Pogănici, 
Caraș-Severin County, Hunedoara, Popești, Giurgiu County, Poiana, Galați 
County, Teleac, Alba County, Bernadea, Mureș County) – fortified settlements 
(except for Bernada), with ditches and palisades and clay waves (the ones that 
have been studied, from Remetea – Pogănici and from Popești having a core of 
burnt clay against erosion)222, also having ash pits, hovels, surface settlements, 
probably made of wood223.  

On the territory of Dobrogea, from the 7th century B.C. date the first 
sure settlements of the Greek presence on the shore of the Black Sea: the oldest 
colony being the one from Istros (Histria) (Istria village, Constanța County). It 
became an important commercial centre in the 6th century B.C. (its importance 
diminished towards the middle of the 3rd century B.C., once the Celts invaded 
Lower Danube)224. When Istros was founded (if not even earlier, according to 
the latest research225: the middle of the 7th century B.C.226), Orgame also 
appeared (Argamum) (Capul Dolojman, Jurilovca, Tulcea County) and, because 
of the fact that there were no monuments found in this period, the initial image 
can’t be rebuilt. Just a small portion of the wall from the classic and Hellenistic 
period was found (with assises of figured blocks of limestone, the foundation of 
a bulwark being clinging), and also a few settlements, having reduced 
dimensions (one having a lot of rooms, among which one was a sanctuary), with 
walls made of limestone small blocks that were bound with clay, daubted with 
argil, the roof being made of tile painted in red227. Here was found the oldest 
Greek tomb from Dobrogea, in a tumular necropolis (the middle of the 7th 

                                                
220 Apoikiai – commercial cities for the exchange with the local Geto-Dacian population. Cf. Ion Miclea, 
Dobrogea, București, Ed. Sport-Turism, 1978, p.27 
221 A. Avram, Gh. Poenaru Bordea, Cap.VII. Coloniile grecești din Dobrogea, in Mircea Petrescu-Dîmboviţa, 
Alexandru Vulpe (coord.), op. cit., p.563 
222 A. Vulpe et al., op. cit., p.330 
223 Ion Miclea, Radu Florescu, Preistoria Daciei, București, Ed. Meridiane, 1980, p.124 
224 Vasile Pârvan, Dacia. Civilizațiile antice din țările carpato-danubiene, București, Ed. științifică, 1972, p.87, 
89 
225 Mihaela Mănucu-Adameşteanu, Orgame/Argamum, Tulcea, ICEM, 2001, p.23 
226 Ibidem, p.11 
227 Ibidem, p.40-48 
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century B.C.228). Probably229 in the second half of the 6th century B.C.230, Tomis 
colony was created in Constanța, the Ionian or Greeks founded it, they also 
came from Milet (whose role started to become more and more important from 
the 3rd century B.C.231), and in the last two decades of the 6th century B.C., the 
Dorian Fortress Callatis (Mangalia) was built, made by the greeks that came 
from the Pontic Heraclee232 (that became important in the 4th century B.C.)233.  

Anyway, what is characteristic to all these cities-fortresses is the Greek 
urbanism that was implemented here, known from what could have been 
identified in the case of Hystria city: it was organized according to a street 
network having an orthogonal network; this ordonnance became complicated, 
after the building of the last wall of the enclosure, by juxtaposing another 
orthogonal grid, parallel with the line of the enclosure wall. The old wall of 
Hystria, dating from the Hellenistic period, was built respecting the rules of the 
Greek technique, from stone blocks splintered off in regular shapes, with two 
paraments and emplecton made of soil with stone rocks, rebuild afterwards on 
several occasions; it was situated at 90m from the big wall from the Roman 
epoch. It had towers and a gate with baffle234. The sacred area of the great Greek 
walls, put on the acropolis, in the North-Eastern part of the fortress235, is dated 
from the 5th century – the 3rd century B.C. The temple dedicated to Zeus 
Polieus, on a stone foundation236, with a krepidoma having 4 steps, had a 
narthex and a cella surrounded by a wood colonnade237. Another temple, made 
of marble, in a Doric style, dating from the 3rd century B.C., is dedicated to the 
Great God (a Thracian deity full of mystery); there are marble fragments of a 
Doric column, fronton, trigliphs, metopes, architrave238. A small temple 
dedicated to Aphrodites, from the same century, had a square nave, a narthex, 
probably a peristyle, what was left from the temple was only the inferior part 
(krepis)239. As far as the rest in concerned, there are simple houses (but built on 
river bed foundations: these are foundations made of clay layers which alternate 
with those of ashes), and also tumular necropoleis of incineration, beyond the 

                                                
228 A. Vulpe, Cap.V. Istoria și civilizația spațiului carpato-dunărean între mijlocul secolului al VII-lea și 
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Strămoșii românilor. Vestigii milenare de cultură și artă, București, Ed. Meridiane, 1980, p.30 
230 V. Canarache, Tomis, București, Ed. Meridiane, 1961, p.9 
231 Vasile Pârvan, Dacia… p.86-87 
232 Constantin Preda, Callatis, București, Ed. Meridiane, 1968, p.7 
233 Vasile Pârvan, Dacia…, p.86-87 
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236 Radu Florescu, Ion Miclea, Histria, București, Ed. Sport-Turism, 1989, p.18 
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238 Paul MacKendrick, Pietrele dacilor vorbesc, București, Ed. Științifică și Enciclopedică, 1978, p.29 
239 Em. Condurachi, Histria, București, Ed. Meridiane, 1968, p.15-32 
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lakes240. There were agorasin Istros and in Tomis (there are inscriptions which 
represent a proof in this respect), with porticos and edifices unidentified on the 
field, but known through the discovered pieces (architraves, friezes, capitals)241. 
A hippodamic ordonnance was remarked in the city of Callatis242, where tracks 
of the defence wall from the 4th century B.C. were preserved (made of 
limestone blocks and having uncarved stones inside of it, mixed with clay)243. 
Unfortunately, in the case of Tomis, the overlapping of Roman and Roman-
Byzantine buildings makes architectural remains be rare. Still, around the old 
building of the museum, Greek walls were discovered, being dated in the 7th 
century – the 4th century B.C.244. 

In this period, the rite of incineration became generalized – in tumular and 
plain cemeteries. There were found inhumation necropoleis (they are proofs of 
the Illyric penetration) (Balta Verde, Gogoșu, Basarabi), and also of incineration 
which are autochthonous (Blejești, Balta Verde)245, this rite imposed itself.  

 
7. Conclusions 

The establishment of settlement that started in Hallstatt A-B, given the 
development of the society regarding all aspects, being in agreement with the 
calming down of the migrations, will later lead to tribal unification. This fact 
meant settlements fortified with ditches and clay and stone waves; regarding 
religious buildings, even a complex cult was supposed to belong to Babadag 
culture. In the middle period, this process will continue, at the middle period of 
the Iron Age, the unification process of the Thracian tribes on the territory of our 
country was over and so was the formation of the unitary Geto-Dacian 
population. Thus, we have seen how the great cultural synthesis took place, the 
complex from Basarabi, what the individualization of the Geto-Dacians 
represents inside the Thracian people, being accompanied by an unseen 
development of the society in today’s Dobrogea, where the Greek colonists set 
the basis of an urbanism which will be step by step extended, also involving the 
extra-Carpathian areas.   
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2. THE DIALECTICS OF INDUSTRIAL DESIGN VIZ-A-VIZ THE 
META – DESIGN PHENOMENON: The on-going Narrative / Implications 

for New Design Paradigms and Design Education 
 

Obasuyi Osa-Francis Efe 246   
 
Abstract. The paper examined the dialectics and the Philosophical Theorization of the 
Phenomenon of Industrial design viz-a-viz meta-design, both as new areas of the 
philosophical discourse and intellectualization of both fields. This is not only as new subject 
disciplines / profession but also as New/Novel, and “uncharted waters” in the study and 
philosophy of both.  Which is aimed at their adoption as a veritable tool and vehicle, for 
achieving New and innovative franchises and enterprises that might thus help bring about 
creating potentially New Design paradigms. In the body of the text it was established that by 
employing interdisciplinarity and collaborative efforts / approaches, designers try to achieve 
these New design efforts which are inspired by the way living organisms, systems and 
mechanisms, function and work. This eventually will influence, change or completely 
overhaul the way we feed, cloth ourselves, shelter, communicate or even co-habit in the 
future. The paper also established that the implications of the above will help engender a new 
narrative in the discussions and reasoning (or the dialectics) of these two disciplines and also 
of how they will affect the subjects practice and the various attempts aimed at its Pedagogy 
/Education. It was also established that the nature of such an Education and the Impartation 
of the adequate Design skills to graduates must adopt New strategies and implementation of 
an Industrial/Technological-based subject-Bias that leans towards Design intuitiveness, 
ingenious Technical/Technologically result oriented reasoning and practices. Bearing in 
mind the infusion also of various multidisciphinary subject areas that will help broaden the 
learner’s horizon. The paper recommends that the issue of the Dialectics and phenomenology 
of Industrial Design/Meta design (which is the philosophical study of the structure and make-
up (or consciousness) of the concepts, context and content of industrial design) must be 
embedded in the implementation of the three conceptual Approaches of Design which are:- 
Design Awareness, Design Activity and Design Manufacture/fabrication. This is the sum total 
of all Design and Creative endeavours.  
Key words: “Dialectics”, “Phenomenology of Design” “Meta–design” “Interdisciplinarity” 
and “collaborative” approaches, “Design paradigms” “Autopoiesis and Allopoiesis” 
 
1. Introduction  

The Industrial Design Phenomenon is only approximately 150-200 years 
old in the five or six thousand year history of modern Human civilization. So the 
discourse or dialectics of the subject could be said to be that method of 
examining or discussion of opposing or consenting views and ideas aimed at 
finding out the truth about what the profession/discipline is all about, and also 
taking a look at what has been achieved so far. It is much like recalibrating the 
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parameters surrounding the story of modernism and post modernism while 
considering the societies/ civilizations that emanated there-from. The post 
Agrarian societies and era in Europe and America (coupled with those of the 
Medieval Cum-World War’s 1 & 2,) never dreamt of a world, were life would 
become so much more easier and more conducive/comfortable to live in, due to 
the numerous inventions and innovations credited to the Industrial/machine Age 
of the Industrial Revolution of the 1800s. (Lucie-Smith, E. 2001) 

Therefore the heralding of this Age brought with it not just remarkable 
successes in many respects, but with it came also numerous challenges 
attributable to that Age. The issues of mass production of goods and machine 
manufactured goods, couple with the issues of privatization and the glotting of 
the market with so much goods than could be sold, brought about stiff 
competition which became rife amongst product manufacturers. Who at the time 
were seeking out ways of improving their products to have that mass-appeal and 
consumer patronage over and above those of their rival manufacturers. The 
introduction of an improved means of communication and Advertising of goods 
and services all helped to speed up the process of ushering in the birth of a new 
profession and phenomenon called Industrial design ( Mitchel, C.T. 1993).  

The eve of the emergence of this discipline/profession, saw the 
proliferation of Machine made goods needing that “human touch” of 
“craftsmanship and Aesthetic creativity” and input to help make the products 
more attractive for the consumers to buy. Be that as it may, the products were 
assumably first and foremost, made for Human consumption and not for 
“Robots”. So this urgent industrial/ societal need helped trigger-off the birth of 
the new profession precisely in the early 1990s and one of the groups whose 
main influence was credited to this change came in the form of the Arts & Craft 
Movement. Which saw the British Englishmen artist/architect – William Morris 
and the art critic/draughtsman John Ruskin – playing a Pivotal Role in seeing to 
this change. Collectively their works and activity in areas such as Graphic 
Design, Textile Design Painting and Architecture were so prolific that William 
Morris’s  printing press-The “Kelmscott Press” became synonymous, with the 
influences and activities of the Arts and craft movement. Which became the 
precursor and founding organization that helped pioneer the breakaway which 
led to the emergence of most of the various branches and professions, such as 
those of Architecture, Advertising, Graphic design, Textile Design, Industrial 
Design, Product design, to mention a few. Where disciplines such as Marketing, 
Aesthetics and Advertising were to follow much later. (Noblet, J. (ed) 1993). 

The emergence of Industrial design and Designers came on the verge of 
the huge appetite for consumer goods and household appliances, such as the 
Washing machine, the Gramophone Player, Telephone, the Refrigerator, 
Television, the Automobile and Ariplane. This was further compounded by the 
rise and socio-economic prosperity of the middle class of the industrialized 
Nations. This presented a huge and enormous challenge for the manufacturers of 
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consumer goods. This challenge became the driving force that propelled these 
Industrial Design professionals saddled with the responsibility for seeing to it 
that there is a change. The Aesthetics and Visual Dynamics (Image) of these 
products, became paramount. This being so serves to give them the desired 
consumer-induced appeal that will make them consumer friendly. This totally 
changed the dynamics, nature and face of our Man-made material culture and 
environment forever. (Hiesinger, K.B et al; 1993). 
 
2. The Phenomenology of Industrial Design and Meta Design  

First and foremost an attempt must be made to address the issue of 
phenomenology in Design. The Anthological meaning of the word phenomenon 
(or Phenomenology) is said to be derived from the Greek words “Phainomenon” 
which means “that which appears” and “Logos:” which means “study” or the 
“written word”. According to Donald, L. (2013) who stated that “it has come to 
represent the philosophical study of the structure of experiences and 
cognition/consciousness of the concept, content or context of any subject 
matter”. Continuing he said that “it is the systematic reflection (or style of 
thought) on the study of the structure and make up of the consciousness and the 
phenomena (events and happenings) that appear in acts of man’s conscious 
nature. Which is aimed at determining the essential properties and structure of 
man’s experience”. Pierre, T. (1962) also opined that it is also the attempts at 
creating conditions for the objective studies of topics usually regarded as 
subjective in nature. Topics such as the contents of conscious experiences like 
judgements, perceptions and emotions are all included in this. Other schools of 
thought such as that of Michel, H. (2008), believes that it could also be termed 
to mean “an approach to philosophy which begins with the exploration of 
phenomena (ie anything that presents itself to us in conscious experience) as a 
means and an attempt to finally come to know what the absolute, logical and 
ontological/metaphysical spirit is, that is behind such a phenomenon”. 
Stretching that truth a little further, the term could be expressed also, according 
to Smith, D. W. et al (2005) as “the reflective study of the essence of 
consciousness as it is experienced from the first-person point of view where 
phenomena is believed to be an intuitive experience that presents itself to us as a 
reflexion of such an occurrence”. 

In all of the afore stated the meaning and context of the phenomenology 
of Industrial Design viz-a-viz meta-design has come to represent that conscious 
nature of man, aimed at utilizing the contents of man’s conscious experience, 
through cognitive Judgments and Innate perceptions of ideas and emotions that 
is aimed at arriving at an absolute, logical, metaphysical and conclusive object 
of man’s design, called “the product” or “the product phenomenon”. Hence this 
little in-road into all of the above discourse which was aimed at highlighting the 
importance, place and role of the meaning and essence of the word 
phenomenology in Design/Meta-design.     
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Taking that Narrative for what its worth the word phenomenon as 
mentioned earlier is believed to be derived from the greek words 
“phainomenon” and also from the verb “phainein” which means to show, shine, 
appear, to be or to manifest itself. In other words according also to Michel, H. 
(2008) who says that it refers to “anything, events or happening which manifests 
itself in Nature or the subconscious”. It could also be understood to mean (in its 
generic term) “things that appear or the occurrence of certain experiences. It is 
become known as what is experienced thus becoming the basis for reality”. In 
the same context according to Ayer, A.J. (1984) the term phenomenon has come 
to be referred to mean “any occurrence, incident or thing, deserving of inquiry 
and investigation, especially events or things that are particularly unusual or of 
destructive importance” which sometimes occur in a design process or activity. 
While in its popular usage, the word phenomenon could be used to refer to some 
given extraordinary events, occurrences or happenings, that at first, defies any 
explanation or is baffling to the observer. Furthermore it could also refer to any 
occurrence worthy of note and investigation, that is often typically of an unusual 
event, person or fact that is of special significance. This is where the subjects 
and disciplines of Industrial Design and the Phenomenology of Meta design 
comes into focus. They both encapsulates all of the above content and context, 
as it occurs in their form, character and practice. They are the embodiment of 
sometimes the unusual, the unthinkable and often times defies any notable 
explanation in their application, meaning and approaches.                                              
 
3. Industrial Design: Implications, Meaning and Issues of New Design 
Paradisms vis – a – vis Meta Design  

The term “Design paradigms” are in themselves ascribed to represent 
distinct concepts, ideas or thought patterns, originating from the sociology of 
science. As its definition and meaning often applies to, models, roles archetypes, 
new and ideal/quintessential examples of solutions to how humans tries to 
resolve its numerous socio-economic and political problems. According to 
Wake. W. (2000) who states that a “design paradigm” or “a paradigmatic 
design” could be said to refer to a “design solution that is considered an 
exemplary, influential design solution, that will dictate or create design trends, 
which will become a model for success of the given product or design, as 
evidenced by its success in its market share and profitability in the 
marketplace”. Good examples of these are the “Samsung”, “Apple” and 
“Microsoft” or the Swiss Army knife design models or brands, to mention a few. 

Also added to the above the meaning of design paradigms could also be 
attributable to their sociological roles/functions in society. For example, a design 
paradigm could refer to a “sociological paradigm” which is used to represent a 
group of collective beliefs, rules, norms, and other socio-behavioural tendencies. 
In this case such a design must be made to specifically suit such given society. 
Where in this case the design does not necessarily have to represent a set of 
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particular societal solution to the given problem, but rather, according to 
Petroski, H. (1994) who states that they are a “presentation of a prescriptive 
system of ideas that could set in motion a given range of socio-cultural solutions 
that might become the “norm” and answer to the prevailing question besetting 
that society”. The “QWERTY” keyboard design of the laptop is a very typical 
example of this type of Design Paradigm.   

Design paradigms or Design patterns, as a terminology, is prevalent and 
commonly used in disciplines that cuts across Architecture, 
Industrial/Engineering design, including Design Education also. It could also be 
used to describe a given design solution or an approach to the various problem 
solving design initiatives. Design paradigms could be likened to a “Bridge” that 
connects “the old and the new” or “the known to the unknown”. It is the 
functional equivalent of a physical entity that is used in various fields of 
applications that ranges sometimes from computer hardware to musical 
composition. From the aforetasted therefore, the implications and meaning of 
Design paradigms as they relate to Meta-design, is that of a symbiotic 
relationship. This infers that if the issues and the definitions of Design 
paradigms and their spheres of emphasis and applications, is shared by all of 
society in its attempt at providing solutions to the numerous socio-
economic/political challenges, it behoves therefore, that the new field of meta-
deign is not exempt from the influences and characteristics of the 
impact/implications of a new and future Design paradigms. As the discipline of 
Meta-design characteristically is structured as an emerging field and framework 
which is aimed at Redesigning, Redefining or the Recreating of social, 
economic,  technological and technical infrastructures, where such new forms of 
interdisciplinarity and collaboration amongst designers and their design outputs 
can occur. Be that as it may, Meta design has come to represent an emerging 
industrial design trend and Approach aimed at resolving issues such as that of 
“Complexity Theory” and “Information design systems”. 
 
4. Meta Design: The Phenomenon, Its Approaches and Processes 

The definition of Metadesign according to Giaccardi E. (2003) who stated 
that, “it is that conceptual framework aimed at defining and creating new socio-
economic and technical principles, theory/research, and infrastructures where-in, 
new forms of collaborative design or redesign which consists of a series of 
practical design-related techniques, tools and skills can be brought to bare for 
achieving those conceptual objectives in design. Continuing he stresses that It is 
to be considered “a new industrial design approach and methodology aimed at 
nurturing the emergence of prospects of collaboration of group/s of designers 
that cuts across and within interdisciplinary confines or boundaries. This new 
field was inspired by the way living organisms, system/mechanisms function. It 
is aimed at improving the way we live (feed, clothing, housing/shelter, 
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communication) and the way overall societal inter-relationships are structured, 
attained and function.  

According to Fisher, G. et.al.(2006) “Meta design has come to represent 
new design approaches aimed at the resolution of the complexity theory where 
the various communication and information systems are addressed, and they 
range from approaches in Biological disciplines, to techno-social and even 
techno-political spheres of influence and concerns,” are addressed. 
Consequently the etymological or Anthological meaning of the word Meta-
design originates from the Greek word “meta” which originally means “besides” 
or “after”. In contemporary times it has been used to represent the “possibility of 
change or transformation” which also includes “self transformation”. It could be 
ascribed to an aspect of design practice that (Re) designs itself.  

At this juncture the term and concept of “Autopoiesis” becomes very 
relevant and incisive. The theory of the principle and concept of Autopoiesis, 
according to Evan, T. (2007) states that, it, “refers to the ability of a system to be 
capable of change, self creation, self organization, or self-transformation and 
reproduction. They are capable of automatic reproduction and self maintenance. 
The peculiarity of this system represent what takes place in the dynamics of the 
autonomy of living organisms, cells and systems. So the principles of 
Autopoiesis includes or aligns with those of the conceptual framework of an 
Autopoietic machine, product or design. For instance, it is a product or machine 
that is organized as a unified network of processes of production (transformation 
and or destruction) of components that are:  
a. Capable of continuously regenerating and realizing these network of 
processes that produces them through their interactions and transformations.  
b. These products or machines constitute a unified entity in space in which they 
exists, through its specification of the topological domain in which it operates 
(when the space is self contained). The biological cell or the “Eukaryotic cell” is 
a very good example of an autopoietic system or living system  
c. It is an autonomous system that is operationally closed, in that there exists 
sufficient processes within it to ensure the maintenance of the whole 
unit/system.    

According to Livingston, N. (1990) who stated that “an autopoietic 
system and its Antonym-Allopoietic system, is a contrast of one and the other. 
The Allopoietic system is for example like a car factory that uses raw materials 
(components) to assemble and generate or create cars. It is an organized 
structure or machine that represents something other than itself (ie the factory)”. 
But if a parallel Analogy is to be drawn where the factory (system) is extended 
to include components in the factory’s environment and spheres of influence, 
such as the supply chains, plant/equipment, machinery, workers, dealerships, 
customers, contractors competitors, the products (cars) spare parts and the whole 
Automotive industry set-up (that is geared towards sales and production of cars,) 
then it becomes a totally viable system, a living system that can be considered to 
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be autopoietic in Nature. The principle of Autopoiesis according to Goosseff, 
K.A. (2010) can also be defined as “the ratio between the complexity of a 
system/product and the complexity of its environment where the systems are 
self-producing, not in the terms of their physical components but in terms of its 
organization”. In other words they can be systems that produces more of their 
own complexity than the one produced by their environment. So the parallel 
relationship between an Autopoietic system and the process/practice of Meta 
design is in their complexities of the individual systems/ organizations that make 
up their structure and conceptual framework, such as the complexity of the 
multidisciplinarity  of Meta design and or the concept and idea of Redesigning 
design itself. This behavioural model where the component units that might 
make up a Meta design team or system, can interact in multiple ways and might 
or will be required to follow specific (or sometime complicated) rules is in itself 
very complex to say the least. This interaction can culminate in a higher order of 
emergence, that can be greater than the sum of the parts (members, project to be 
redesigned) that makes up the Meta design structure or make-up. Furthermore, 
according to Vassao, C.A. (2010) who proposed that “the principle and idea 
behind meta design revolves around the notion that the future use of objects/ 
products and the consequent problems envisaged, emanating or encountered by 
the adaptation or usage of goods and services, cannot be sufficiently contrived at 
the design stage of the product/ service alone. 

Consequently some definitions of Design, already viewed from the 
analysis of certain schools or thought states that, it could be said to be “the 
initiation of change in man-made things”. Therefore it is hereby plausible to 
state that the “need for” or the “causative factor” for design is in most cases 
determined by its final state.  In the same context the teleological perspective of 
Design puts it as “an economic payback or reward” at the point of sale and 
purchases or goods for the manufactures rather than the various stages of the 
products high performances and its value indicators, which is portrayed 
throughout the product’s design life cycle. Meta design due to its very 
conceptual framework allows for the user interface with the design and 
designing process. It creates enough room for consumers to become designers or 
become part of the design process themselves. Meta design principles & practice 
makes adequate room for changes at every level of the innovative process, 
including the metaphorical setting that brought about or sustains a given 
paradigm in the first place.  

According to Wood, J. (2007) who stated that the Meta design concept 
basically “makes use of some conceptual techniques/ tools”. These techniques 
he says covers a wide range of applications and contexts. These according to 
him could be discussed using the following conceptualization tools or 
techniques, which includes the following:-  
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(a) Stages and levels of Abstraction (This is the ability to understand the 
structure and limits of abstractions, the contextual approach and applications of 
given ideas.  
(b) Visualization through sketches, Diagrams and Topology (this includes the 
use of visuals, sketches and diagrammatic representations and designs that are 
translated into 3 Dimensional/ Topological images. 
(c) Algorithmic / Procedural Design (This involves the creation of 3D 
prototypes, models or Images that represents the real design initiative through 
the use of the step by step procedural techniques/approaches such as simulations 
using dummys, mock-ups or role play and or prototypes.  
(d) Open- ended approaches – Emergence (This involves the adoption of an 
open-ended finality or if the need arises, of taking advantage of any envisaged, 
unintended or unforeseen results, which might create a new impetus for a new 
(or for another) design initiative resultative from those problems encountered.    
 
5. Issues of Dialectics as a Subject and its Implications on the Narrative of 
Design / New Design Paradigms. Dialectics – A brief Descriptive Analysis       

The issue of Dialectics and the various discourse and its interrelationship 
with industrial design that has necessitated or brought about this discussion of 
New Design paradigms, has been on-going for some decades now. As a result, 
to help us assimilate better the concept of dialectics in its core form and how it is 
applied to human thought and philosophy, an attempt shall be made to take a 
cursory look at some descriptive analysis of its form, meaning/definition and 
context of its usage as it affects the topic under review. According to Bertell, O. 
et al. (2008) who stated that the term Dialectics emanates from that branch of 
philosophy which according to him refers to “any formal system or discussion of 
reasoning by Dialogue of intellectual investigation and mode of exposing what 
is, and what is not, in order to elicit and arrive at what the truth or conclusion is, 
or should be”. Continuing he says “It (Dialectics) uses (any) or the exchange of 
logical or superior arguments and or examples at arriving at such a conclusion”.  

Furthermore, Adler, M.J.(2000) in his body of work also asserted that 
“Dialectics is that method of discourse (not debate) between two or more 
persons, who holds a divergent or different points of  views concerning a given 
subject matter. Where each of the concerned party is wishing to establish the 
truth by adopting (using) the reasoned forms of superior arguments to achieve 
their goals.” In the same vane, Spramzi, M. (2011) puts forward an expanded 
dimension to the above where he says that “Amongst the concerned party (or 
one of them) may favour the “TRUTH” ( where the truth here could be referred 
to as the highest value of man’s intellectual comprehension/ acceptability). That 
this truth could be discovered only through reason and logic that is proven 
during this discussion, reasoning and intellectual investigation. Where the role 
of Rationality, logic and intellectualism (which is proof and not of emotions) in 
this regard, is the proper means of persuasion and the right vehicle for the 
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discovery of the truth. Where the truth here is referred to, or rather (according to 
Adler, M. J. (2000) while quoting “Socrates”) means the “greater good”. This 
infers that society should always seek the truth as a guide to the just and 
Egalitarian society we all seek. So how does this all relate to Industrial Design 
and the narrative of New Design Paradigms. The issue of this Design Discourse 
is therefore so apt when its placed side by side the issues and views put forward 
as to the meaning and essence of Dialectics as a field of study. The study, 
practice and Approaches of Design activity fundamentally seeks to establish that 
core Design Element or Truth which makes up the Core or the very Nature of 
any Design Initiative or endeavour. Design makes use of reasoning. Logic, 
Rationality and Intellectualism as the channels and vehicle for arriving at or for 
the discovery of the ideal and proper Design “Truth” that endures for the greater 
good of society, man and his environment.         

To further embellish this notion therefore, we could attempt to drive the 
already accepted narrative and concept of Dialectics a little more by attempting 
to examine the Hegelian Dialectical position and concept, which is based on 5 
(five) types of concepts according to George Wilhelm Friedrich Hegel himself 
quoted by Ayer A. J (1984) who stated as follows:-    
• “That everything in life is Transient and finite as they all exist in the 
medium of Time and Essence. 
• That Human History unfolds and it progresses as a dialectical process.  
• That everything is made up or composed of opposing forces and 
contradictions. 
• That quantitative change leads to qualitative change and that for the sake of 
change for change sake gradual changes leads to crises.  
• That change in its innate nature is made up of a Helical/Spiral force and not 
circular.” 

The above 5 concepts further entrenches the Hegelian dialectical position 
which is hereby presented as three stages of development: A Thesis – which 
necessitates a reaction-: An antithesis – which contradicts or negates the thesis. 
The resultant tension between the two is usually resolved by means of:- A 
synthesis. The formula for any dialectic discussion according to Friedrich Hegel 
in Howard L.I.W. (1989), became – Thesis – Antithesis – synthesis or (Abstract 
– Negative – concrete). This became the Hegelian standard called “Hegelian 
dialectics”. This view also holds true with the law of “the Negation of the 
Negation” which according to Ira, G. (1986) tends to support the position of 
“Heraclitus” who believes in the concept of dialectics as being “a unity of 
opposites and opposing situations or arguments” that is founded on the 
philosophy which according to Howard, L.I.W. (1989) states that “everything is 
in constant change due to the inner strife and opposition within the given object, 
circumstance or situation”.     

Some other concepts and positions of Dialectics relevant to the issue of 
Industrial Design under review, according to Petroski, H. (1994) proposes that 
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the Dialectics of Design and its Implications on the resultant New Design 
paradigms could be stated to represent a “mode of thought or a 
philosophical/metaphysical medium through which an argument or idea and 
contradiction becomes the starting point or beginning rather than a dead end, in 
the attempt at getting to know the truth and trying to arrive at the given ideal 
Design Truth or Circumstance”.     

In the same perspective this type of concept could be used as a method of 
discussion that helps to maneuver the points of the opposing ideology into 
having to contradict its own position or thesis. Looking at it as a reasoned, 
logical and argumentative discourse (discussion) it helps to further or bring 
about the establishment of the desired truth. The process of Dialectics and 
Design interrogation always comes to an end when the ultimate Design truth is 
arrived at and its contradiction is diminished. 

Deducing from all of the varied  or variegated viewpoints on the issues of 
Dialectics and its implications  on Design, it behoves therefore that the ideas and 
concepts inherent in the process of intellectualizing the investigation of the 
discussions and Reasoning, (on Design) that has to do with the concepts and 
content of industrial design and meta design, (be it in their activity, process). and 
practice, is all embedded in the Dialectical process and methods of investigation 
in Design. Where in the end, the truth which, in industrial design could represent 
the culmination of the end product or product design as had earlier on been 
mentioned. This is that which represents the “truth” or “end result” of all the 
lengthy and tedious process or activity of Design (Designing). The discussions, 
reasoning and contradictions still goes on even till today. Where for example, 
the role and place of the Designer in the design process has shifted from seeing 
him work under corporate leadership in order to help actualize the corporate 
business/industry strategy, to become the opposite. A new role has emerged, 
where designers now communicate directly and interface with the consumer or 
individual product end user. As products now have to infuse into their make-up, 
the products culture, aesthetics individualistic (personal) and other 
environmental attributes and concerns  coupled with the ego or personal desires 
of the user, all becoming enclosed or embedded in the products final overall 
make-up. It is now the designers that come up with the Novel ideas of high-end, 
high-tech concepts and products that are now designed and made or produced in 
smaller series, being individualized and customized to fit and suit specific 
customer satisfaction. Sometimes products are produced and delivered to 
customer demand with 24 hours. This is the new Dialectics of a new era and 
New Narrative in the Design Industry of the New Millennia, the New reality and 
New Norm. 

 
6. The Dialectcs of the Phenomen of Design and its Education – A Synthesis    

The debate (discourse) or dialectics about design has gone on now for 
upward of approximately 200 years or at least since the beginning of 
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postmodern Europe and the New machine age of the Industrial Revolution. The 
discussions, debates, and or Dialectics still rages on till today. This is most 
evident and profound in an attempt at its definition of what it actually means. 
This is because the phenomenon of Design cuts across, barriers, boundaries of 
all socio-cultural and political divides as each sector attempts to see Design 
through its own “prism” or the “eye of the beholder” as it were.  

Therefore according to Walker, A.J. (1989) the attempt at defining the 
term Design and also its education has seen (or has had to put up with) such 
“uphill” or sometime “Insurmountable” challenges such that the various groups 
(with sometimes parochial/ vested interests) has helped shaped and stifled the 
teaching and education of Design as a major discipline in schools (from primary 
to tertiary). As a result of this the early attempts at Design education has had to 
be made to adapt to the Teaching practices/ infrastructures that were already in 
place in the various traditional school systems. So saw the need for Design 
Educators to develop new, innovative and practical approaches to learning-based 
and practice-based, Design-led Educational principles and practice. An approach 
that will not only teach but will also be able to provide leadership skills, 
qualities and styles in the pedagogy and inculcation or impartation of the 
required skills for the take-off of the much needed Technological and Industry 
Bias, System of Education needed for todays Technologically Driven Industry 
and society.  

According to O’Brien, J. et.al. (2008), who says that, over the years, 
design education as a phenomenon has grown in “leaps & bounds” and has 
graduated from achieving Professional Training into a viable and recognized 
academic discipline and subject matter in its own right. While doing this, the 
subject has had to be manipulated to fit into and with the conventions of the 
traditional teaching across other traditional disciplines. As an act of 
improvement, Design Education has matured and graduated into modularized 
methods of teaching. In the area of Design research, for example it has adopted 
the practice – based research approach as it relates to the ontology of Design for 
example. The core of Design Education (in its content/context) now attempts to 
focus on the need for innovation, new teaching and new technologies which 
includes material science and technology, together with the new age of Robotics 
and Computer/IT. Technology, including the whole range of the CAF, CAM, 
CAD, and CGI imaging; and the list goes on and on. With the consideration and 
the  infusion of new multi-disciplinary subject areas that will help broaden the 
horizon of would be design graduates. This is intended and aimed at equipping 
the graduands to face the various design challenges they might encounter in the 
society and industry when they graduate. 

So the new Design Educational approach as put forward by Kimbell, R. 
(2005) states that Design Education “has to be streamlined to cater to a Bais 
towards design intuitiveness, ingenious, technical/technological responses and 
result-oriented reasoning”. From the above scenario therefore has emanated a 



229 
 

fresh approach, designed to meet and achieve the following 3 objectives, steps 
and approaches: 
• An approach that will direct students abilities towards a conscious and critical 
awareness of ethical, emotional and aesthetic values, applying  technical 
possibilities, resulting in their ability to make valid  intellectual Design decision 
which amounts to (Design Awareness).  
• An approach that will extend and improve the graduates/ learners skills and 
faculty to be able to help them bring conceptual Design ideas into physical 
fruition which amounts to (Design Activity).  
• An approach that will make conscious, the experience and satisfaction of this 
and other creative activity, that engenders creative abilities which will result in 
tangible products. This amounts to (Design manufacture/fabrication). 
 
7.  Conclusions  

The Dialectics and the “Theorization” of the concepts and phenomenon of 
Industrial Design viz-a-viz Meta design has come a long way and the “journey” 
is not over yet. As the discourse and reasoning continues even till today. This is 
so because new and Novel discoveries/ frontiers in their theory and practice are 
being “unearthed” and they keep evolving by the day. It was established in the 
course of this research that the concept, practice and introduction of Meta-design 
put succinctly means, “The Redesigning of Designs” which is achieved by 
employing the  interdisciplinarity approach which uses various collaborative 
efforts/approaches of designers that has helped unraveled or sometimes resulted 
in New Design initiatives or (and) New design paradigms. Such as those that 
come about and that has been inspired by the way living organisms/systems 
work and function. This represents the opening up of new vistas and fields of 
discipline that aims at improving the way humans feed, clothe, shelter, 
communicate and cohabit together. The issue of the phenomenology of Design 
viz-a-viz that of Meta design was also examined as being the study of the 
philosophical, content, structure and make-up of the consciousness of the 
concept, content and ideology of Design both as a subject discipline, and 
profession and the influences at the attempts at its pedagogy and Education. It 
was established that these attempts at its education must compulsorily adopt the 
following recommended three steps or approaches, which are firstly to direct 
students abilities towards a conscious critical Awareness of ethical, emotional 
and aesthetical values. Secondly, to extend and improve the graduates/ learners 
skills and faculty in order to bring their conceptual Design ideas into physical 
fruition and Thirdly to make conscious and help entrench all of the above stated 
facts coupled with all of the other creative activities that will help engender such 
creative Talents and abilities that will result in the production of Tangible 
physical products i.e Design manufacture/ fabrication. This is what Design is all 
about. 
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Abstract: The modernization of higher education in the field of plastic arts methodology, the 
improvement and development of the educational methodology, as well as the professional 
rise of the teachers are the key issues in raising the level of creativity of the future plastic art 
teachers in the context of the new requirements of artistic training. The volume of creative 
knowledge and skills varies from one person to another; it is our permanent intention to know 
and understand creativity, to demonstrate the laws of artistic and plastic creativity, to create 
a logical theory through which personality can be developed creatively, thus contributing to 
the complex process of the student's artistic activity. Art contributes to the development of the 
artistic creativity of pupils / students, constituting a source of knowledge of national and 
universal culture through the many methodological, plastic and technological varieties 
specific to art, which offer vast possibilities to create a creative product of artistic, aesthetic 
and cultural value. The development of creative writing skills initially involves a visual 
experience, followed by the stages specific to the creative process in the field of fine arts and 
is finalized by a material form of the creative product, obtained through specific means in the 
field of fine arts. 
Key words: art, creativity, artistic and plastic creativity, subject-matter, artistic education 
 
1. Introduction 

In the development of artistic and plastic creativity, a primary role 
belongs to the creative process itself. The creative process is a specific activity, 
which involves creative thinking, develops specific skills and attitudes specific 
to the plastic arts engaged in the examination of the forms of reality and in the 
selection of the aesthetic tangible ones, turning them into a significant unity of 
the creative work. The correlation and interaction of training and creative 
activity processes is of particular interest. That is why we are constantly 
researching the laws of the development of artistic creativity, we study the 
methods and forms of organizing the training process and, at the same time, the 
creative process. Many research in pedagogy is geared towards improving the 
training process to discover the creative potential of personality. 

 
2. Discussions 

The plastic work developed in the creative process is the consequence of 
an experience, obtained by visual perception, of the direct involvement of the 
creative personality in the activities of study, analysis and discovery of the 
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visual world; which is the result of an investigation and methodological 
research; aiming at revealing the relations between the plastic elements, the 
plastic shapes, the symbols and their significance. From Hegel's philosophical 
and aesthetic system, we define as meaningful to our research object the 
definition of aesthetic activity, identifiable with artistic creativity, as the way to 
freedom (Apud Vl.Paslaru, 12, p. 79). 

XIXth century. An interesting concept on the concept of creativity 
expressed a century ago the  French esthetician of Romanian origin Şt.Lupaşcu, 
who demonstrated that in art, thinking is not only a discoverer of laws and 
principles, as in scientific knowledge, but the field in which truth (artistic) 
becomes as such. "In other words, according to Vl.Paslaru, the truth (according 
to Şt.Lupaşcu.- O.A.-S.) is not just what exists a priori and outside the 
knowledgeable subject; the truth is the becoming of the knowing subject, of the 
human being. Or, the truth becomes true; it is created by the very human being 
as truth. "[12, p. 81]. From Stefan Lupascu's conception, we also learn other 
valuable theses that reveal the essence of creativity, such as: 
- unity / Diversity / Complementarity of the subject - object: 
- artistic image / creation is both subject and object; 
- the origin of the artistic image's freedom in the receptivity and modality of the 
subject, the factors of influence on the receiver, etc .; 
- the ability of the artistic image to be simultaneously real and unreal; 
- the dynamic and never sure of the artistic image, being mobile and pluralistic; 
the image as an inner reality conscious; 
- creative imagination as the strongest and most fertile phenomenon specific to 
psychism; art as a process of knowledge of knowledge, awareness of 
consciousness; 
- the art's tendency for the subject to merge with the object, or vice versa: the 
subject and subject merge to disappear; 
- the ability of creative imagination to release man from the tyranny of the 
subject (or self) as well as that of the object (the universe); 
- the self-sufficiency of imaginative universes - subjective and objective, real 
and fantastic, true and false, etc .; 
- the truth of creative imagination: here everything is true, because everything is 
possible; and every possibility is true; 
- the reversible character of temporality in art and the playful character (it is a 
toy) of space; 
- the quality of the spiritual product of art, resulting from "interference in the 
biological universe, which mingles in the physical universe, in order to obey 
both the psychic universe" (= spiritual.-O.A-S); art is not an escape from the real 
world, but a transfiguration of it; 
- conceptual excellence of art work; the imminent character of emotion for art: 
art without emotion does not exist; affection is a given of being, so art is 
essential to existence. [Apud Vl.Paslaru, 12, p.83-84]. 
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The XXth Century marks tremendous developments in classical ancient 
and modern aesthetics, both on the coordinate of the work, as well as on those of 
reception and of receiver, which are the components of creativity in art. M. 
Heidegger appreciates: "The artist is the origin of the work. The opera is the 
origin of the artist "[6, p.31], develops the thesis already elaborated by 
Şt.Lupaşcu, that in the work of art the truth is not discovered, but it is created 
continuously and that this is the receiver that is defined by it as a preservationist 
and as the second author of the work of art. 

 
3. Results 

An original aspect of M. Heidegger's concept is the thesis on the 
occurrence of truth in the work of art: it reappears every time the work is 
received, with new valences, coming from the quality of the receiver [6, p. 76, p. 
91 ]. A second great aesthetician of the 20th century is H.R.Jauss, who 
developed the theory of aesthetic experience, according to which art (literature) 
is an endless process of aesthetic communication in which the author and 
receiver of the work come into contact. H.R.Jauss also acquires the receiver with 
the status of the second (re) creative subject of the work of art, because, he says, 
it extends its own waiting horizon to the work [7]. 

 
Table 1. Researchers and scholars on the concept of art 

C.Radu The immanent attributes of art: 
- art as the demiurgic dimension of man; 
- art as a hypostasis of freedom (Apud V.Maşek); 
- art as imagination and reflection; 
- art as an active and exploratory attitude; 
- art as a factor to strengthen the harmonious unity of the individual, to 
maintain the system unit of the world of values. 
- formal art (renders objects form, expressive form). 

I.Moraru - the definition of creativity as an appropriation of existence; 
- typology of creative personality: with low index of creativity, volitive, 
cumulative, combinative-volitive, cumulative-combinatory-volitive, 
combinative-fabulative, combinative-critical, cumulative-hypercritical, 
ideative, ideative-imagistic, imagistic, ideative-imagistic-object 

Im.Kant, 
developed by 
W.Tatarki ewicz 

Definition of artistic form as: 
- provision, order of the parties; 
- what is given directly to the senses; 
- the boundaries or outline of an object; 
- the conceptual essence of an object (Apud Aristotle); 
- the intellect's intake at the perception of the object 

N.Kandinsky Twelve examples of punctual form 
W.Worringer - Form as art of ornamentation; 

- syntax of artistic language 
I.Frunzetti The realistic character of the ornamental motifs in the Romanian folk art 
L.Blaga Geometrism of Romanian folk art 
N.Dunăre The framing of the Romanian folk art in the contemporary creation 
Z.Dumitrescu - Defining the form of plastic art: means of expression and aesthetic 
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communication; 
- the notions of plastic language: the point, the line, the surface, the 
volume; 
- particularities of geometry in Romanian folk art; 
- categories of symbols in plastic art. 

D.Mihăilescu - defining languages as a form of individual manifestation, as a functional 
communication system; 
- classification of languages (sound, visual); 
- definition of form as raw material, means of expression and aesthetic 
communication. 

S. and I. Cibotaru - styling as an element specific to the artistic form; 
- classification of popular ornamental motifs (abstract, cosmomorphic, 
phytomorphic, zoomorphic, anthropomorphic, social) 

I.Şuşală Initial benchmarks specific textile art 
J.Chevalier and 
others 

The symbolic values of artistic language 
 

Dicţionarul de 
artă (Dictionary of 
art) -2000 

Plastic language identification  with artistic form 
 

D.Mureşan - Functions of plastic language: fixation, expression, communication, 
knowledge and influence and transfer of information;  
- PL elements, equivalent to forms in nature 
- the connotation of plastic art; 

 
- The development of artistic creativity takes place within the creative process, 
which is a specific activity that plenarily involves creative thinking, develops the 
skills and attitudes specific to the plastic arts engaged in the examination of the 
forms of reality and in the selection of the aesthetic tangible, turning them into a 
unit of the creative work. 
- As seen from previous conceptualizations, the creative personality is 
essentially determined by the development of its creative skills, the formation / 
development / manifestation of specific attitudes for plastic art. The notions of 
the two essential characteristics of the creative personality are imagination, as 
the process of reproducing the new by (re) combining the previously acquired 
information; general intelligence that provides problem solving and problem 
situations; logical (deterministic) thinking and artistic (reflexive) thinking, 
which ensures the unity of imagination with the intellect (Kant), designed 
multiphase based on the information-operational unit, realizable in a convergent-
divergent sense; special skills (artistic-aesthetic); general attitudes (affective, 
motivational, characteristic) and artistic (of reception - creative) attitudes. 
- Characteristics of the creative personality in the plastic arts. We considered 
from the very beginning that the student of plastic art pedagogue is by definition 
a creative personality in training, an idea endorsed by several authors, including: 
I. Bontaş [1], L. Cantemir [4, 5], M. Carcea [ 4, 5], V.Dulgheru [4, 5], J.Guilford 
[Apud 16], H.Gougli [Apud 13], V.Lowenfield [Apud 16], I.Moraru [8, 9] 
[Apud 13], G. Nagâţ [10], G. Popescu [13], M.Roco [14], A. Roşca [15, 16], 
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C.Taylor [Apud 13], M. Zlate [13] from the works of which we synthesized the 
characteristics of the creative personality, which we present in Table 2 according 
to the established personality structure: 
- Skills (knowledge + capabilities / skills + attitudes) - Characteristic traits - 
Behaviors. 

Table 2. Values specific to the creative personality 
Competencies  

Knowledge. The student 
will know / understand: 

- genres of decorative art in correlation with other genres of plastic 
art; 
- compositional principles in textile art works; 
- the components and characteristics of elements of artistic 
language / artistic form in the fine arts / textile art; 
- the role of basic knowledge of decorative art in rendering plastic 
symbols of plastic language elements; 
- the difference between shapes and lines in creating the abstract 
decorative composition; 
- the artistic methods and basic techniques for the elaboration of 
textile art / art prints; 
- the role of pedagogical practice in strengthening the knowledge of 
artistic-plastic language / textile art. 

Capabilities / Skills: - to develop (J.P.Guilford); 
- to adapt quickly to any situation (V. Lowenfeld); 
- to design goals in the medium and long term (G. Popescu); 
- to form conceptual-action capacities (I.Moraru); 
- to anticipate difficult issues (M.Roco) 

Skills: - Intellectually systematized (J.P.Guilford). 
- Restructuring, analysis, synthesis and coherence of the 
organization (V. Lowenfield). 
- Visual acuity and manual ability, manifested in skills: 
• Fast, accurate and durable fixation of the visual image of objects; 
• perception of the whole, with a lower inclination for analysis; 
• to correctly assess the vertical or horizontal line deviation; 
• Appropriate appreciation or reproduction of the proportion of 
objects; 
• appreciation or artistic judgment (to distinguish the original copy); 
• Drawing; 
• fast and accurate fixation of the visual image and objects; 
- Rapidly linking processes and ideas; 
- operative thinking (G. Popescu). 
- Discrimination of spatial aspects (G.Nagâţ) 

Attitudes: - It is self-defining (J.P.Guilford). 
- It is sensitive to problems, phenomena; identifies with the 
problems of alterity (of persons and social); manifest variability in 
ideas (V. Lowenfeld). 
- It is tolerant in ambiguous situations; he trusts in his own creative 
capacities; (C. Taylor). 
- Manifest attitudes in various cultural contexts and forms of 
creation (G. Nagâţ). 
- Appears as an artistic type (poet, plastic artist, musician) and as a 
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thinker (researcher, inventor); is sensitive to problems that require 
original solutions (G. Popescu). 
- Interest in new, attraction to difficult problems, attraction to 
complexity, self-desire, self-refinement, appreciation of values 
(M.Roco) 
- It is sensitive to problems, phenomena; identifies with the 
problems of alterity (of persons and social); shows variability in 
ideas (V. Lowenfeld). 
- It is tolerant in ambiguous situations; trusts in his own creative 
capacities; (C. Taylor). 
- Manifests attitudes in various cultural contexts and forms of 
creation (G. Nagâţ). 
- Appears as an artistic type (poet, plastic artist, musician) and as a 
thinker (researcher, inventor); is sensitive to problems that require 
original solutions (G. Popescu). 
- Interest in new, attraction to difficult problems, attraction to 
complexity, desire for self-sufficiency, desire for self-refinement, 
value appreciation (M.Roco) 

Character features 
- Sensitivity to problems, sensory sensitivity, responsiveness, mobility (V. Lowenfeld). 
- Fluidity, flexibility, originality, elaboration (J.Guilford). 
- Inventiveness, uninhibited independence, enthusiastic versatility (M. Zlate). 
- Imagination, talent, better development of the right hemisphere - "the seat of artistic 
competence" (M.Roco). 
- General aesthetics: aesthetic taste, aesthetic judgment, abstract thinking; fluency in ideas, 
independence in thinking, active perseverance, self-confidence, the need to produce the new, 
fantasy and creative imagination; 
- Sensory-motor: observation spirit, visual acuity, sense of light and color, sense of proportion, 
rhythm, shape and volume; 
- Motric: manual dexterity, good coordination of vision and hearing, accuracy and speed in 
hand movements; 
- Intellectual: high intelligence (at least medium), rich imagination; 
- Affective and motivational: passion for art, sensitivity, perseverance and work power (G. 
Popescu). 
- Analytical, critical, flexible, commutative, lateral, divergent thinking, prediction intuition, 
flair, decisional thinking involved in ingenious problem solving, conceptual intelligence, 
creative thinking (intellectual component); 
- passion for work and creation, boldness and courage to address problems from the 
perspective of the new (the affective-volitional component); 
- perceptual intelligence, the sense of seeing / detecting / detecting the new quickly and 
precisely, the combined imagination (the perceptive-imaginative component); 
- motor intelligence, perseverance in the transposition and application of the new (motor-
action component) (I.Moraru). 
- The sense of proportions, rich imagination, empathy, visual and tonal memory (G.Nagâţ). 
- Courage in addressing difficulties and avoiding routines, independence in thinking and 
action, non-conformism, perseverance, self-denial tendency (M.Roco) 

Behaviours 
- Shows  stable epistemic curiosity; reflects reality in concrete-sensory images (involving 
sensations, perceptions, representations) or abstract, created by the plastic language (G. 
Popescu). 
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- Different thinking, artistic thinking (including visual-expressive thinking and abstract-
theoretical thinking) (D.Muresan). 
- Creative Thinking (Al.Roşca et al.). 
- Memory: characteristics (association, capacity, clarity / precision, longevity, selectivity, 
degree of training) and types (professional, visual) (Dulgheru and others). 

 
- The picture synthesized by Table 2 of the creative personality values 
demonstrates that the science of this field has not yet established a clear, 
sufficient epistemic vision of the personality structure of the plastic artist. 
- The artistic and aesthetic knowledge specific to the activity in the field of fine 
arts is not mentioned by any author consulted by us, which is a serious gap in 
this domain of aesthetics, since they are indicated even by the curricula [2, 3 ]. 
- The capacities for artistic and plastic activity, although in reality are very 
large, are mentioned by a few authors and in small numbers. 
- The specific skills in the plastic arts are defined by G.Nagâţ, according to 
which they supplement the general ones (intellectual, attitudinal, motivational), 
but alone can not ensure creativity, but only in correlation with intellectual, 
affective, motivational value etc. In painting, for example, at least an average 
intellectual coefficient is required, and for a symbolic, analytical or allegorical 
drawing a much higher coefficient [10]. 
- Developing specific skills, says G. Popescu, ensures the attainment of the 
superior levels of creativity, the innovative and the emerging ones [13]. 
- Creative attitudes in the plastic arts are not rigorously systematized. M.Roco, 
for example, quoted by G.Popescu, identifies a series of creative attitudes [13, 
p.128], which, according to Vlad Pâslaru's concept of attitudes [11], are in fact 
their own manifestations or traits (See Table 2). 
- The specific characteristics of the plastic artist, as well as his other values, are 
not epistemic and are not systematized. However, there are attempts to consider, 
such as that of G. Popescu, which structures the values of the plastic artist in the 
sensory-motor skills involved, motor skills, intellectual abilities and affective, 
motivational and characteristic features (see Table 2). 
- The indicated values, although not at all, exhaust the entire axiological 
spectrum of the personality: 
- Creative (eg, the authors have not indicated their special knowledge), points 
out specific skills, traits and behaviors sufficient to identify a creative person, 
especially as the singular implicitly includes the general, so a single 
competence, ability or behavior can identifies an artist. 
 
4. Conclusions 
       The creative personality in the field of fine arts has the same psychic and 
axiological structure as the common man, but its components are marked by 
specific values, such as: highly developed visualization mechanisms, 
conceptualization and re-organization; increased sensitivity to visual imagery; 
developed affective perception; special knowledge in the field of fine arts; 
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capacities and special abilities of perception, imagination, thought and artistic 
and plastic creation very developed; special artistic / artistic and plastic attitudes 
and attitudes; artistic and plastic vision of the world; inherited and educated self-
styled capacity as a human being of art. 
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4. PROPOSALS REGARDING WORK STRATEGIES IN PLASTIC 
VISUAL ACTIVITIES  III. DEVELOPING THE CREATIVE BEHAVIOR 

  
Ana-Maria Aprotosoaie-Iftimi248  

 
Abstract: Contemporary psychologist Didier Anzieu249 speaks of five phases of the process of 
creation: creative emotion, gaining consciousness, transposition, elaboration, and exposure. 
Each of the five phases has a correspondent in the stages of development of visual-plastic 
educational activities, and the role of the teacher is essential in each of them. Starting from 
the five phases, we propose an approach pattern to the creative process, adapted and 
developed during the years of experience in pre-university educational environment, and 
refined throughout the research activity carried out in the university environment. 
Key words: creative process, creative behavior, vizual art teacher, creative child 
 
A. Establishing a relationship with the self 

Establishing a relationship with oneself and "deepening oneself" 
corresponds to regression or the creative emotion. Each of us looks for a quiet 
place, away from the crowd's noise, where one feels comfortable, where one 
retires as into a protective cocoon. The artist, through the creative process, is 
capable of regression, escape and self-denial, through fluctuations between the 
inner and outer world. In this sense, the archetypal representations associated 
with the feeling of entering into a relationship with something essential are also 
involved. Thinking through abstract concepts is abandoned in favor of figurative 
thinking and expression through concrete images and effects that will fix the 
subject of the visual representation. In the dialogue with students, the teacher 
can use his or her childhood memories, personal experiences in this regard. A 
method to provide a teaching material that is always available can be done by 
creating a personal museum that encourages the student's regressive attitude. All 
children have an affectionate attraction towards certain objects that they attach 
to their thoughts and feelings; everybody likes to gather objects and to keep 
starting from the early years of their lives. Encouraging this practice at older 
ages as well, we can establish a relationship between the interests of the child 
and the creative productions we engage him/her in. Creating a personal museum 
(a collection of objects, things, images that he loves, which he/she feels attached 
to in one way or another), the young person will be stimulated in a different 
manner, he/she will perceive differently the surroundings and he/she will be 

                                                
 248Lecturer PhD., “George Enescu” National University of Arts from Iaşi, Romania, email: 
anamariaiftimi@gmail.com 
249Anzieu Didier, Le corps de l’œuvre,Gallimard, Bibliothèque de l’inconscient, Paris,1981, pag. 377.  



241 
 

encouraged to build his/her own culture, which will be a treasure, a place of 
refuge. Over the years, this museum can be enriched, thus becoming a genuine 
intimate space, the expression of the direct and indirect relationship between the 
child/the adult and the world. Thus, it is possible to collect reproductions, 
illustrations, photographs, drawings, sketches and other objects centered around 
a theme, an event, that will allow for more openings, more dynamism, the 
possibility to seek refuge, to evolve and so on. The exchange of ideas, verbal 
exchanges between the student and the teacher or colleagues based on the 
existence of a personal museum allow, up to a certain extent, to perceive their 
own interests. At this stage, in the school environment, the teacher tries to create 
an atmosphere of calm, tranquility, an atmosphere that facilitates the awakening 
of dormant creative emotions. This is amplified by the tone of voice and an 
encouraging attitude, through color images, music, etc. 
 
B. Establishing a relationship with the outside world 

Establishing a relationships with the outside world can coincide with the 
stage of enlightnment or of the rising awareness on the unconscious mental 
representations. 
• Fantomatic figurative expressions become acknowledged and they get set as a 
guideline. It is the stage in which the young creator doubts, is in full search, 
forgets his/her own identity, is absorbed entirely by his/her work, identifies 
himself/herself with it, has an animated consciousness of things, and needs a 
positive illusion. At this stage one can find the positive role of the teacher 
through constant encouragement and support in the searches made by the 
students. Children should be encouraged to get involved as much as possible in 
what they do, to create works to represent them and that are done only by them, 
without help or the teacher's intervention. 
• For the artist, the surrounding objects/things are not singular but they are 
perceived as being determined by a universal order whose key is to be 
discovered. When painting a landscape, he/she really represents nature as a 
whole, and when he/she represents a scene with characters, he/she actually 
depiscts a certain level of representation of culture. Thus, the way in which 
things are represented is no longer part of the ordinary sphere, obtaining a 
superior status. At this point, the creative child can be encouraged to observe 
and reflect on the things that surround him/her and on the peculiarities and 
relationships between them. 
• The artist sees what nobody has seen yet. He is an opportunist, a collector, but 
also an inventor, a person who transforms things: a common, ordinary thing 
becomes a subject of admiration. The child can be encouraged to consider 
several possibilities: to draw sketches, to write notes, to write/sketch his/her own 
thoughts, to process previous sketches, to modify the original objects - 
destructuring, recomposition, etc. 
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C. Establishing relationships within the activity 
Establishing relationships within the activity would coincide with the 

stages of transposition and development, proposed by contemporary 
psychologist Didier Anzieu. 
• Man can not live on this earth without leaving in one way or another a trace of 
his existence; therefore, he builds and/or modifies nature. Starting from an 
object/idea, the artist is an architect that organizes the raw material based 
oninternal laws, rules dictated by his own geometry. The creative child is at the 
stage in which he/she has to be encouraged to make/do something all the time, 
alone or in collaboration with someone else (each child can make a part of the 
whole, which will then be associated with another part from a colleague in order 
to achieve a collective object). 
• Transposition involves establishing a code and painting a representation. The 
artist chooses the materials, the support to give shape to the artistic expression. 
At this stage, the role of the teacher is to facilitate the students' expression. The 
choice of the materials should remain open and not be imposed or directed by 
the teacher. The teacher should leave the situation sufficiently open for the 
student to have the impression that he/she gets to choose the means he/she 
agrees. 
• Elaboration involves the proper realization of the work, in the smallest detail, 
until the author considers it to be finished. In all the things we perceive we seek 
an idea, we need logic, a thread that guides us to decrypt the world around us. 
Around all the points of reference that we have, there are established 
relationships between the elements determined by the orientation of the forms, 
rehearsals, analogies. The artist uses various procedures to direct the reading of 
his own creation. Thus, the space of the work, regardless of the adopted 
technique, is organized and viewed / perceived from left to right, from top to 
bottom. The role of the teacher is to facilitate the work environment by 
removing the stimuli that can disturb the field of vision. The child, during 
creation, must be encouraged and guided to ensure continuity between elements, 
to complete the work. 

 
D. Establishing relationships with others 

Establishing relationships with others or exposure is the time when the 
artist makes his creation known. Having certain qualities recognised motivates 
action. For the artist, there are reasons and ways to seduce the audience, forcing 
it to stop and come closer, to attract its attention with the aim of making it 
interested, even if that interest produces pleasure or shock. Opening the heart, 
expressing opinions means that the taken measure has attracted attention. The 
child must understand and feel that his artistic production matters and therefore 
that he/she, as a being, counts through his/her creation. The child needs the 
teacher's remarks and it is desirable that he/she encourages every creative and 
imaginative effort, however small and insignificant it may seem. 
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After the artist has attracted attention through his creation, someone will 
lshow interest. It is the moment when the artist welcomes the spectator without 
telling him/her everything, letting him/her understand that there are things that 
have not yet been discovered, so the spectator is compelled to see what the artist 
wants to show. The child can be encouraged to express their own ideas about the 
work, what he/she wanted to do - to stir curiosity, to express himself/herself in a 
personal manner - even if those ideas may seem curious or impossible, fantastic. 

• In order to attract the attention of the adult, the child knows how to draw 
attention, thoughts, to capture them. It's just like in the case of some artworks, 
masterpieces, or those portraits that seem to be watching us in any direction we 
move. Images attract, they cause emotions. The images that make time stop are 
those that will fascinate the spectator in one way or another. The artist wants to 
keep the spectator in front of his work. It is the stage that involves presenting 
children's work, giving value through exposure. It is the stage in which the 
teacher makes collective or personal exhibitions with the works of young 
creators, facilitates the knowledge of students' works to a wider audience - 
colleagues, teachers, parents, community, etc. 

 
Conclusions 

Art is essential in the formation of the contemporary man, even if art 
education is often considered not to be "practical" by the teachers teaching 
scientific, technical or theoretical subjects, by parents, and often by the 
community. Because of this, art did not integrate satisfactorily into the list of 
school disciplines. In schools, the predominant learning model is the traditional 
one, based on the scientific approach, the artistic discipline in school should be 
considered as an essential creative factor of personal evolution, as a discipline of 
mediating all knowledge and of forming basic cultural competences. Regarding 
these ways of approaching and organizing the didactic activities at the visual-
plastic education classes, they were commented with the interested students, 
during the years, during specialized seminars. Later, students were encouraged 
to develop and address these opportunities in pedagogical practice activities 
supported by the didactic training program. 
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5. IASSY – SOURSE OF LOCAL, NATIONAL AND INTERNATIONAL 

TALENTS 
Mirela Ștefănescu 250 

 
Abstract: The city of Iaşi, one of the most important visual art centers in the country, is one 
with an extraordinary creative potential, this being the reason why in this paper we 
mentioned local artistic personalities of national and international value. In this context, we 
will present among the most relevant exhibiting events that are constantly organized in Iaşi 
and which bring together local, national and international creative values. We would like to 
mention the ArtIS Salons, the Drawing Salon, the Iasi Identity Exhibitions, the Visual Arts 
Exhibitions of the International Festival of Education, the Visual Arts Exhibitions of 
Euroinvent, Inventica, the International Triennial Texpoart, the International Biennale of 
Contemporary Engraving, as well as visual artists who have already integrated into the 
international circuit, being rewarded with numerous awards and distinctions among the most 
honored. Thus, local artistic life is in a continuous creative effervescence, supported by the 
numerous exhibitions of consecrated and young artists who come to the audience with a great 
variety of styles. 
Key words: visual center, creative potential, exhibition events, international value 
 
1. Introduction 

The Iassy city, defined by history, culture and spirituality, enjoys to an 
authentic and valuable cultural heritage, being one of the oldest and most 
important urban251 centers in the country, with a considerable offer of valuable 
artists, writers, critics, historians, scientists, doctors, engineers, etc. which have 
successfully integrated to European culture and values. Being a remarkable 
educational center, it was natural for many important people to educate 
themselves, to live and to create in Iassy, some of them remained, and others 
chose to go to other cities in the country or abroad. „With an institutionalized 
artistic life from the beginning of the nineteenth century, with national priorities 
in the field of performing arts, literature and visual arts, Iassy is a great cultural 
center with an artistic offer which is an important share of value in our recent 
history”252. 

Among the representative names of the Romanian culture that have 
worked in Iassy we mention, plastic artists such as: Constantin Stahi, Gheorghe 
Popovici, Theodor Pallady, Octav Băncilă, Camil Ressu, Nicolae Tonitza, 
Ştefan Dimitrescu, Jean L. Cosmovici, Richard Hette, Călin Alupi, Corneliu 

                                                
250 PhD., “George Enescu” National University of Arts from Iaşi, Romania, email: 
mirela_stefanescu@yahoo.com 
251 Iaşul is crystallized as a city center 611 years ago 
252 Presentation of Iasi - Iasi Foundation - European Capital of Culture - http://iasi2021.ro/content/ uploads / 
2015/11 / Culture-IASI.pdf, 25.03.2017. 
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Baba, Sabin Balasa; art critics: Petru Comarnescu, Constantin Ciopraga, Dan 
Hăulică, Radu Varia; writers: Mihai Eminescu, Titu Maiorescu, Ion Creanga, 
Vasile Alecsandri, Gheoghe Asachi; musicians: George Enescu, Eduard 
Caudella, Gavriil Musicescu, Sergiu Celibidache, Iosif Sava; actors: Matei Milo, 
Lucia Sturdza-Bulandra, Petre Gheorghiu, and many others; 

Along side the people of culture in the area of Iassy, we find famous 
physicians or great doctors such as: Ştefan Procopiu, Ion Ionescu de la Brad, 
Petru Poni, Alexandru Obregia, Grigore T. Popa etc. Remarkable musicians and 
actors had real successes in the country and abroad, including: Viorica Cortez253, 
Ovidiu Lipan, Elena Mosuc254, Anamaria Marinca255, Cristian Mungiu256, etc. 
 
2. Discussions 

If we make an overview about history of the culture from Iassy, a city 
considered The Spiritual Capital of Romania, we find a significant number of 
personalities, artists and scientists representative for their specialty field. Thus, 
we will present in this paper the important visual artists both for the history of 
national art, but especially for the local history of painting, graphics and 
sculpture. 
 The creative talent of the visual artists from Iassy was noted in relevant 
exhibition events organized in the country and abroad, where the aesthetic value 
of the exhibited works of art is appreciated. Among the visual artists who 
present to the public various stylistic approaches, which are meant to illustrate 
the contemporary art from Iassy in various personal or collective exhibitions and 
who they have already integrated in an international artistic circuit, we mention: 
Felix Aftene, Jenö Bartos, Dan Covataru, Dragos Pătrașcu, Matei Bejenaru, 
Atena Elena Simionescu, Constantin Tofan, Mircea Ștefănescu, Liviu Suhar, 
Carmen Solomonea, Miruna Hașegan, Cristian Ungureanu, Mihai Tarasi and 
many others, being rewarded with numerous awards and distinctions among the 
most honorable. "The particularity of Iassy's visual art is that the cultural and 
artistic events unfolded in Iassy have a great relevance on national and European 
level, which being well reflected in the art critique and mass-media”257. 

Iassy, one of the most important centers of visual arts from country, is a 
city with an extraordinary creative potential, in which are constantly organized 
exhibition events that bring together the local, national and international creative 
values. We would like to mention some of these events, such as:  ArtIS annual 
UAPR Iassy Exhibition, Drawing Exhibition, Iassy Identity Exhibitions, Visual 
Arts Exhibitions of the International Festival of Education, Visual Art 

                                                
253 He received the title of Doage Honoris Causa of UNAGE in 2015 on the occasion of the 155th anniversary of 
the establishment of the first institution of modern artistic education in Iasi. 
254 He received the title of Honorary Citizen of Iasi in 2010 
255 Actress 
256 Director 
257 Mirela Ștefănescu Arta vizuală ieșeană între tradiție și inovație, Review of artistic education, nr. 13-14/2017, 
Ed. Artes, Iași, 2017, p.221 
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Exhibitions of Euroinvent, Inventica, the International Triennial Texpoart, the 
International Biennale of Contemporary Engraving, etc. 

 
Fig. 1. Collective Exhibition Inventica, Université de la UNAGE, 2016 

It is appropriate to detail the ArtIS annual UAPR Iassy Exhibitions258, 
because actually the contemporary plastic creation from Iassy revolves around 
them, which are a tradition over 80 years259, bringing together all the 
specializations of visual arts: painting, sculpture, graphics, decorative arts, 
photography260. Well-represented in the newspapers, ArtIS annual UAPR Iassy 
Exhibitions give us an overview of the contemporary visual art from Iassy, 
confirming the value of artists' creations. "The quality of the art works, the 
seriousness of judging, the care for a proper panotation demonstrates the desire 
of Iasi's plastic artists to present themselves to the public at their true value."261 

ArtIS annual UAPR Iassy Exhibitions are great cultural events and 
professional visual arts exhibitions which express ideological tendencies and 
research of new forms and techniques of plastic expression. “In exhibitions face 
dozens of contradictory styles and trends, in a delightful variety, an open and 
ambitious fight”262. 

 
Fig. 2. Exhibition ArtIS Salon, Hotel Europa, Iasi, 2013, critic Valentin Ciuca 

                                                
258 Over time, it has been called the Official Salon, ArtIS Salon (Art = Art, IS = Iasi), Autumn Salon, UAP Iasi 
Salon. 
259 The official salons of Moldova have been organized since 1939 
260 After the Photo - Video section appeared at the Faculty of Visual Arts and Design, UNAGE. 
261 Magda Sficlea Obreja, Salonul oficial 92,  în 24 de ore, Iași, 14 decembrie 1992 
262 Radu Negru, Salonul de Toamnă în Cronica, Iași,  1-15 .XI.1995. 
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Fig. 3. Exhibition of the ArtIS Salon at the Royal Foundation Galleries in the Mihai Eminescu Central Library in 

Iasi, 2014 
 

One of the relevant exhibitions into the national visual arts, which  
highlights the value of the creations of consecrated artists, which also promoting 
young local students of the Faculty of Visual Arts and Design, is the National 
Contemporary Art Exhibition Erotica, whose curator is the graphician Dragoş 
Pătrașcu. The visual spectacle offered by the visual art exhibitions that yearly 
animate the art landscape from Iassy through the Art Galleries of Union of Fine 
Artists branch from Iassy and other local galleries within the National 
Contemporary Art Exhibition Erotica, reveals the diversity of aesthetic visions 
and the creative potential artists form Iassy representing a special cultural event 
for the contemporary local art. 

Impressed by the retrospective exhibition A century of erotism in art from 
the Pompidou Center in Paris, Dragoș Pătrașcu managed to open in Iaşi the 
Erotica Exhibition which, since the first edition, enjoyed an impressive 
participation of visual artists and, over time, became the National Contemporary 
Art Exhibition Erotica, which can be anytime compared with other exhibitions 
abroad. 

       
Fig. 4. Poster of the Erotic Exhibition April 2017   Fig. 5. Images from the Erotic Exhibition April 2017 

 
The dynamics, freshness and inventiveness of the exhibitions is given by 

the presence of the young artists, the salon increasing qualitatively and 
quantitatively becoming more attractive, being from one edition to another 
assaulted by numerous requests for participation. 
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Another great exhibition event is the Drawing Exhibition Salon, which 
aims to redefine an essential formula. Within this creative framework, the local 
artists seek to be in the trends of revalorization of the tradition, but also to be 
consistent with the experiments of the curent art world263. The actualization of 
the drawing on the stage of contemporary local art was initiated by graphician 
Dragoş Pătraşcu, the author of the project, who considers that this Drawing 
Exhibition Salon was opened for "the freedom that it offers to the artists. (...) In 
recent years, both in the American artistic space and in the great European 
cultural centers, the drawing has become an increasingly important presence in 
exhibitions and biennials, knowing well the local artistic potential, the 
organization of the first Drawing Exhibition Salon after 1989 has been imposed 
by itself. The novelty of this Salon is that in addition to the traditional 
techniques, the gates have been opened to other means of expression such as: 
drawing-installation, drawing-object, drawing-video, drawing-projection ... We 
want to highlight the idea that drawing is everywhere and that all the materials 
of the world are drawn that the drawing is vibrated and experimental, that the 
drawing was never more dynamic”264. 

            
Fig. 6, 7. Exhibition and picture from the Exhibition Drawing Gallery, Cupola Art Galleries, 10th - 30th May 

2015, 4th edition, curator Dragoş Patrascu 
 

From the perspective of increasing the visibility of Iaşi at national and 
European level265, the International Festival of Education is part of this 
dimension which promotes the Romanian spirit of education and culture, having 
all the chances to become one of the greatest cultural manifestation from East 
Europe. The International Festival of Education, FIE, an extensive cultural 
project, is organized by the City Hall of Iassy, in partnership with the local 
Universities, County School Inspectorate, the cultural institutions and civil 
                                                
263 See Mircea Ștefănescu – The importance  of  the drawing in the artistic creation process publicat în Review 
of Artistic Education, no. 13-14/2017, Revista BDI, Ed. Artes, Iași, 2017, p. 200 
264 As Dragos Pătrăşcu said in Bianca Grigoriu, Salon de desen 2010 la Iași interviu cu Dragoș Pătrașcu în 
AltIasi.ro, Iași,  07/05/2010 - http://www.altiasi.ro/expozitie/salon-de-desen-2010-la-iasi, 6.05.2016. 
265 See Mirela Ștefănescu, The contemporary visual  arts  from  Iassy  in  the light of internationalization, 
published at the "Alecu Russo"  State University from Bălţi, Republica Moldova at the International Conference 
Valorificarea Strategiilor Inovaționale de dezvoltare a învățământului artistic contemporan, 2018;  
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society, encompassing numerous educational and artistic events with guests 
from the country and abroad, including motivational conferences, FIE evenings, 
Celebrations Gala for excellence in education, graduate day, music and theater 
performances, visual art exhibitions, workshops and creative camps, etc. 

 

         
      Fig. 8. FIE poster, May 2017                                              Fig. 9.  FIE Catalog - Visual Arts 2017 

 
        A traveling contest - exhibition which brings together many artists, many 
styles of plastic expression, many artistic techniques from Iassy and also from 
other parts of the country, as well as artists from Republicof Moldova, is the 
Exhibition of Visual Arts Salons of Moldova Bacău - Chișinău. It is importont to 
mention it because this contemporary art exhibition has a tradition of 28 years at 
which every year we find over 350 visual artistis from Romania and Republic of 
Moldova.  

 
Fig. 10. Exhibition of Visual Arts Salons of Moldova - Chisinau, 2017 

 
    In the same tendency to integrate Iasi's visual art into an international 
context, we include the International Biennial of Contemporary Engraving 
North East, Iassy, (BIGC), whose first edition was organized in 2015. The 
International Biennial of Contemporary Engraving is a valuable project funded 
by the Administration of National Cultural Fund and organized by the Art 
Museum of the National Complex Museum "Moldova" Iassy in partnership with 
the "George Enescu" National University of Arts Iassy and the National Art 
Museum of Moldova in Chisinau - Republic of Moldova. The contest-
exhibition, being at the second edition, is dedicated to professional visual artists, 
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master students and students in the final years of artistic education institutions in 
the country and abroad.  

The exhibition event which is realised with responsibility and 
professionalism has the substance of an important artistic approach that will 
become a landmark in the regional, national and international artistic landscape. 
At the same time, the International Engraving Biennial is a real source for 
enriching the heritage art museum from Iassy through the donations which are 
being made on this occasion. The "George Enescu" National University of Arts 
gives an outstanding educational dimension to this remarkable project, thus 
promoting high school of artistic education from Iassy. 

 

              
Fig. 11,12 The poster and picture of the International Biennial of Contemporary Biennial Exhibition, 2nd 

edition, Iaşi, 2017 National Museum of Art of Moldova. 
 
3. Conclusions 

A first conclusion refers at the important role which arts education 
institutions play, especially the University of Arts from Iasi266, in the formation 
of the artistic personalities who are local and internationally recognized as well 
as the local cultural institutions, such as U.A.P.R. branch from Iassy, National 
Museum of Moldova, Culture Directions in the City Hall, etc. which promote 
and supports the works of the local visual artists. 

 
Fig. 13. Exhibition of visual arts of the professors and graduates of the "George Enescu" National University of 

Arts from Iasi, Past, Present and Future, at the "Lost Passing Hall", 16 Nov.2016-16 Jan. 2017 

                                                
266 See Mirela Ștefănescu Rolul instituţiilor de artă în integrarea artei vizuale ieșene în  cultura locală, 
națională și internațională, Conferinţa Științifică Internaţională ediţia a-IX-a, 25 mai, 2018, Comunicarea  
interpersonală – repere  psihologice  și  educative, Ed. Ars Longa, Iasi, 2018  
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        A second conclusion that we want to highlight in the end of this paper is 
the place that visual art has it in local culture, and the aesthetic tendencies 
acquired by the new generation267, more and more preoccupied about 
technology along with the older artistic expression define the value of 
contemporary cultural heritage from Iasi268. 

 
Fig. 14. The retrospective exhibition "Thoughts and Concerns of Life" and the launch of Dumitru Căileanu 

album, 2016, presented by graphic designer Dragoş Pătraşcu and museographer Ivona Aramă 
 

Therefore, regarding the  cultural artistic manifestations from Iassy, we 
note that they reunite artists from different generations269 being the proof of 
unity of guild, a dialogue between different stylistic manners, which gives a 
great joy to art lovers who are delighted to discover the artistic values of Iassy - 
a  beautiful cultural center. 
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6. THE BEGINNINGS OF THE MODERN ART 

 
   Mircea Ştefănescu270 

 
Abstract: At the beginning of the 20th century visual artists found in the art the perfect field 
to experiment with different materials, combinations of new shapes and proportions to create 
new artistic currents. But this new trend has questioned the relation of classical arts with its 
perennial values which can not be overlooked, however radical the desire of young artists to 
"break" definitively with the past. Thus, in this new artistic context, many of the old art 
flagship techniques have been questioned and, as is always the case for predicting the "future 
of art", the new artistic tendencies are absolutized and others are considered obsolete and 
declared "death". The best known example is that of Marcel Duchamp, who, along with his 
famous ready-made exhibitions, strongly supported the death of art. Finally, the great 
creators of the past century felt at one point the need to relate to established art in order to 
better understand the "place" occupied by the generation of new artistic revolutions. 
Keys words: the modern art, ready-made, artistic revolutions, experiment, tendencies 

 

1. Introduction 
The Contemporary plastic art has become a phenomenon intertwined with 

other forms of visual expression, including technical subjects, on the one hand, 
thanks to artists who have sought new means of transmitting and storing the 
artistic message, and, on the other hand, thanks to the desire of the people in 
other fields to express themselves artistically. This melange, based on the spread 
of technology to the masses, puts into question even the classical definition of 
the contemporary visual artist. From the excess of zeal by newcomers on the 
visual arts territory, they have arrogated the status as creators, reducing the 
classical artist's definition to the level and status of a craftsman. 

Although it is a healthy attitude, experiencing the new technologies and 
attempting to associate with the aesthetic valences attributed not so long ago to 
traditional arts271, the absolutisation of the computer, at few decades after its 
appearance in the way of life of certain categories of people when the time has 
not yet exhausted his word, it's a taken risk too easily. Let’s not forget that the 
grave consequence of the lifestyle dedicated to consumerism is the immense 
amount of waste, which can be also of artistic nature. The serial production 
reduces the value of any product. The desire to achieve the art with technique, 
allowing the multiplication without the possibility to control of  product, leads to 
                                                
270 Lecturer PhD., ”George Enescu” National Universitz of Arts from Iași, Romania, email: 
mirceastefanescu@yahoo.com 
271See Mirela Ștefănescu Arta vizuală ieșeană între tradiție și inovație, Review of artistic education, nr. 13-
14/2017, Ed. Artes, Iași, 2017, p. 221 
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the appearance of saturation phenomenon. Contrary to commercial laws, a true 
work of art will never become an object to sell second hand. Reducing the 
artist's contribution only to the concept behind a product, whether artistic and its 
lack of direct involvement in the realization of the object rather than as a simple 
space decorator, increases the degree of artificiality in the artistic creation. 
 
2. Discussions 
 The idea that "art dies" launched by Hegel who sees the art history 
enrolled in a wider evolution of the spirit in history, and he characterizes art as 
an evolution of the idea of absolute, which will inevitably lead to the end. 
Actually, Hegel wishes to draw attention to the end of the art defined by 
Aristotle as an imitation of nature. This end will be in the moment when the art 
no longer fulfills its specific function and it will transmite the message to 
another spiritual, actually to philosophy, which has an infinite degree of 
abstraction. "The art no longer offers that satisfaction of the spiritual needs that 
previous times and civilizations seek in it. The art is and remains for us, in terms 
of its supreme destination, something that belongs to the past"272. 

From the second half of the nineteenth century the visual art assimilates 
and incorporates different techniques from the period such as photography, 
cinematography or opera and theater performances, which actually led to an 
unprecedented change of the visual arts. In this new artistic context many of the 
old flagship techniques of art have been discusse and, as it is alway the case 
when it comes to predicting the "the future of art" the new artistic tendencies are 
absolutized and others are considered obsolete and declared "dead". The greatest 
desire was to produce sensation. A new scandal in mass-media is actually free 
advertising and a simple way to become overnight a person who they are talking 
about. The important thing is that it speaks, it doesn’t matter the if it is pros and 
cons. Are contemporary artists so original that they have thought of this method, 
or has it been tested? These "deads" of the art are not a novelty, and their 
affirmation is rather an advertising character to draw attention to the one who 
makes this statement than to conclude a fulfilled fact. 

The best known example is the artist Marcel Duchamp, who, along with 
the exposition of his famous ready-made, he strongly supported the death of the 
art. This moment is actually taken over by many artists who don’t treat  with the 
same importance another interview with Marcel Duchamp in which, after almost 
two decades after his "terrible" statement, he is asked to comment on his words 
from his youth. It is only this answer which deserves to remain in the history of 
the arts: "And God makes mastakes sometimes"273 said Marcel Duchamp, who 
became famous after having exhibited a urinal called The Fountain. 

                                                
272   G.W.F. Hegel, Prelegeri de Estetică, vol.1 Editura Academiei Republicii Socialiste România, București, 
1966,  pag. 16-17 
273 Matthew Collings This Is Modern Art  a TV series written and presented by the art critic in 1999 



256 
 

 
Fig. 1. Marcel Duchamp, The Fountain, 1916                         

 
His friendship with Constantin Brâncuşi changed the destiny of the 

sculptor for good. Each artist, in his own way, has taken decisive steps to 
expand the sphere of visual arts. The reason I have remembered them is that 
both (and they are not the only examples) have made the transition from 
figurative art to abstract art only after they have mastered the techniques of 
classical arts. 

 
Fig. 2. Constantin Brancusi, Bird in Space, 1919274 

 
  Here it is the impression of the changes which took place in the art of the 

20th century, Petru Comarnescu275, a man who lived in the artistic environment 
over the Atlantic Ocean and who knew very well the creative atmosphere of the 
last century, when the artists were looking for new currents and roads in art: "I 
think with indifference to the contrast between the ways in which artistic 
creation is conceived by two great categories of artists. One category believes 
that in order to be modern in art, it is necessary to deny your predecessors and 
break with everything that has been done to you. They dispute whatever was 

                                                
274 https://www.google.com/search?q=constantin+brancusi 
275 Petru Comarnescu (November 23, 1905, Iasi, November 27, 1970, Bucharest) was a literary critic, essayist, 
memorialist, cultural journalist and known Romanian angel, one of the founders of the Criterion interwar period 
(1934), Mircea Vulcănescu and Alexander Christian Tell. Primary School in Iasi, High School in Iasi and 
Bucharest, St. Sava College, then follows the courses of the Artillery School in Craiova. He was licensed in Law 
in 1928 and in Letters and Philosophy in 1929. In 1931 he went to the USA where he obtained the Doctorate at 
the University of Southern California, Los Angeles, with the work The Nature of Beauty and Its Relation to 
Goodness (published in Romanian under the title Kalokagathon). It will be equaled only in 1966 with a 
Romanian doctorate in History of Arts. 
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created before them. I think being modern means denying your precursors. 
There are painters who give up not only the inspiration from cult and popular 
art, but also from painting itself, as well as sculptors who are no longer carving. 
What are they doing in return? All sorts of trivial objects, devoid of any higher 
significance, of any spirituality”276.  

The develope conceived by historians, the reinvigoration of creation by 
interfering with the relationships between artists from different generations or 
schools, the acquiring of new syntheses, including the guidance, influences, 
impulses of forerunners, combined with own contributions, overflows and 
jumps, attesting the originality, novelty, the strength of the new work, seem to 
be outdated for today's artists. Creative geniuses such as Leonardo Da Vinci, El 
Greco, Pablo Picasso, Constantin Brâncuși or Marcel Duchamp have had 
forerunners that they have overcome or accomplished. Of course, the formation 
of an artist is complex and can’t be summed up just to the advice, direct or 
indirect, of a master or of a current or a school277. Brancusi, aware by the value 
of the styles of popular art, to whom he gave an original look, he broke the 
connection with  academicism and Rodin's influence. The color of Russian 
popular art from Kandinsky's abstract paintings are based on childhood echoes 
and the meanings of truly lived experiences. Henry Moore is inspired by 
monumental menums and metamorphoses of geology. The artists did not create 
ignoring the history and what was done before them but they sought to perfect 
their artistic works through perfection or craftsmanship. "If they sometimes 
proved spontaneity, it was based on lengthy exercises and meditations"278. What 
can be more confusing for the amateur of art when he observes how in the 
exhibition halls, the renewal of art, or the art revolution is, actually, the lowering 
of exhibitor's artistic training level, just to bring a new air. The twentieth-
century artist, fascinated by technical revolutions, wants to make the switch 
from manufacturing to production line to serialism, but in the eyes of the art 
public this change is perceived as the famous photograph "Jump in the Void" by 
Harry Shunk.  

 
Fig.  2. "Jump in the Void" - Photo by Harry Shunk after a performance by Yves Klein held in Rue Gentil-

Bernard, Fontenay-aux-Roses, October 1960.279 
                                                
276 Petru Comarnescu,  Confluențe ale artei universale despre Negație și negativism în plastica modernă, Ed. 
Meridiane, București, 1972, pag.205 
277 See Mircea Ștefănescu, Arta desenului. Studiul portretului și al corpului uman după model, Ed. Artes, Iași, 
2015 
278 Petru Comarnescu Op.cit. 
279 http://blog.gabrielaphotography.com/artisti/yves-klein/ 
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After almost a century of feverish searches, when we find only a few 
creations which have surpassed the ready-made moment of birth, it becomes 
obvious that, at present, the return of art to the normal course, to the artistic 
object, unique, endowed not only with aesthetic valences but also with the aura 
transferred and assumed by the artist at the moment of work, becomes an option 
that is self-imposed. 

        
Fig. 3. Tracey Emin, My Bed, 1998280 

 
The great creators of the last century felt at one point the need to report  at 

the established art in order to better understand the "place" occupied by the 
generation of new artistic revolutions. This new trend brings back in discussion 
the classical arts with its perennial values, which can not be overlooked, 
however radical the desire of young artists is to finally break up with the past. 
Thus, classical arts such as graphics, painting, or sculpture have once again 
managed to get out of the shadow cone, which they have been condemned for 
nearly a century and the works of new figurative artists have again attracted the 
interest of the public. The technique of modeling appeared at the same time as 
the first parietal drawings, and some of the first works attesting Homo Sapiens' 
artistic manifestations are made in this technique. For many centuries the noble 
art of sculpture has been obsessively focused on human form and its property to 
express life through three dimensions. 

Today, only the connotation of the palpable surface attribute has been 
preserved. The sculpture defines a class of visible objects which keeps visible 
roots, inspired by ancient, ancient totemic objects, while looking for innovation 
in the austere soil of the scientific model and technical inventions. Most 
differences in art are at some modern trends only at a technical level. In some 
tendencies, maintaining a humanistic or non-technical ethos has become 
systematically subsumed. Religion, literary image, fields of art, theater, 
architecture, painting are the forces that have influenced sculpture in the past 
which have not escaped by technological demiurg. From both points of view, 
materialistic and spiritual, modern techniques are responsible for the imminent 
breake up of sculpture with the past. In this regard, the essayist Friedrich 

                                                
280 http://www.saatchi-gallery.co.uk/artists/artpages/tracey_emin_my_bed.htm 
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Junger281 admitted fifty years ago that technology is the metaphysical of our 
century, and time has not diminished Junger's diagnosis. 

The continued influence of the technique on sculpture is obvious. Rather, 
it is a subtle tendency of our culture that all technical novelties be canonized as 
innovative. Often, the "new" is considered to be part of a "trend-innovation" 
phenomenon. The desire for "new" comes in part from the unconscious desire of 
most artists to keep the illusion of individual innovation as an intuitive capacity. 
This is partly driven by critics who consider their own creative efforts. Each 
emerging artist  assimilates and adapts his artistic approach to the techniques 
learned during the studies.It seems that Marcel Duchamp had a secret contract to 
carry out a work which it will be exposed after his death. Etant Donnés is the 
name of this work. Was the ready-made parent so obsessed by the "death of art" 
that he would send us this even in his last work, which actually isn't a simply 
ready - made? 

       

       
Fig. 4,5,6 și 7. Marcel Duchamp, Etant donnés, instalation, 1946-66, Philadelphia Museum of Art 282 

 
 
 

                                                
281 Georg Friedrich Jünger (n.01-09-1898, Hanovra , d.20-07-1977, Überlingen) was an essayist, poet and 
cultural critic, German 
282 http://www.toutfait.com/issues/issue_3/Articles/Hoy/etantdon_en.html 
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3. Conclusions  
The restoration of the path of art evolution to those who want to study 

sculpture has two meanings. The first is the familiarization with the plastic arts, 
and the second one is the definition and discovery of one's own style and 
workmanship. After the future sculptor discovers and practices the techniques 
that fit personal style, he can go to the search for performance in artistic 
creation. 
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7. INTERACTIVE ACADEMIC EDUCATION  
AND ITS IMPACT ON URBAN DEVELOPMENT - HISTORY AND  

CONTEMPORANEOUSNESS 
 

Bard Bajçinovci, Uliks Bajçinovci, Bujar Bajçinovci283 
 
Abstract: Education for urban development is a process with a primary role to preserve and 
use of environment, to manage spatial planning and urban development as a whole holistic 
system. In relation to education for sustainable development, creativity of urban planning and 
design can significantly improve quality of life of their urbanites. Ergo, students and teachers 
are an epic symbiosis in a process of teaching. Actually, this interaction can be more bonded 
and interdependent with high-tech didactic tools. The digital era has implemented in the 
education system new creative methods of learning, a new way style in schooling. The new 
turn of the century began a crucial activity for the city of Prishtina in terms of urban, 
demographic and education phenomena. The study and aim of this paper are to examine the 
teaching process, with the focus on creativity of interactive education. The research methods 
consist of empirical observation, and direct observation of teaching methods. Findings 
indicate that through an informal meeting places for interactive education, the teaching 
process in architectural studies can bring more: sustainable development and awareness of 
space, a didactic process which bonds multidimensional threads between students and 
teachers. Research concludes that uniform old teaching platform, cannot respond to all 
specific issues faced by students in this globalization era. Therefore, new teaching strategies 
must involve creativity of interactive education. 
Key words: Education, Urban, Art, Academia, Interactive 
 
1.  Introduction 

The Faculty of Arts at the university of Prishtina are founded from the 
Academy of Art, which was established by the Assembly of Kosovo in 1973. 
The Academy started working on of the academic year 1973/74, and in the 
timeline of development in the academic year 1986/87, the Academy was 
transformed into the Faculty of Arts, with the title Faculty of Arts in Prishtina. 
In this context, the establishment of the Academy and later of the Faculty of 
Arts was the coronation of the many years of efforts of the pioneers of 
figurative, musical, and dramatic arts. Currently, the Faculty of Arts has three 
Departments: Department of Figurative Arts, Department of  Music, Department 
of Dramatic Arts.  So far, at the Faculty of Arts have graduated more than 900 
students in Albanian language. Furthermore, in the context of the history and the 
contemporaneousness of the artistic education, the interactive academic 
education is in great holistic process of unequivocal learning and academic 
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advancement. Hence, what is the essence of this interaction? Surely, it is not a 
question with a simple answer. Actually, this interaction is more holistic and 
interdependent with contemporary education development, which in a whole 
learning experiences expands the concept of what is the education in first place.   

In the field of urban development, introduction of contemporary education 
didactic tools has opened new possibilities for the artistic conception and 
creativity. “Cities are multiplex ecosystems driven by our daily life style, which 
directly reflect in our health, resources, economic, social and community 
services. They are open consolidated systems and extensive organisms with 
specific and multiplex metabolism that consume enormous amount of energy, 
generate excessive amount of waste, originate a sum of impromptu 
environmental phenomenon, and activities.”284 Cities can be environmentally 
percived as unique zones, and regionally different. Urban development is a 
process with a primary role to preserve the environment, to administer spatial 
planning and urban framework as a whole holistic system. In relation to teaching 
education for sustainability creativity of urban planning and design can 
significantly improve quality of life of their urbanites. In this context, the 
question is, what should be exactly the role of the interactive education. Thus, 
the whole didactic process remains open for creative expression in to the 
architectural schools. In this context, the question on what should be exactly the 
role of interactive education in design and teaching. Ergo, for the future 
perceiving of academia’s role, it is crucial to be presented and implemented an 
unorthodox curriculum or a non-common way of transmitting knowledge.  

Hence, we argue that new contemporary academia challenges should 
encourage a brand-new complementary study, using and developing new action 
research theories.  strengthened with actions towards the exploitation of all 
resources, especially in nurturing cognitive development, in order to provide a 
better learning process. “Creativity of interactive education for sustainable 
urban development presents the necessity of evolving the metropolitan cities, 
presenting a much-needed holistic development for students, with a primary aim 
to preserve the environment, quality of life, and the whole system of social 
wellbeing.”285 The other fundamental part on the interactive teaching creativity 
for students of architecture is the comprehension of the ‘trend’ and the 
background of its absorption in the teaching process. The intangible beliefs and 
impulse patterns of society over centuries have always had the strong causatum 
on values of what is a trend and what is ‘in’. A great influence of unorthodox 
education in the art and architecture has over millennia emerged a development 
of unconventional ideas, which became a trend for society evolution, and 
academic liberties with new ways of methods for teaching. We argue that 
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progress of technology in history has always had contrasting and strange 
encounters, hence, a breakthrough in progress has been made when great ideas 
was generated by lateral thinking286. According to the Hewett, in Curricula for 
Human-Computer Interaction, which stated: “Because human-computer 
interaction studies a human and a machine in communication, it draws from 
supporting knowledge on both the machine and the human side.”287  
 
2.   Materials and Methods  

The research presented in this paper reflects interactive methods in 
education for sustainable development, especially in architecture, creativity and 
innovation in academic teaching. Emphasizing interactive partnership learning 
methods in-between teachers and students. The research methods consist of 
empirical observation in academia, direct observation of teaching methods, and 
promoting contemporary interactive teaching methods. To perceive a clearer 
research data, exploring was made within the department of architecture, in the 
University of Prishtina, and in UBT - Higher Education Institution in the context 
of the possibilities for the improvement of the curricula’s, within adapted and 
accredited academic frameworks.Creativity of interactive education for 
sustainability in architectural studies was explored through review of timeline of 
academic workshops, curricula’s, and within studio researches of the students in 
Master programme of the department of architecture in the University of 
Prishtina, and UBT. Supplementary research data was provided from: studies of 
the urban structure of the University Campus, pioneering steps of interactive 
teaching for sustainable architecture, actions for preserving the local 
environment features, and attributes of spatial planning for the city of the 
Prishtina. With this paper the objective was to present a retrospective of history 
evolution of teaching methods in academia.  

Furthermore, describing the teaching methods with the emphasis on 
creativity in education, which directly was reflected on actions for sustainable 
urban development. Moreover, there is a significant point to argue that the 
complexity and interactive teaching varieties of present situation cannot be fully 
described, without multidimensional, and transdisciplinary academic 
discourses.288 In terms of integration, an integrated process of organizing 
partnership into a functional system is a system that requires new solutions for 
problems, nurturing for adapting and evolving strategies. Integrated framework 
process implies partnership between students and teachers, with clearly 
identified priorities, which were in the process explored in enough qualitative 
iterations, seeking for the best solutions for the academic and professional 
dilemmas and problems. Many authors and research studies, claim that the 
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iteration is the key to understand the complexity of the cognitive process289 
indicates that the iterative process, the application of simple rules, is at the heart 
of the mysterious ability of nature, in the production of multiplex phenomena 
and processes. Iterations of the “structure, function, and process in a given 
context would examine assumptions and properties of each element in its own 
right, then in relationship with other members of the set. Subsequent iterations 
would establish validity of the assumptions, then compatibilities and/or conflicts 
are identified and dissolved.”290  

Dissolving conflicts may require re-conceptualization of the variables 
involved, finally, successive iterations will produce an integrated holistic 
solution. Successive iteration would output a greater awareness and more 
analogous to the nature of the whole. Further, these iterations, then, are like a 
reverse loupe through which we see the system we are trying to understand as a 
working part of successively bigger picture as presented in Figure 1.  
Figure 1. Complexity of iterative model: Actions to exploit transdiciplinarity on teaching for 
sustainable development processes. (Gharajedaghi, 2006; Bajçinovci, 2018). 
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290 Gharajedaghi, J. (2006).  Systems Thinking. Managing   Chaos and Complexity. Elsevier. 
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According to the result presented in Table 1, there is a lack of variety of courses 
in organization of the study programs, therefore we need a substantial rethinking 
of what we have to offer as an attractive curriculum.  

Table 1. Students satisfaction with current study programme. (Eurostudent.eu/113, 2016; 
Bajçinovci, 2018). 

 
3. Discussions 

Current issues of improving the teaching quality and the introduction of 
completely new education concepts, demands a new fundamentally approach of 
integrated and holistic engaging for higher education291, into a creative teaching 
to respond to a new contemporary challenges. The process of integrating similar 
teaching fields aims to resolve all possible attributes of the research problem, so 
that any decision in the design process has to identify as many diversities of the 
creativity actions. The holistic process is associated with activities of all parties 
involved in the project, with objective to transform the nature of teaching, 
hence, to adopt and adapt, a new approach in solving urban sustainable 
development dilemmas on presented problem with unique attributes. 
“Education, of course, is always based on what was. Education shows you what 
has been and leaves you to make the deduction as to what may be. Education as 
we pursue it cannot prophesy, and does not.”292  

The art and architectural design has always been a pioneer of social 
change on basis of what is called the trend and contemporary. In terms of quality 
of life, the integrated process of cooperation between students and teachers293, 
will try to find the best result available for specific and unique problem, given 
the fact that never before as today, we have multifunctional and complementary 
studies as a result of the globalization, trend, strengthened with technology 
development. Therefore, those phenomena can realistically do impact on the 
global labour market, and in time seriously affect the global economics. So, a 
whole global networked system is holistically interacting with a wide subsystem 
that forms international labor market. Hence, “to the students stand a new 
contemporary challenge where student must be proactive key participant of 
                                                
291 Iliško, D. (2005). Pedagogical challenges for implementing holistic curriculum in Latvia. Journal of Teacher 
Education and Training 
292 Wright, Lloyd, F. (1955). https://christen.community.uaf.edu/2013/05/26/frank-lloyd-write-on-education/  
293 Iliško, D. (2007). Teachers as agents of societal change. Journal of Teacher Education for Sustainability 

 
 

(Very)  
Well Fairly satisfied (Some) 

Dissatisfied Total 

 percent percent percent percent 
1. Quality of teaching 48.9 33.5 17.6 100 

2. Organization of 
    studies  41.6 31.4 27 100 

3. Variety of courses 26 23 51 100 
4. Study facilities 38.6 23 38.4 100 

https://christen.community.uaf.edu/2013/05/26/frank-lloyd-write-on-education/
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future pedagogy. This visionary and contemporary academic framework must 
also be encouraged and implemented in Kosovo universities.”294 

Urban Development 
     Spatial and urban development of the city Pristina, chronologically, it’s 
important to evident the actions of spatial and urban planning: 
• Pristina’s development plan, (1937). Included the area of 192.72 ha and was 
programmed for population of 16,000 inhabitants; 
• The second development plan, (1948). No trace of the existence of this 
documentation; 
• General urban design, (1953). The timeline of spatial plan was up to 1980, 
planned for 50,000 inhabitants in the area of 950 ha; 
• Directive plan for traffic and city dedicated zones, (1967). With action plan 
for 100,000 inhabitants; 
• In 1969, the directive plan for city dedicated zones, was replaced by General 
Urban Plan;  
• The overall urban plan and spatial development plan in 1988, approved for 
the timeline to year 2000, considering for 225,000 inhabitants. 
      The last two decades, have brought a variety of phenomena for the city of 
Prishtina, primarily demographic, social, academic, environmental and political 
challenges. “According to the estimate of the OSCE (Extrapolated level growth 
of former population in Kosovo 2%/yr.), city of Prishtina in 2000 had 545,477 
inhabitants.”295 Thus, there are persistent institutional activities and municipal 
actions on the strategic development plans for the city. The new millennium 
began with crucial activities for Pristina, in terms of demographic and urban 
development. The city is experiencing a multiplex change in all possible social 
fields. Being the capital city of Kosovo, in a very short time the population of 
Prishtina has nearly doubled, adding every day approximately another 30% of 
the population coming in the city for work, possible settlement, and 
migration.294  “The future art public won’t be a simple passive receiver, easy to 
manipulate, but, through a harmonious development of the soul functions and of 
the intellectual abilities, it will be able to develop its own creative, response and 
selection capacities for the messages coming from the social environment, 
messages that can distort the perception of reality and of internal 
representations.”296 
 
4.  Conclusions 

The actual state of education requires specific contemporary methods, 
especially when the situation is directly linked to the quality of teaching and 
future challenges of the labor market. Hence, formally fulfilling legal academic 
                                                
294 Bajcinovci, B. (2018). Creativity of Interactive Academic Education for Sustainable Urban Development, 
JOSHA. Freiburg. Germany. 
295 Municipal of Prishtina, 2004. 
296 Paşca, Eugenia Maria. (2016). Variables and Constants in the curriculum for the music specializations of the 
Romanian University Education. Review of Artistic Education no. 11-12 2016, pp. 253-262. 
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standards, within adapted and accredited academic frameworks, cannot be 
expected to solve comprehensive and future challenges, associated with the 
development of technology, labor market, life style, and global world trend.294 

Findings in this paper indicate that through interactive teaching methods as 
contemporary learning strategies strengthened with informal meeting places for 
education, can concurrently present a teaching strategy, by which can bring 
more conceptual awareness for interactive contemporary learning. Thus, one and 
the same, and moderately new education strategy, cannot respond to all specific 
issues faced by academia, and future labor market. Ergo, new teaching strategies 
must involve a new symbiosis, a brand new and more refining holistic system, 
as a response to less functional academic system actually. The current classic 
teaching methods, formally fulfilling academic, and legal standards, requires a 
serious approach of academia for the contemporary teaching methods. Unique 
city problems will require unique, and original solutions. The current degraded 
state of the environment and urban fabric requires immediate contemporary 
environmental actions strengthened with the reformed teaching methods. 
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8. ARTISTIC AND EDUCATIONAL PROJECTS – PERSPECTIVES IN 
NON-FORMAL EDUCATION. A CASE STUDY 

 
Ondina - Oana Turturică297 

 
Abstract: The present article aims to analyze the impact of artistic and educational projects 
from the perspective of non-formal education. This will be done with the help of a case study 
that brings forth the aforementioned elements in order to improve the educational standards 
of the students that participate in these projects. Also, here will be detailed the specific 
objectives of the projects in this category and the impact imprinted on the target groups as 
well as the implementation manners of the objectives themselves, by following the factors that 
stimulate creativity and the degree of young people involvement in this project. 
Key words: education, project, artistic, study, methods, creativity, design, non formal 

 
1. Introduction 
       Starting from the literature that refers to “the methodology of cultivating 
creativity” through  “the organization forms of the teaching process in the 
differentiated and personalized298 curriculum paradigm”, the present article aims 
to exemplify through a case study the analysis of an artistic and educational 
project which describes the non-formal perspective of creativity methodology 
from the artistic curriculum. The emotional and cognitive development of young 
people can be nurtured by their innate qualities and resources, which ultimately 
represents an exceptional creative potential when noticed and valued by the 
teacher with the aim of developing the thinking and creativity of the participants 
to the non-formal courses and educational programs. Through the intensification 
of creativity we aim to extract young people from the formal context and make 
them feel less inhibited through the removal of cognitive stereotypies acquired 
in a traditional teaching frame. Thus, the enriched curricula, taught via the non-
formal educational projects, represent a “way of further researching the stage of 
preparation devised for pupils and students with different aptitudes.”299 

Starting from the principle that experimentation stands as a valid way of 
creativity stimulation within the design of launching new ideas and concepts, as 
well as artistic and educational projects we conceived in an academic 
environment are set to innovate through new idea experimentation, creativity 
increase among the participants, saving materials through repurposing, 
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communication and social involvement, pollution prevention and waste 
management, fashion sustainability, communication among the young exposers, 
designers, high-school students and all the other participants. 

 
2. Discussions 

In the present article, I will focus on the project entitled “Arad - The 
Ecodesign Centre. Social Conscience in Fashion Design.” This projects was 
completed between 16th-20th of October, 2017, budding from the idea of 
making young people realize the necessity of the complex subject known as 
ECODESIGN. The main idea of ecodesign is to reduce the impact on the 
environment throughout the product life cycle. The present project aims to find 
ways of ecological projection, developing and creatively innovating in a 
proactive and strategic manner.  Environment responsibility is extremely 
important in the creation and innovation process, leading to improved visibility 
on the market and effectively impacting creativity as a whole. By this approach, 
we attempted to determine young participants to develop and create with a 
higher efficiency and through an ethical approach concerning the norms of 
environment protection and waste management. 

The workshop activities took place in the form of non-formal educational 
projects and their main purpose was to rethink the product and its functions, 
reducing material waste and energy in the lifecycle, choosing recyclable 
materials and rethinking and conceiving the product so as the parts could be 
used, repaired and the product redesign easily fixed so as to prevent immediate 
damage. 
        Aesthetically speaking, the project activities are set to enable pupils and 
students to acquire the necessary technical, practical and artistic knowledge, in 
order for them to create ecologically, use ecological dye on natural fibers, 
manual stitching as well as various ways of treating surface structure. In this 
way, one can promote the adaptation of ecological norms in the eco-fashion 
industry, through national strategies of environment protection (1996-2002) as 
well as through conservation and improvement of health conditions of the 
people, sustainable development, pollution prevention, biodiversity 
conservation, cultural and historical inheritance preservation, using the “Polluter 
Pays” principle, as well as encouraging environment recovery. 
       Against this backdrop, the clothes and artistic objects designed by the young 
participants within the event, led to interconnectivity between creativity, design 
and ecology, offering them the possibility to use imagination in order to transmit 
a cultural and social message. 
        In response, eco-fashion gains significat foothold and easily transforms 
itself into an omnipresent constant in current tendences. Once sustainable, the 
fashion industry has created in the last decades a proper environment for 
mindless consumerism, with a solid support from the marketing and PR 
branding, which led to a high demand of cheap and low-quality products. 
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Mass-market brand appearance employs different strategies such as cheap 
labour, the promotion of ideologies, which need to be eliminated and remodelled 
in a way that makes young people more responsible through the adoption of an 
ethical conduct with a positive social impact. This kind of projects are focused 
on non-formal education and are justified through the mental stimulation of 
creative students and their support in achieving artistic plenitude through ethical 
and ecological means.  

 
3. Results 

Through the educational activities postulated here, our aim is to integrate 
the concept of ecological design among young people as a way of creative 
approach as well as encouraging them to develop social abilities, by engaging 
them in higher numbers in extra-curricular activities, using non-formal 
expression methods and techniques such as: intercommunication improvement 
and development among students of the same age, positive thinking stimulation 
and ecological responsibility, social involvement in a positive and ethical 
manner, creative abilities development in fashion design, developing teamwork 
abilities, developing and training the sense of forms, colours, artistic expression, 
as well as the abilities of active reaction to social involvement etc. 

 
Fig. 1 Images with the event poster               Fig.2 Activities from the analysed educational 

project as a study case 
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Fig.3 Images with the exhibition organised at the end of the project 

 
Fig.4 Workart in detail 

 
Fig. 5, 6 Activities during the project 
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        Analyzing the impact of this educational project, it could be easily 
observed that the participants to the workshop have positively appreciated the 
organization and unfolding of the event, which meant that the expected purpose 
of the project, namely the development of non-formal educational activities 
addressed to young people, the promotion of the ecodesign concept, the creation 
of a proactive attitude and involvement on all the targeted plans, have been 
accomplished. 
 
4. Conclusions 
        Through all the above, young people can step up from recognition to 
action, just as Peter Senge in his book “The teaching school” (2016) was 
claiming: “systematic child intelligence can be further developed by 
transitioning to solving models of difficult situations. This is what enables them 
to analyze and act fully aware of the facts; being aware of recurrent patterns, 
they will be less predisposed to act in visceral and ineffective ways and less 
predisposed to understand behaviour patterns. They can use this understanding 
to correct their own actions, in order to anticipate uninformed behaviour and 
help others operate more effectively.”300 That is why the non-formal methods, 
used to promote systematic approaches, stimulate the natural intelligence of 
pupils and students, by familiarizing them with systematic diagrams aimed at 
discovering the structural patterns of the subject in discussion, the connections 
achieved as well as any occurring changes, a dialogue that cognitively stimulates 
the relationships between the design objects and their structure, recognition of 
the patterns that compose the systems as well as their analysis in a different way, 
anticipating unpredictable consequences from the future as well as the 
introduction of a non-linear behaviour, set to develop creativity. 
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PART IV 
 

EDUCATION 
 

1. METHODS OF INDIVIDUAL CREATIVITY STIMULATION 
 

Marinela Rusu 301 
 

Abstract: Creativity is one of the specific human traits. The development of personality is 
most often realized in close correlation with the creative dynamics of each one. The paper 
proposed by us brings into discussion the most important factors that contribute to the 
development of creativity. What makes us more creative, what are the conditions that unleash 
the creative forces of the individual's mind? First, the cultural factors, inherited ideas about 
creativity, are critically analyzed. Thus, there are a number of "myths of creativity" that 
infuse our perception (sometimes in a wrong way) on the definition and understanding of 
creativity. The family also offers, through education and personal example, means of 
stimulating creativity. It is the first step towards performance creativity. In this paper, we also 
present the best-known techniques of creativity training, some of them, in the view of the "new 
age" trend. Creativity always interferes with a task, as we have to improvise, responding for 
moment to moment to the changing demands of the situation.  Daily creativity improvise and 
is therefore, different from what the researchers of creativity have studied: creativity that 
results in a finished product. In order to become more creative, we will have to orient 
ourselves differently: to have a motivation for it, to choose a field in which we excel, to accept 
collaboration, to be confident and take risks. Creativity means rejecting the conventional, the 
routine and finding new solutions in personal development. 
Key words: creativity, personality, family, society, brainstorming 
 
1. Daily creativity 

Daily creativity improvise and is therefore, different from what the 
researchers of creativity have studied: creativity which has as consequence a 
finished product. There is an increasing number of research into the creativity of 
performance, and if we want to be more creative in everyday life, we will have 
to take this research into consideration. Music and theater performance studies, 
for example, show how individual can be more creative by simply taking a role, 
even when there is no finished product at the end of the process. These studies 
highlight the following aspects that characterize everyday creativity: it is 
collaborative; is improvised; can not be pre-planned or revised carefully before 
execution; appears unpredictable within a group of individuals; depends on 
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common cultural knowledge; in everyday creativity, the process is the product 
itself. Everyday creativity does not question the isolated individual and the 
mental processes involved in manifesting his special talent. It is the complex 
process of social insertion, where creativity occurs mainly in execution action 
rather than in thinking or design. 
 
2. Education and creativity 

 In the 1950s, Sidney Parnes and E. Paul Torrance did not agree with their 
colleagues: they were among the few psychologists who thought creativity could 
be learned (Parnes, 1993). Most personalities in psychology have considered 
creativity to be similar to IQ, and so it was inherited by birth for each individual, 
and therefore can not be deliberately changed later. In 1955, at the Utah 
Conference, discussions focused on "identifying creative scientific talent" and 
not on the development of creativity; in 1959 at the same annual conference, 
Torrance and Parnes reported some experimental results that showed that the 
idea of training the ability of creativity could work. As a result of this new 
approach, the name of the conference was changed to "Identifying and 
Developing Creative Science Talent" (Parnes, 1993, p. 472). In 1972, Torrance 
analyzed two decades of research and found 142 studies showing that through 
education it is possible to develop creativity (Torrance, 1972). 

If creativity can be learned, then the directors of large corporations can 
become very interested. After all, innovation is the key to the progress of 
modern corporations. That is why those who offer advice on how to become 
more creative are highly paid consultants. Some of the best-known creative 
consultants are trained by Lego Group AG, the Danish parent of the company 
that produces the reputable toys for children. Management consultants are 
trained to use Lego blocks in "Serious Play" workshops, with the directors of the 
institutions. Perhaps it's hard to imagine that a middle-aged man with a white 
shirt and tie is playing with Lego, but the idea becomes widespread, taken over 
by companies such as Nokia, Daimler-Chrysler, Ikea and Alcatel. "Lego is 
efficient because it allowed directors to visualize abstract concepts such as the 
"chain of values" or "process engineering" by "building their own 
interpretations for them", said Kimberly Jaussi (quoted in Hennessey)302. Lego 
Corporation has not created the idea of using Lego to teach creativity în 
corporations; several management consulting firms have been doing it for years, 
including the IDEO Corporation in Palo Alto, California and the Creative 
Leadership Center in Greensboro, North Carolina. As has been seen many times, 
many creations are emerging phenomena, and the idea of using Lego for 
consulting in corporate creativity has materialized in a moment of insight at 
Lego's headquarters. It was an emerging collective phenomenon. These 
uncertain approaches to creativity training were a product of modern society in 
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the 1990s, when small businesses were more receptive to unusual approaches 
than large and old corporations in the industry. 

A popular method of modeling creativity is morphological synthesis. 
Team members enumerate the important dimensions of an object and the range 
of possible attributes for each dimension, and then consider new combinations 
of them. Another option is to divide a complex problem into its elements and 
then identify the possible solutions for each element, while exploring all the 
possible combinations of different solutions. Because of the multitude of 
possible combinations, this method can generate a wide variety of potential 
solutions. The biggest problem with morphological synthesis is the correct 
correct breakdown of the problem in its constituent elements. Therefore, 
morphological techniques are effective for well-structured problems and work 
better for those types of creativity necessary in problem solving. 

However, the most popular method of enhancing creativity is the 
brainstorming; in brainstorming sessions, the group makes free associations, 
without making any criticism remarks. This method was developed by 
advertising director Alex F. Osborn, who popularized the technique in his book 
"Applied Imagination"(1953). Osborn's technique has become so widespread 
that the word brainstorming has become part of the English language. 

Synectics is a variation of brainstorming that focuses on the use of 
analogies as catalysts for creativity (Gordon, 1961). Synectics teaches groups to 
use three types of mental operations: direct analogies that compare parallel 
facts; personal analogies that require individuals to imagine that they are 
something else (animals or things); and the analysis of conflicts synthesized in 
contradictory terms such as "cheery pain". Brainwriting is an extension of 
brainstorming involving the writing of ideas on paper in order to maintain both a 
better image of all ideas and to reduce the potential negative effects of the 
group. Method 635 is a variation of the brainwriting method in which a group of 
six people generates three ideas each, writes them on a sheet of paper and then it 
is taken hand-in-hand, five times; each time each participant adds a new idea. A 
typical session of Method 635 takes about five minutes. Method 635 is 
particularly good in generating names or slogans (Geschka, 1993). 

The most elaborate brainstorming development is Creative Problem 
Solving (CPS), developed by the International Center for Creativity Studies, a 
group founded by Alex F. Osborn in the 1950s in Buffalo, New York (Isaksen, 
Dorval and Treffinger, 1994, 2000, Isaksen & Treffinger, 1985; Treffinger, 
Isaksen, & Dorval, 1994). The CPS method developed by Osborn, Parnes and 
their colleagues is based on a few general recommendations: 
►In the first stages, they focus on generating (creative or divergent thinking). 
The interest is directed at the first stage, towards the quantity of ideas, rather 
than towards their quality; delay the judgment; look for links between new 
emerging ideas. ►After analyzing and choosing ideas, they focus on them 
(critical or convergent thinking). At this stage, it is necessary to consider both 
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the positive elements and the negative aspects of the various ideas and solutions; 
explicit expression of personal opinions become necessary. 

There are three components and six stages of the creative process: 
understanding the problem or the challenge (three steps), generating ideas (one 
step) and preparing for action (two steps). Each of the six stages has a 
generating component (divergent thinking) and a concentration component 
(convergent thinking). The three stages of the "understanding of the challenge" 
are building opportunities, exploring data, and engaging issues. There is only 
one step to "generating ideas", namely, the classic brainstorming phase. There 
are two stages in "preparing for action": developing solutions and accepting 
constructions. 

Many other books on creativity also emphasize that creativity takes place 
in stages and that divergent thinking is the starting point, followed by 
convergent thinking (Perkins, 2000). Cognitive psychology is the one that 
brought the idea of phased development of intellectual processes and creativity, 
at the same time. 

Although, methods of enhancing creativity seem exciting and even 
effective, however, there is hardly any solid, experimental evidence that these 
methods work (see Feldhusen & Goh, 1995; Stein, 1993). For example, studies 
have repeatedly shown that brainstorming groups come with fewer ideas than 
the same number of isolated individuals who work separately (Larey & Paulus, 
1999). However, the belief that groups are more creative than isolated 
individuals is so widespread that it was called "the illusion of group efficiency" 
(Paulus & Nijstad, 2003)303. Other more recent studies have shown that certain 
types of groups, structured in the right way, can be more creative than isolated 
individuals (Paulus & Nijstad, 2003). These confusing findings may simply 
reflect the fact that it is so hard to develop a test of measuring creativity and 
therefore it is hard to measure if creativity has increased or not. For example, 
most brainstorm assessments measure the divergent thinking - the number of 
ideas the group generates - even if researchers have found no evidence that 
divergent thinking is correlated with an effective creative outcome. Researchers 
still disagree on the best training methods, whether they work or not, and how to 
test their effectiveness (Marcus & Neacsu, 1972). 
 
3. The socio-cultural approach to creativity 

The socio-cultural approach of creativity brings to light some common 
problems found in training programs: 
1. Many training programs assume that creativity is an individual process or 
capacity, while we have seen that much of the creativity results from complex 
social and organizational systems. And even if brainstorming is a group activity, 
it tends to focus on increasing the creativity of individuals in the group 
                                                
303Paulus, P. B., & Nijstad, B. A. (2003). Group creativity: Innovation through collaboration. New York: Oxfor
d, p.87. 



278 
 

(Hennessey, 2002); does not require fundamental changes in organizational 
structure and culture. Increasing employee’s creativity in a company will not 
necessarily increase the company's creativity; a new organizational structure or 
culture might be needed. 
2. Many training programs assume that creativity is universally applicable, a 
general domain when, in fact, we have seen that the greatest cultural creativity is 
specific to a particular field (Baer, 1993). Creativity requires a person to become 
an extremely well-informed expert in his field of activity. Creative development 
programs rarely instruct individuals to learn more about what has appeared 
before, even though this is a prerequisite for creativity. 
3. High levels of creative performance require a high level of commitment and 
dedication, a level that is unlikely to develop unless the individual considers the 
intrinsically motivating task. Even so, very few of these training programs 
underline the importance of commitment, hard work and intrinsic motivation. 
4. Many training programs underline that the moment of creative understanding 
or insight is the critical element of creativity, while most research suggests that 
the understanding moment or insight plays a very small role in creative work. 
Rather, creative products result from lengthy, complex processes involving 
people's networks and long hard work, during which many independent, but 
connected, mini-insights take place. However, training in creativity rarely 
teaches individuals how to program and design an extended project so as to 
encourage and incorporate these many mini-insights into sequential and 
incremental perspectives. 

Considering everything we know about the initiation and development of 
creativity, why still many training programs continue to be applied in a 
scientifically incorrect way? Do we owe this to our cultural concepts about 
creativity? Many creativity training programs are as they are because they 
conform to our culture myths about creativity (Boden, M., 1991). 

 Considering that the moment of understanding or insight is critical, 
creativity consultants give us what we want: teaches us how to have more 
insight moments. But, on the other hand, researchers know that the insight 
moment plays a minimal role in the creative act. Creativity is also presented as a 
skill or process that applies to a general domain, and creative consultants who 
treat it in this way present creativity as a set of general processes and abilities. 
We believe that the main reason why we are not creative enough is the presence 
of constraints and limitations in the environment; the creative council always 
associates contextual factors with limitations of creativity, while a series of 
research also shows that contextual factors are essential to creativity. We believe 
that creativity is a product of an individual mind, and creative consultants focus 
mainly on improving individual creative skills and not on changing culture and 
organization. Research in the field shows that creativity is hard work; creativity 
is usually an incremental step beyond what has appeared before; creativity often 
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appears in a team, and is not the fruit of one person's work; the development of 
creativity often requires substantial organizational changes. 

 
4. Humanistic Psychology and New Age Current 

 
”It is ironic that our scientific objectivism about genius is mixed with a strong remnant  

of what looks like religious faith. The fact is that we can not bring ourselves to renounce 
the dream of the superhuman ... the post-Enlightenment guise of artistic or scientific genius.” 

Marjorie Garber, 2002, p. 72 
Many counseling books say that the highest level of creativity is reflected 

in the way someone lives their own life. The "guru" of the visualization, Shakti 
Gawain (2002) wrote that "my life is the greatest work of art"304. Such 
perspectives have been grounded in the humanist psychology of the 1950s by its 
founders, Abraham Maslow and Carl Rogers (1961), who have emphasized the 
importance of self-actualization. The spiritual life of man is the final creative 
product, the highest level of creativity, being the process of becoming a vibrant, 
living and self-actualizing being. Julia Cameron, author of "Walking in this 
world: The practical art of creativity" (2002), noted: "I simply wrote down the 
precepts of divine intervention in our lives, the moment we engage our creativity 
and, through that, engage our Great Creator."305 New Age adherents often 
claim that they are conducting a deeper creativity that originates in spiritual 
source. This conception of creativity goes back at least to the time of the ancient 
Greeks. The outlook of the New Age trend focuses on the process, rather than on 
the product; creativity is a spiritual practice and not a way to generate useful 
products. The association of process and creativity emerged in the 1960s (in the 
art world) and in the 1970s (in cognitive psychology). The New Age movement, 
which emerged in the 1970s, is not surprising that its assumptions about 
creativity reflect the general beliefs of the existing culture at that time. 

The concepts of New Age creativity are based on the psychoanalytical 
and spiritual conceptions of the unconscious, the importance given to the 
Jungian dreams and notions called archetypes. Many New Age writings are 
based on the anthropological studies of amateurs that bring back the 
ethnocentric stereotypes of a century ago: that primitive peoples or children are 
purer and less corrupt by social convention and civilization. These beliefs about 
creativity are hard to correlate with modern scientific findings. And, in fact, 
neither are we. These conceptions of creativity appeared in the romantic era of 
the nineteenth century. 

In the New Age approach, people are advised to "practice art as a means 
of awakening"306 (Cushman, 1992). The goal is not to increase the quality and 
marketing of the finished product, because thinking about the final product may 
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interfere with the spiritual effectiveness of the practice. New Age concepts are 
found in many areas of artistic education, including drawing, writing, acting and 
music. Anne Cushman (1992) enrolled in every class in the San Francisco area 
and found some common themes in all. The basic ideas in New Age creativity 
can be synthesized as follows: 
 Trust your intuition, honor your initial impulses. 
 Stay in the present, forget about your plan, and stay tuned to the moment. 
 Do not cross out or paint over, even if you change your mind. 
 Create boldly, without afterthoughts or regret. 
 Focus on the process, not the product. 
 Create for the pleasure of doing it. 
 Do not analyze the result, because this is not psychotherapy. 
 Special talent is not required, and in fact the technique can get in the way. 
 Practice and persevere. 
The question of the quality of the finished product is irrelevant; anything 
generated 
"with a profound consciousness or with total awareness is artful"307 
(performance artist Ruth Zaporah, cited by Cushman, 1992). 

But, of course, many of us are interested in increasing the quality of our 
products. Students in the art school hope to generate works that will be sold and 
exhibited in museums, and students in the literature works want to be published. 
Executives want corporations to develop innovations that can be successfully 
marketed. But even if the ultimate goal is to create a useful and commercial 
product, the New Age instructors would argue that we should start our work in 
this process-oriented way without a well-defined goal. There will be time for 
critical reflection and editing later. Writing instructor Natalie Goldberg told 
Cushman that aspiring writers should not go to the publishing stage for at least 
two years (Cushman, 1992, p. 60). The New Age current have scientific support 
in Teresa Amabile's research (1996) on intrinsic motivation and Mike 
Csikszentmihalyi’s (1996) mental fluidity research. These psychologists have 
discovered that most acts of creativity take place when a person is in a mental 
state of fluidity and New Age counseling is effective in achieving a flow state. 
However, there is also a rejection of common myths about creativity: 

Only the special geniuses are creative. This myth has proven to be 
wrong for decades of research in cognitive psychology. Creative processes are 
based on the same psychic processes that every person has. 

Creativity is only found in the arts. Creativity is necessary in all life 
experiences, not only in painting and poetry. Creativity is also important in 
everyday life, daily conversation, parenting, teaching, ability to be a good friend 
(Sawyer, 2001). 

                                                
307 Cushman, A. op. cit., p. 59. 
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Creativity is specific to crazy people. The myth of insanity in creativity 
is incredibly resilient, despite decades of research and debunking of this 
connection. 

At the same time, many New Age tips perpetuate other myths about 
creativity. In the work "How to Be an Artist" (Sark, 1989, quoted by Boden, 
1991), the author starts from the idea (myth) that children are more creative than 
adults. Much of Cushman's (1992) advice come directly from the beliefs of the 
nineteenth-century romantic era where creativity comes from a pure, 
unconscious or divine inner nature that exists before the conventions of society. 
Many of these myths, however, have no basis in scientific research. 
 
5. Myths about creativity 

We enumerate here some of the best known social-cultural myths about 
creativity (Boden, 1991): 
►Creativity is Fun. The flow state of peak experience is extremely positive 
and self-actualizing, but it would be misleading to describe it as "fun." 
Creativity is not easy or peaceful. 
►Creativity Is a Burst of Inspiration. Creativity is not a sudden burst of 
inspiration, a gift from above, or a divine moment. Rather, creativity is a long, 
extended process over time, in which many small, mini-insights occur 
throughout the work day. 
►Creativity Is an Individual Trait. Creativity is not just a property of 
individuals, it's also a property of social groups. Modern creativity is more like 
an improvisation jazz ensemble or like the development of Windows operating 
system than a poet writing in solitude. Individual creativity is more likely to 
occur in collaborative groups than in solitude. It's no accident that jazz 
musicians play better in groups and in front of live audiences than they do alone 
at home or in group rehearsal with no audience. Creators in all fields of life 
report their most significant insights-emerging from collaborations (John-
Steiner, 2000). 

Creativity is a social phenomenon involving variation and selection at 
multiple overlapping levels of analysis. In fact, for the most part, creativity 
accepts and builds on convention, means interaction between people and 
creativity starts from here. "Being empathetic means to be able to recognize the 
feelings of others, even when those feelings may not be obvious. A direct 
consequence of empathy is a better way of managing relationships, listening, 
and relating to others. They avoid stereotyping and judging too quickly, and 
they live their lives in a very open, honest way."308 (M. Rusu, 2018). There is a 
small component of novelty in most creative products, but it's always smaller 
than we think at the time. With 50 or 100 years of distance, almost everything 
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being created today will sound and look the same, even though it looks like an 
incredible variety. There was no freedom of social coercion that led to Einstein, 
Michelangelo or Shakespeare. Most social systems have interests in the status 
quo, and true creative novelty is often perceived as dangerous for those in 
power. As a result, what really needed creative people is not the common sense 
of humanistic psychology, but rather the thick skin and the great ego sustained 
the existentialist Salvador Maddi (Maddi, 1975, p. 182). Of course, this type of 
person does not sound very beautiful, and what has claimed Maddi does not fit 
our cultural concepts of creativity as the pure and good expression of the self-
actualized individual. 
►Choose a Domain That's Right for You. Domains that are widely available 
are more likely to experience creativity. In some cultures and historical periods, 
elites have restricted access to the domain; only a certain privileged class of 
people could participate. 
►Choose a Field That's Right for You. A field is more likely to experience 
creativity if it has formal systems of training, with teachers, mentors, and 
experts who can pass on the domain of knowledge. An area is more likely to 
experience creativity if it offers opportunities for newcomers to work in the 
field. Young talented people will not choose a career if there are no employment 
opportunities or if the field only accepts elderly people. You can increase your 
chances of creativity, making sure you work in a field that fits your personality 
and style. Some fields are very large and require a lot of networks to stay 
involved and connected. That's good if you're extrovert, but a more introverted 
person might be intimidated because it will have 5000 people at the annual 
conference. Introverts could be more comfortable in smaller fields. 
 
6. Beyond conventional and routine 
Some other ideas for enhancing your creativity are: 
►Turn Your Gaze Outward Instead of Inward. Begin by becoming aware of the 
field that you are working in. Talk to people working in the area.  
►Market Yourself. The most successful creative people are very good at 
introducing their ideas to the field. They know who the key people are, and they 
know how the selection process works. They know how their new product is 
likely to be perceived. ►Do not try to become creative in general, focus on one 
domain. Try out as many domains as possible. Start with something you love 
and then branch out from there.  
►Be motivated in an intrinsic way. Do not expect to be creative if your goal is 
to become rich and famous. Creativity almost always results from intrinsic 
motivation. It is often said that even the most sexy careers involve only 10% of 
the fun stuff, the remaining 90% being work that most people find boring. The 
most creative are those who choose a career in which they actually enjoy 90%. 
►Do not get comfortable. The flow state of peak experience tends to occur 
when your skills are matched by the challenges of the task. If you find that your 
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work is becoming easier as your experience and skill level increases, then do not 
just sit back and get comfortable. 
►Balance out your personality. Many creative people have what seem to be 
contradictory personalities; they can work at both ends of the personality 
spectrum. They're both masculine and feminine; they're both introverted and 
extroverted. 
►Look for the most pressing problems facing the domain. Work at asking good 
questions. Do not get caught up solving the easy, known problems.  
►Collaborate. Develop a network of close colleagues that you can discuss with. 
Share your ideas with like-minded colleagues. 
Use creative work habits. Work hard. Spend long hours working on a task. 
Expect to work more than 40 hours a week, sometimes much more. Do not give 
up easily. 
►Be confident and risk. Shyness, anxiety, and fear always come in the way of 
creativity. Many creative people seem to be arrogant or have big ego, because 
they have tremendous self-confidence that allows them to take risks. Once you 
have some successes, you will be more confident.  

The idea of the lone hunter, or the lone voyager or explorer, who's guided 
by his principles and is going to get there against all odds, that self-image, as 
romantic and foolish as many people might consider it, is a very powerful force 
in making a major scientist (E. O. Wilson, quoted in Csikszentmihalyi, 1996, p. 
269). 
 
7. Conclusions 

The current research on the methods of creativity development offers a 
whole range of ways involving divergent thinking and convergent thinking. 
Education, as a complex process at the level of society, must also address, in 
different ways, the development of young people's creativity. A modern society, 
based on the rapid circulation of information, offers increased availability but 
also has a greater need for individual and group creativity. 
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2. PROBLEMS GENERATED BY POOR SUPPORT OF YOUNG 
TALENTED PEOPLE 

Ona Ionica Anghel 309 
 

Abstract: The subject of supporting talented young people through educational strategies 
and educational policies is more and more concerning for the researchers in the area of 
psycho-pedagogy of excellence. The problems solved by the policies and strategies of 
supporting talented students have a double nature: some have of a moral and personal 
nature, invoking the right to equitable education for each and the maximum development of 
talent for oneself, others have social and economic nature. In order for a person to be 
creative, to offer innovative solutions to various technical, environmental, social, cultural, 
etc. a partnership is needed: the talented person and his supporters - the family, the school, 
the economic environment, the country where he lives. The paper discusses the two major 
categories of issues generated by the lack of support of young talent, insisting on the 
phenomena of intelligence migration. 
Key words: talent, giftedness, support, brain drain, brain waist 
 
1. Introduction 

The idea that the economic development of a country depends on its 
capital in human resources is often supported. However, it is fair to expect that 
the high-performing human resource will choose to offer its services where they 
are demanded, respected and appreciated at their true value. In a global economy 
without borders, including the job market, it is to be expected that talented 
young people are supported and promoted no matter where they choose to 
practice their craft, this way they may be persuaded to choose the country whose 
language they speak to gradually develop their talent. Without any kind of 
support they will certainly choose something else. In Romania, we have been 
confronted for a long time with the phenomenon of high performing young 
people migrating to more friendly job markets that offer a remuneration 
correlated to the value of work done and a high standard of living. 

The emigration of highly skilled people leads to other problems that are 
detrimental to the country of origin: on one hand it is the inability to recover the 
investments made in their education and on the other the difficulties in recruiting 
a highly competent work force for the national companies or corporations 
willing to invest in Romania. By default, economic progress is slowing down. In 
Romania, the loss of grey matter also happens in other ways too, namely by the 
inability of some of the graduates to find a job adequate to the skills they 
possess. In the specialized literature, this phenomenon is known as “brain 
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waste”. Most of the graduates who after repeated and failed attempts to achieve 
their professional aspirations in the country, will eventually decide to emigrate. 

 
2. Problem I: Uncultivated talent can be lost 

The topic of supporting gifted and talented children and young people has 
been talked about for several decades in Romania as well. Prominent academics 
highlight the need for a differentiated approach to the education of this special 
segment of the population as a right that society is responsible for enforcing due 
to the fact that it is dependent on the capital of human talent at its disposal. 
Promoting this capital, thus becomes one of the most important strategic 
objectives of the society (Creţu, C., 2006). For a person to be creative, to 
provide innovative solutions to various technical, environmental, social, cultural, 
etc, issues, a partnership is needed: between the talented person and its 
supporters. Along with this, the state has a big role to play because if the state 
aspires to progress it is its responsibility to provide support to those who are 
making this progress possible. The state is not the only one participant 
responsible for the fulfilment of the gifted: the family, the school, the economic 
environment will also contribute to this mission. 

If for a long period of time the myth that the gifted can use their talent to 
succeed was accepted as true, the need for an educational intervention in the 
development of their potential is undeniable today. Apart from educational 
support, the need for emotional support is also required, considering that gifted 
adolescents and young people may have some unique emotional needs and 
adaptation problems due to the fact that they sometimes perceive themselves to 
be different from others which can lead to extreme behaviours ranging from 
academic failure to suicidal acts. Hyatt L.A. and Cross T.L., review of some of 
the traits that determinate such behaviours as: boredom, increased sensitivity in 
perceiving reality, preoccupation with mankind’s global issues which leads to 
the self-identification with said problems, difficulties in defining their own 
personal identity and in building a positive self-image, perfectionism, having 
discouraging life experiences such as unappreciated creativity, etc. (Hyatt L.A. 
and Cross T.L. in Shavinina, 2009).  

Investing in the education of gifted and talented people, not only 
financially, must continue past the end of secondary studies. Most of the studies 
done on the issue of educating gifted people have been mostly focused on the 
age of childhood, puberty or adolescence and much less on youth or adulthood. 
Differentiated educational intervention must be continued all the way through 
university studies. This last step towards adulthood is extremely important as it 
will heavily influence both the success in professional and family life. The 
uncultivated talent is lost even at this age. There have been noticed frequent 
cases of Olympians that are no longer performing at a high level in their work, 
as somewhere on the way from school to professional life, their talents have 
been lost (Creţu, 1997). In the same register, Ziegler discusses the case of 
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adolescents identified as gifted and talented but who do not get high-level 
prizes, such as the Nobel Prize, for example, or those subjects who were rejected 
by Terman’s study but ended up being Nobel Prize-winners (as example, 
scientists Shockley and Alvarez), these being the unidentified gifted persons 
(Ziegler, 2009). 
 
3. Problem II: The migration of intelligence 

The Royal Society of London first used the term “brain drain” to describe 
the departure of European scientists and technicians to the US and Canada in the 
early 1950s. The term “brain drain” refers to the international transfer of 
resources in the form of human capital and is particularized in the form of 
migration of highly educated people from developing countries to developed 
countries (Ferro, A., 2004). This definition underlines the irony of migration in 
our time, namely that it refers to the departure of the part of the population that a 
developing country can not afford to lose, namely highly qualified and educated 
people. 

Since the 1960s, the phenomenon has captured the attention of many 
scholars in economics and politics and studies on the subject have become more 
and more numerous. The results lead to the conclusion that “brain drain” has 
two main negative effects: the country of origin loses human capital thus being 
devoid of the main engine for economic growth and at the same time losing 
much of the public investment made to educate that human capital (Glăvan, B., 
2008; Marga, 2007; Vaknin, S., 2006; Lowell, Findlay, 2001). In this way the 
losses of the country from which they migrate are at least double: on the one 
hand these losses come from the diminishing of the productivity potential and on 
the other hand from the fiscal point of view, where not only the investments 
made in education will yield no return, but also the number people who will be 
future tax payers will narrow down. 

The phenomenon is viewed today from other perspectives. If by the 1990s 
the most frequent interpretation was in terms of large losses for the country of 
origin and hefty gains for the country people are leaving to, after this period 
other facets were shown. “The brain drain” can be viewed not only from the 
perspective of the country from which the people are migrating, but also from 
the perspective of the welcoming country that says brain is also brain gain and 
from the perspective of the migrant who argues his decision as “better brain 
drain than brain waste”. In this way, the intelligence exodus also has some 
positive consequences: educational opportunities that would not be available in 
the country of origin, an influx of skills transfers, the return of some people with 
new experiences and skills, the circulation of brilliant minds (Wickramasekara, 
P. 2002, quoted by Marga, 2007). All of these have a probable low occurrence 
rate because once they leave, very few of the intellectuals return, and those who 
do return do not offset the huge losses of the country of origin. 
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In the context of an analysis of youth support policies in Romania, a team 
of researchers debates the brain drain phenomenon and notes both an external 
loss - equivalent to the concept of “brain drain” and an internal one - equivalent 
in the literature with “brain waste” (Helsingius U., Bois-Reymond du, M., 
Nurse, L., Chan, V., Pais, J., M., Trestieni Ion, D., 2000). “Brain waste” 
describes the skill wastage that happens when highly trained specialists migrate 
to certain jobs that do not require the skills and experience they have gathered in 
past jobs. (Dracea, R., Cristea, M., Mitu, N., 2010). 

 The causes that lead to the exodus and/or waste of high intelligence and 
professional competence are frequently discussed and analyzed. The most cited 
are the local economic, social, political conditions, etc, which do not allow for 
the professional and financial fulfilment of highly qualified persons. 

Ferro, A. conducts a study targeting IT specialists moving from Romania 
to other countries. The main causes of migration are related to career 
opportunities, whether it is a real opportunity to advance in a career (36% of 
respondents), or that the salary is much higher than one obtained at a similar job 
in Romania (5%), or to access a more interesting job (5%). Reasons for career 
opportunities are closely followed by the desire to have a better quality of life 
(21%). The study done by the Italian author comes to the conclusion that the 
intelligence exodus in Romania is “a natural consequence for a country that does 
not use the potential of its people and suppresses the aspirations for professional 
realization.” (Ferro, A., 2004, p.15) 

Other studies also confirm that the reasons for emigration most often 
invoked are the type of jobs that can be accessed in Romania which are not as 
challenging as those outside the country or insufficient remuneration for the 
services offered. Thus, Popescu, D., Pătrașca and M., Chivu, I. investigating the 
reasons why Romanian researchers choose to leave, claim that three quarters of 
the subjects declare as the main reason the lack of or the small number of 
opportunities to perform at their maximum potential, and 68% low wages. 
Another important reason why research scientists choose to work across borders 
is related to the insufficient allocation of research funds. In the field of 
engineering 53% of respondents consider this reason extremely important and 
20% very important. (Popescu, D., Pătrașca, M., Chivu, I., 2006, p.198 -199) 

Quantifying the number of talented and high-end professional people 
migrating from Romania is an extremely difficult task. Different sources of 
information offer only partial data given that the phenomenon is too volatile to 
be numerically determined, and it is difficult to extract from the total number of 
migrations the number of those who would qualify under the phenomenon of 
brain drain. 

 
4. Conclusions 

All identified studies, even those that discuss the positive aspects of the 
phenomenon of brain drain, conclude that the phenomenon affects the country 
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from which it originates by reducing its development capacity. Some researchers 
recommend a course of action to mitigate the problem. Marga cites the 
“Constructing Knowledge Societies” report, which lists the following measures: 
the setting of clear rules by the institutions facilitating mobility programs to 
ensure the return of professionals trained from external funds; increasing 
confidence in diplomas obtained in foreign institutions; the inclusion in 
scholarships of travel funds or allowances for the acquisition of equipment and 
materials necessary for the continuation of the studies commenced abroad; the 
preference to send students to top universities in countries with a saturated job 
market (eg India); creating a favourable work environment for researchers and 
specialists (Marga, 2007, p.13) 

All these measures are of a generalized nature, and the phenomenon is 
contextual and should be treated as such. Its in-depth investigation from 
different perspectives, depending on the specifics of different fields of study 
(economic, political, educational) is not only necessary but mandatory. 
Regardless of the approach, it is necessary to consider the recognition of the 
unalienable rights and freedoms of the person and the recognition and 
acceptance of open competition on the jobs market. 

The researcher from Cluj believes that in Romania the phenomenon of 
“brain drain” can be limited only under the conditions of a sustained 
international cooperation and proposes in this respect some reference 
frameworks for possible strategies that should be employed by universities: “the 
establishment of top university campus franchises, the liberalization of 
recruitment procedures for teachers from abroad, efficient mobility of managers, 
creation of joint research units in cooperation with Western universities, 
expansion of investments for professional training, scientific research and 
professional expertise based on the relationship between companies and 
universities. (Marga, 2007, p. 15). 

Moreover, policies to support the gifted and dedicated people, and the 
particularization of educational policies as public policies, must be understood, 
formulated and implemented beyond the big decisions and the macro-strategy. It 
is even appropriate that these policies are formulated at the institutional level, 
the school institutions being often closer to the direct beneficiaries (pupils or 
students) and able to make decisions determined by the local economic 
specificity. 
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3. ACTIVE LEARNING AND DEVELOPMENT OF DESIGN THINKING 

ABILITY AT STUDENTS 
Oana Jitaru310 

 
Abstract: The paper analyzes paradigms that highlight the role of active teaching and active 
learning methods in developing the skills for the professional and social life of the students. 
The first chapter of the paper argues the need to develop social and creative abilities that 
lead students to competence in design thinking. Successful response of the student to the 
demands of professional and social life requires skills like empathy, assertiveness, 
cooperation, problem solving, implementation of innovative solutions. Ability of design 
thinking involves a divergent thinking, ability to autonomously design their own strategies in 
relation to personal development needs, self-assertion and prosocial project development. 
The training of these skills is possible if the educational environment is one that offers 
stimulating techniques, adequately prepared human resources, social training contexts. 
Interactive teaching enables the student to act independently, to be capable of self-
management and personal development. The proactive creativity of teachers facilitates active 
learning methods which will lead to students developing empathy, assertiveness and 
competence in design thinking.                      
Key words: design thinking ability, active learning, assertivity, empathy, social competence 
 
1. Student facing the requests of the contemporary social environment. 
Ability of “design thinking” 
       Adapting to the contemporary world involves the individuals’ social and 
civic abilities, which allow them to integrate in complex social context, abilities 
to value their own abilities at level of competences in a professional field that 
could assure them an optimum living and, more than that, stimulates the 
experimentation and discovery in the field of personal growth, creativity in 
private life, self-actualisation, spiritual evolution. Tony Wagner (2014, 27) 
summarises the results of an important study about innovation in 2011, 
appreciating the fact that innovation in our times values especially people’s 
creativity expressed at various levels of the social life, and that the biggest 
innovations in the 21st century will be those that respond to human needs, 
adapted to protecting the environment. The author describes new skills that 
today’s pupils and students need for their career, sustained education and 
citizenship in the world ever challenging. He identifies seven major requests and 
calls them skills necessary for survival. These are: critical thinking and problem-
solving; collaborating across networks and leading by influence; agility and 
adaptability; accessing and analysing information; effective oral and written 
communication; curiosity and imagination. 
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To these, the author adds perseverance, availability to experiment and 
take calculated risks, tolerate failure and the ability to “think in a projective 
way” (design thinking), together with critical thinking. In an article published in 
Harvard Business Review, Tim Brown described the five characteristics of the 
type of design thinker: 
1. Empathy, capacity to imagine the world from multiple perspectives and to 
place the world on the first place; 
2. Integrative thinking, the ability to see all the aspects of a problem, as well as 
possible revolutionary solutions; 
3. Optimism assures the belief that, even when difficult, problems will find their 
solutions; 
4. Experimentalism, process of trials, failures and corrections that analyse the 
problems and solutions in new and creative ways; 
5. Collaborativity, the enthusiast interdisciplinary collaborator. 
In conclusion, this design thinker is a specialist able to innovate in their field of 
expertise, this innovator’s “DNA” having as central nucleus  
• Empathy and curiosity, weaved in a structure that allows man to listen to, 
observe, ask questions and reach a more profound understanding of the others; 
• The integrative thinking supposes mastering a field of expertise, being 
creative and motivated; it supposed crossing borders, making associations and 
syntheses; 
• Collaboration and activity in a network is based on social abilities of 
communication, assertiveness and tolerance. 
• Action and experimentation suppose capacity of initiative, strategic thinking 
and self-confidence that support a process of alternate trial, failure, solution and 
success.  
       As for the innovator’s formation, as education challenge, the author draws 
attention on the fact that the traditional approach of the learning process 
involves a transfer of information based on memorisation, exponential growth of 
the quantity of information, undermining curiosity, the ability to ask questions 
and reach beyond theories and facts. The formation of the design thinker would 
require the capacity to analyse and create new knowledge, filter information and 
apply it in unusual ways. It seems that we cross a time where “it is less 
important what you know than what you can do with what you know” (Wagner, 
2014, 205). Thus, we can distinguish three stages in the evolution of learning: 
the first one is based on memorising, on tests with multiple variants of answer, a 
stage still prevalent; a second stage is learning based on projects, starting with a 
problem that needs a solution; and the third stage is learning based on design 
and planning, where problem is not given, but needs to be defined. The third 
type of learning is based on the development of creative thinking that allows 
overcoming limits, unusual associations, defining and redefining problems in 
ambiguous situations, in essence, students are determined to present problems 
instead of repeating answers.  
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 The habits necessary for survival define in fact a set of competences that a 
graduate should accumulate during their formation in order to be able to 
capitalise maximally the potential they have and obtain economic, social and 
familial progress. In this set of competences, they have to re-find their creative 
abilities that develop flexibility, originality, sensitiveness to problems; the social 
abilities that involve communication, cooperation, empathy, assertiveness, self-
introduction, self-esteem, a set of abilities that give man the belief that they can 
master their life, can produce impactful results; abilities to exploit 
interdisciplinarity, combine in an innovative way different fields of interest – 
exact sciences, art, literature, etc. An important condition to gain these 
competences is to assure the context where students can prove they master them. 
A part of the skills mentioned can be assessed, for the didactic profession, in 
formal and non-formal context, others during the pedagogic practice, and others 
will be assured by their transfer in student’s specific social contexts, and will be 
underlined in the strategies of self-affirmation and the professional projects and 
the projects of social innovation that they will implement.  
 Thomas Friedman, in an interview offered to Tony Wagner (op. cit., 301), 
states that more important that IQ are the curiosity quotient (CQ) and passion 
quotient (PQ), which have to be developed and cultivated, giving the student the 
chance to explore on their own fields of interest and their own expression. We 
consider that in order to create an appropriate environment to train multiple 
intelligences, emotionality, curiosity, passion, the student has to build, at first, a 
positive self-image, high self-esteem, and abilities to communicate assertively to 
express themselves empathically and, at the same time, in a firm, unique, 
independent and innovating way. 
  Success and triumph as member of society are supported by an effective 
management of the social, emotional and cognitive abilities, as well as the 
behaviours adapted to the social requests. Janet Welsh and Karen Bierman 
(2001, 600) outline social competence through the social, emotional and 
cognitive abilities, and the behaviours that a person needs for a successful social 
adaption. For youngsters and adults, social competence integrates a series of 
enriched abilities and behaviours derived from the individuals’ orientation and, 
their professional actions, as well as their actions and citizens. In outlining the 
social competence of the young and adult person, theories and research (Argyle, 
1998, 74; Hoskins et al., 2008, 12) lead to the acceptation that being socially 
competent means to be integrated in a network of communication and solid 
cooperation, affirm oneself as member of the professional group, manage in a 
constructive way relations and intercultural, community, civic or political 
situations. Michael Argyle (1998, 74) underlined the indispensable correlation 
between the social and professional competence, through the two dimensions of 
the social competence: social competence that comprises general ability, and the 
social professional competence, related to work, the ability to stimulate and 
make the others gain efficiency in exercising their profession. The author 
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mentions a series of social competences necessary in view of establishing and 
maintaining the relations of support of the adult with family, friends and 
colleagues. Also, Argyle (1998, 86-87) names another essential field where the 
social competence of the young and adult person manifests – couple and 
marriage. Social competence manifests at the young and adult age in the context 
of the family, the network of friends, the couple relation and marriage, 
professionally, but also civically. To support this statement, Bryony Hoskins, 
Ernesto Villalba, Daniel Van Nijlen and Carolyn Barber (2008, 12) notice the 
connection between social and civic competence. If the individual meets, at 
different stages of their life, opportunities of civic learning, then they will 
develop as an active citizen. In other words, the social competence exerted in a 
familial, educational, professional context will support the adult’s competent 
manifestation and the role of active citizen. Developing the student’s creativity, 
their ability to design thinking, abilities of communication, and social and civic 
affirmation will assure them a set of competences necessary for the professional 
and social life. The individual can manifest, thus, as an autonomous personality, 
civically involved and innovating in valuing and enriching the social 
environment where they live.   

 
2. Active Learning – a Result of the Professor-Student Collaboration 
      Active learning that implies that education makes available for the 
pupil/student an interactive and creative environment that allows them to 
became aware of the level of their own knowledge and the diversity of means of 
knowledge, ask questions, listen, discuss, solve, apply, research, discover, etc. 
As shown in the literature (Bonwell and Eison, 1991, Prince, 2004, Cerghit, 
2006; Bocoș 2013), active learning has several defining characteristics. It is a 
type of learning based on profound individual involvement – intellectual, 
psychomotor, affective and volitional – of the subject of learning in acquiring 
knowledge actively and creatively, formation and development the abilities and 
competences. Learning focused on the student is superior to passive learning, 
focused on the professor. Students acquire knowledge and abilities through 
activities that allow them to exert and reflect, not though those that require 
looking at and listening to others who tell them about how to do something 
(Felder, Woods, Stice and Rugarcia, 2000, 9). The passive methods of teaching 
promote memorisation on short term, while the active approach of the didactic 
interaction promotes storing in their memory the information on a long term, 
understanding, stimulating the abilities to solve problems, motivation to learn 
and interest in in-depth studies. 

Active and interactive learning is based on an asymmetric/dissymmetric 
educational relation where the student himself has the role of “pedagogic 
regulator” (Bocoș, 2013, 86), and the professor has the role of organiser and 
guide of the process of learning carried out by the student. The interactive 
context built by the professor and the active and stimulating methodology used, 
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help the pupil/student accompany learning with positive emotional states of 
pleasure, trust in their own potential, wish for knowledge, tendency to self-
actualisation. The individual who learns actively and interactively is their own 
initiator and organiser of the learning experiences, the manager of their own 
resources, able to reorganise to reorganise permanently their own acquisitions, 
in a systemic manner. Active learning implies that the subject of learning 
develops activities and registers significant acquisitions, but at the same time 
they are able of meta-cognition, which means that they think and analyse the 
mechanisms of their own approaches to understanding and learning. Thus, 
students become able to monitor and self-regulate their learning, debate 
critically, assess, improve, design customised learning projects, assume 
responsibility for the personal educations objectives formulated, get involved 
autonomously in learning and formation (Chi, M.T.H., Kang, S. and 
Yaghmourian, D.L., 2017).  

 Interactive instruction operates with methods, techniques and educational 
means focused on the pupil/student’s activity of learning. Thus, we can talk 
about a pedagogy focused on pupil/student, who becomes the actor in the 
educative act, in elaborating regulations and rules regarding the work rhythm, 
learning style, grid for reading reality determined by particularities of 
personality, abilities for adapting and social affirmation. Active-learning 
instructors are aware of best practices related to students motivation (Auerbach, 
Higgins, Brickman and Andrews, 2018). The pupil/student is supported to 
develop autonomy, a pedagogic concept with multiple educative dimensions, 
correlated with activation, freedom of choice, responsibility, critical thinking, 
meta-cognition. The concept of “autonomy” comes from Greek, having the 
meaning of “to make your own rule.” To be autonomous means that the 
individual is not somebody else’s subordinate, and they are able to follow their 
own inner standards. The independent young adult is the one who consolidates 
their individual identity placing on stage personal decisions regarding their own 
life and assuming responsibility for those decisions. Feeling good with yourself, 
being able to follow your own wishes is an essential sign of autonomy (Ruppert, 
2015, 316). In order to find your own way, it is necessary to have a firm and 
healthy will that supposes delimitation from what others want from you and the 
clarification of what you can and creates an inner energetic flux experienced as 
motivation and passion. 

 
3. Conclusions 
       Today’s pupils and students need new skills to develop their career, to adapt 
optimally to social life, and to became prosocial and civic personalities in an  
ever challenging world. Seven major skills for survival are requested: critical 
thinking and problem-solving; collaborating across networks and leading by 
influence; agility and adaptability; accessing and analysing information; 
effective oral and written communication; curiosity and imagination. In this 
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context, design thinking is a complex skill that has in the core the following 
components: empathy, integrative thinking, optimism, experimentalism, 
colaborativity.  

Students’ formation in an environment characterised by trust, respect, 
educational values integrated to the social context and the recognition of each 
person’s meaningfulness are essential in developing creative, social and civic 
the competences. Also important are learning in the context of real life focused 
on problem and context. Developing the competence of autonomous learning 
can increase the students’ ability to extract meaning and knowledge from the 
personal story and society, and the abilities of critical and creative thinking can 
improve the communication abilities and the academic results, in general. 

Active learning is the one that assures an environment in which the 
student manifests himself independently, learns to become assertive and 
promote his / her own rights and abilities, practices creativity in problem solving 
and in project development. The ability of disign thinking can only be developed 
in an active and interactive educational environment where the teacher is a 
promoter of innovative thinking and facilitates student experiences of 
professional and social development. 
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4. AREAS OF ARTISTIC EDUCATION IN EARLY EDUCATION: 
THEORETICAL REFERENCES 

Viorica Crişciuc311 
 
Abstract: The article describes conceptual aspects related to the artistic tendencies in 
preschool education.The realization of this process is presented by operating with the 
concepts of the famous occidental, Russian and local scientists. One of the ideas 
characteristic to the scientists’ pedagogical thinking is that in the process of 
formation/development of the child through arts, the child is submitting the objects and 
phenomena to his/her previously acquired assimilation schemes. To insure integrity in the 
practical way of the early education, the methodology we are proposingis based on a 
research, a significant theoretical network ofsuccessful pedagogical practicesof word known 
scientists. The analyzed theories are a source of inspiration and constitute the theoretical 
universe which contributes to as-truthful-as-possible preschool educationof the child.Early 
education is the most important period in one’s life through the sustainable consequences it 
has on his/her ultimate development. 
Key words:  artistic tendencies, fields of art, musical skills, early education, the mechanism 
of knowledge 
 
1. Introduction 

The structure of the child’s development through art, together with the 
general and specific competences, the contents should be organized according to 
each step of the child’s development, but, at the same time, it may constitute the 
means for the realization of other specific competences. The educator/teacher 
has thus more freedom in acting depending on the individual peculiarities of the 
children/pupils, on their options, as well as on the means that the teacher has 
(video recordings, kinetograms, specialized literature, internet, etc.). The 
responsibility of the teacher/educator towards the path chosen in developing 
skills, by diversifying the contents, obviously grows to the same extent. 

Every parent, educator, grandparent should be motivated for a qualitative 
development through art from the perspective of the musical-rhythmical 
activities. Those that educate aim at promoting the educational practices which 
stimulate and support the harmonious development of the child.  

 
2. Discussions 

The methodological suggestions cover some possible ways to follow in the 
didactic demarche. The methodological recommendations regarding the 
formation/development of the elements specific to the artistic field by which the 
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familiarization process through art starts, covers music of different character. 
Thus, three important phases take shape:  
 Strictlyfollow the age peculiarities,where they aim at selecting a repertoire 
appropriate for the understanding skills, for the rendering-interpreting means 
specific to the level of evolution. 
 Follow the technical levelreached within the activities/classes of 
formation of the artistic skills. The technical requirements of the repertoire 
should follow the level of preparation specific to the children’s age, which, in its 
turn, depends on the psycho-somatic development of the children. 
 Emphasize the expressive character of the musical, creation, drawing and 
dancing activities – coordinated, by which the understanding of the expressive 
report between form and content is approached, of the coherent structuring of 
the artistic elements and of the relationship between the rhythm of the 
movement and that of music, dance. The repertoire realization is not done for 
the sake of the goal, but it is used as a means to attain the performer’s skills and 
as an element indispensablefor the realization of the child’s personality in 
development/formation/education [3, p.23]. 

There is no single theory to entirely cover the psycho-pedagogy of the 
development of the preschool children’s artistic skills.  For the integrity of the 
early education practical application, we grounded the methodology we are 
proposing on a research, a significant theoretical network, of successful 
pedagogical practices of some remarkable world-known scientists.  

The approach of J.Piaget’s ideas regarding the impact of learning by 
discovery and exploration constitutes the basis of education in early education. 
Being a reliable follower of constructivism, he imposed himself by the child’s 
levelled theory of cognitive development, according to which: 
• The child’s intellectual development undergoes certain continuous phasesand 
stages; 
• The consecutiveness is universal, general, and the child’s level of 
development may vary from a field to another, as well as depending on his/her 
culture and environment; 
• The significant stages in the learning process and that of the personality 
formation are:  
a) The stage of sensorial-motorintelligence, between 0 and 2 yearsold; 
b) The stage of pre-operational thinking, between 2 and 6 yearsold; 
c) The stage of concrete operations, between 6 and 11 years old; 
d) The stage of formal operations, from 11 years old on. 

One of the ideas peculiar to the pedagogical thinking, is that in the child’s 
development process through arts, the child submits the objects and the 
phenomena to his/her assimilation schemes: „to apply” (the sensorial-motor 
intelligence); to classify (logical operations), to tact, to leap (numerical 
operations); to relate phenomena (reasoned explanations). By acquiring these 
operations stage by stage, the child is able to apply them in a larger variety of 
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phenomena, objects, mentioning the factthat they can be conquered by a game 
activity only. 
 According to Piaget’s theory, the child interacts with external forces more 
actively rather than passively: he has a quite intense activity, while he tries to 
find explanations of the events and the world around. To give an outline to 
J.Piaget’s ideas, we shall emphasize: 
1) The is formed by stages, which differ by the quality of the children’s 
judgements, the way they act and learn about the world around them; 
2) The formation is primarily sensorial, then ofexploration,being based on 
“right here and right now”; 
3) The mental structures, including the interpersonal one, are formed through the 
child’s interaction with the environment.  

Erik Erikson through his theoryof psycho-social developmentcompletesJ. 
Piaget’s theory of cognitive development from which the following ideas shall 
be emphasized: 
1) Development is a process of integration of the individual biological factors 
with the education and social-cultural ones; 
2) Through the course of life, eight polarstages are passed, reflected through 
the thesis: the child’s development potential acquires fulfilment during his/her 
entire existence; 
3) Each stage is sensitive for acquiring certain qualities. 
In this course of ideas, we should mention that the stages/phases of the child’s 
formation follow a certain consecutiveness and structure. Each stage may take a 
positive or negative flow, which marks the ultimate development of the 
personality: 
4) In the first year of life, there is abipolarrelationship of characteristics – lack of 
confidence, which generates the trust to adults: 
• Between 1 and 3 yearsold, thedichotomy is being manifested: 
autonomy/emancipation – dependence/doubt, which generate the self-control; 
• Between 4 and 5 years old – the dichotomy: the willingness to find out what 
kind of person he/she will be – the feeling of guilt, which generate the feeling of 
responsibility; 
• Between 6 and 11 years old -  the dichotomy: the initiative – the feeling of 
inferiority causes the feeling of competition; 
• Between 12 and 18 years old- the dichotomy: the awareness of the I-identity – 
the confusion of roles, and as positive result- fidelity and loyalty. 
 By studying the types of behaviours where the children process and 
assimilate information, the psychologist Howard Gardner has identified certain 
learning modalities, also called multiple intelligences: social (inter-personal), 
spatial, linguistic, logical - mathematical, musical, corporal-kinesthetic, 
naturalisticand existential. Each of the types is based on a neurological structure 
with own course of development. Starting from the idea that any teaching 
method is, obviously, unsatisfactory, as each child is different, H. Gardner 
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considers that the educational process planned and realized from the multiple-
intelligenceperspective 
- Conditions the child-centered and individualization; 
- Facilitates the interaction with the world; 
- Insures and supports the self-expression success; 
- Strengthens the self-image and the feeling of competition [10, p.66]. 

Howard Gargner has contributed through the multiple-intelligence theory 
(so far, they make reference to nine types of intelligences), according to which:  

The musical intelligence implies special skills of rhythm and melody, for 
activities of rhythm support and emphasis, to write music, play an instrument 
and sing songs.  

The corporal-kinesthetic intelligenceis mainly manifested throughthe 
sensorial system and physical movements in the learning and expression 
process: through obvious preferences for role-play, dramatizations, movement 
games, sports activities, tactileexperiences and ways of direct learning [3, p.37]. 
 Jerom Bruner has noticed that, while exploring the social environment, 
the children acquire the skill to communicate by using the artistic language.  
There is a relationship of mutuality between the child’s artistic language and 
artistic experience. The artistic experience forms and develops the child’s traits 
of personality. The recognition of this relationship has special importance in the 
child early-education formation. As defining elements of the children’s artistic 
experience accumulation process we consider the receiving of the work of art, 
the elementary artistic creation. 
 Kaminsky’s educational philosophyaddressesthe child maintenance – of 
the needs/necessities, peculiarities (physical, cognitive, socio-emotional), 
rhythm and the development level of the individual – in the central position in 
the education thinking and planning [2, p.68]. 

By using as a criterion the evolution of the affectivity and the dialectics of 
establishing the self-consciousness H.Wallon (1941) distinguishes the following 
stages: the stage when the emotional impulsiveness differs from the motorone, 
the subjectivism and the affective symbiosis with the mother is being structured, 
the stage of the self-consciousnessformation as an expression of socialization 
and emotional complexity, the stage of the I independence and of the role 
taking. 

A primary place in history is taken by J.Amos Comenius who brought 
arguments for the therapy of training and education as a system of scientific 
knowledge. J.A.Comenius has found what the child should have in his/her first 
six years. His research describes the programme of knowledge and skills the 
child should accumulate. 

Pedagogue, theoretician and publicist I.H.Pestalozi is the author of the 
system of pedagogical ideas by which he answers all the main problems of 
pedagogy. He tried to prove how the harmonized development of the child’s 
moods can be insured and how it can be oriented by using education through 
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arts. The center of his pedagogical thinking is taken by the idea according to 
which the nature is formed out of four categories of forces or powers: 
intellectual, moral, artisticand physical.  

The essential contribution to the preschool education development is 
realized by Fr. Frobel, progressive German pedagoguefrom late nineteenth 
century. Frobel considers that the game develops the child’s creative 
possibilities, being the most appropriate activity for the early education. 

The scientist creates the concept of arts as one of the richest resources for 
the preschool children’s educational process. Art is a natural component of their 
game, facilitating the positive and fruitful contact with the adults. Music does 
not require expensive or demanding equipment; the most valuable instrument for 
these children is the human voice; there are intimate interconnections between 
music and children, between music and the artistic language. Music should be an 
integral part of the every-day activities in kindergarten or nursery [4, p.21]. 

Ovide Decroly, as a representative of the child-centered school, considers 
that: “The child is acquiring knowledge as a view of the whole. The child’s 
multiform activities should be grouped around his/her fundamental needs. The 
activities are mainly represented by games and music, where emulation and 
pleasure shall be the main incentives”. [3, p.22] 

For the scientist Lev Vîgotsky, the orientation of the educational 
processtowards the area of proximaldevelopment is the priority condition in the 
child’s education. In the context of development stages, the scientist 
distinguishes: 
• The area of the current development; 
• The area of the proximal development, meaning the space where the child 
comes to solve the problem with the adult’s help only.  

The study of the artistic field realized by the scientist Vlad Pislaru represents 
a first challenge for the possible theory of the pupils’ literary-artistic education, 
validated conceptually, experientiallyand experimentally. The conceptual pillar 
of such a theory is constituted by the double-unitary character of the creation-
receipt process of the literature and art works, where the receiver/reader is 
examined in his quality of the second subject creator of the creation heard. The 
reading activity based on this principle trains, in a complex and continuous 
process of interaction, the reflexive thinking, characteristic to the creation-
receipt in literature and arts, and the determining thinking, characteristic to the 
scientific and empirical knowledge. The artistic education is produced 
simultaneously in all the three types of knowledge, the priority being the 
artistic knowledge.  

All the components of the literary-artistic education theory – aesthetic-
philosophical fundamentals,  teleology,  epistemology, contents, technologies – 
offer the reader related theoretical, experiential and experimental arguments, 
models and typologies of systems of principles (aesthetical-philosophical, 
literary-artistic, of literary-artistic education, as well as for each indicated 
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component); models of the system of the pupils’ reading activity, of the system 
of methods and techniques specific to the pupils’ literary-artistic education – 
conceptual and technological accessories absolutely necessary to any related 
activity which every literature teacher is doing with his/her pupils[4, p.66]. In 
the view of the scientist Ion Gagim the pedagogy of arts (teaching of artistic 
subjects) should build its own rules. They exist empirically in the daily practice 
of the musical education – otherwise music would not have attained the 
performances the society knows today. But they should be recognized – 
collected, selected, described, reasoned, presented in a certain way, developed, 
enriched, researched[1, p.44]. 
 Thus, our concept about arts and approaching it in early education shall be 
based on the deep professionalism of music, on the internal energy of this art. 
Everything that happens in music and with music shall be identified with the 
child’s life happenings. Music should directly reflect the internal states of the 
child. That is why, any approach of the artistic phenomenon, including that of 
child formation-development – outside the understanding that he/she is the main 
actor with the feelings and states specific to everyone in part. „The musical 
education, with its experiences of centuries, has become a constant and 
unreplaceable factor in the child’s education” researcher M.Morari has 
concluded. This has been understood by the old Greeks, the educators of one of 
the most elevated civilizations, placing music and musical education on the top 
of values. This principle should constitute the fundamental 
desideratumnowadays as well. It should be the foundation in starting the 
musical-educational process in preschool education.  
 Music is, first of all, the art of the „beautiful” sounds, which gives us 
aesthetic and artistic satisfactions. From this very premise we should start 
communicating with it, though music in the child’s life should not be limited to 
this issue. In the life conditions of an environment of sounds, music of high 
artistic value becomes an “ecological” factor for the hearing and spirit. We 
should emphasizethe fundamental principle of musical education in preschool 
education, acquisition of the communication experience with music under 
different aspects (audition, interpreting, creation-improvisation, free discussion 
about the musical phenomena), so formation of the competence to communicate 
with the art of sounds in different aspects [2, p.55]. 
 
3. Results 
 All these theories are a source of inspiration and constitute the theoretical 
universe which contributes to as truthful as possible education of the preschool 
child. For an integral approach of the early education we shall enumerate the 
early-education general objectives: 
- The child’s normal and full integral development, capitalizing his physical 
and psychic potential, following his affective needs and the specifics of his main 
activity– the game; 
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- The development of the skills to interact with other children, with adults and 
environment for acquiring knowledge, habits, behaviours and new conducts; 
- Discovery by each child of own identity, of the autonomy and development of 
a positive self-image; 
- Support the child in accumulating knowledge, skills, habits and behaviours 
necessary to enter school and during all his/her life. 

After the adoption of the International Convention of the Children’s 
Rights in1989 by 128 states, in March 1990 at Jomtien, Thailand,the World 
Conference“Education for All” took place. The statement atJomtienmarked a 
significant moment for the early education, as it emphasized the idea that: 
“Learning starts at birth. This fact draws the need of early education and care, 
which can be insured by appropriate involvement of families, communities and 
institutional programmes”. 

Early childhoodrepresents the most important period in an individual’s life 
through the sustainable consequencesit has on his ultimate development.  Each 
child is unique, and his/her uniqueness represents the starting point in taking 
decision of his/her full development. Recognition and knowing closely his/her 
uniqueness shall help us in finding out how to support him/her. 

As the children learn and develop by knowing the world around them as a 
whole,which demands and stimulates the child under all aspects, standards of 
motorlearning are structured by all the development areas of the child formation.  

Thus, the premises for the future integration of the children are formed, 
according to own options, as well as for their judicious orientation in the next 
stage of the artistic field.  

This field represents a mind map that implies the replacement of the accents 
from the mechanic accumulations of knowledge on their creative assimilation, 
from the informative character to the formative one of the specialized artistic 
education, orienting the interest on the child and his options. 

In this respect, the arts should have the following objectives: 
- To familiarize the children with the languages specific to each genre of dancing, 
in order to diversify the capacity of expression; 
- To form motor skillssupported motivationallyin an intrinsicand ideatic way; 
- To create creative-thinking habits; 
- To develop capitalization capacities in own axiological system; 
- To help the future artists define own personality, by reporting to artistic 
styles and the representatives of the national and universal culture. 

The methodological demarche shall start with the presentation of the 
ideaticcontent of the repertoire, by emphasizing the characters’ peculiarities to 
be performed and by closing with the structural spatial and temporal analysis of 
the selected musical part and activities. 

It is recommended to use the analysis of the watched materials and 
plays/cartoons, for creating models, by reporting to which the children could 
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create own concept. It is advisable not to mechanically imitate the models, but 
rather to creatively assimilate them. 

In the case of the repertoire created by the parent/educator, it is advisable 
that the approaching methods take into account the stated criteria, without 
becoming a coercive element, generator of inhibition in the creation process. In 
the situations when the child is the author of the “artistic creations”, the role of 
the parent/educator/teacher should exclusively be that of a leader critically 
objective in his observations Table No. 1. 

Table No. 1. Skills and contents specific to the development of the preschool child 

1. Operating with elements of specific language in approaching the artistic creations 
Specific skills Contents  

1.1. Associating reasons, musical topics 
with appropriate significances 

• The music text analyzed in the content of the 
work as a whole 

1.2. Analyzing methods of expressing the 
language in music interpretation  

• Language elements expressed through the form 
of movement, facial expression, gestures 

2. Creative interpretationby using the art -specific language 
Specific competences  Contents  
2.1. Customization of the interpretation 
according to given stylistic benchmarks  

• The stylistic specifics of the musical language  
(classic, modern, folkloric, etc.) 

2.2. Identifying ways to facilitate 
communication, in groups of children 

• Elements for practicing efficient 
communication, in groups of children 
(anticipationof the partners’ movements, 
synchronization, etc.) 

2.3. Customization of the interpretation 
depending on the dominants of own 
personality and the characteristics of the 
character. 

• Criteria for selecting the repertoire, for 
interpreting  
• Ways of diversifying own interpretative 
possibilities 
• Elementary game structures with musical-
rhythmical movements. 

 
In this order of ideas, the best suggestion is to create favourable 

conditions for the integration of all children in the art-specific activities, the 
parent/educatoris suggesting the children amongst different musical, creation, 
literary activities, but it follows the same goal – they should form psychomotor 
skills characteristic to their age. Integrating musical creations in all the activities 
of the child and stimulating his/her creativity, talent shall allow them to explore 
and have trust in their artistic skills. 
 Testing the social – historic and culturally aesthetic atmosphere, in which 
the existence of the artistic field has evolved, as well as the process of 
developing certainties of recovering the values have imposed the introduction of 
current instruments of specific research, under a new optics of the artistic 
experience, organized in the course of time, and of deciphering the significance 
of the content or creation.  
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 4. In conclusion, to guide the educators/grandparents/parents in the 
process of awareness and accumulation of artistic experienceof the preschool 
children, the following stages are taken: 
1. Sub-sensorial stage (the stage of sensorial-motor intelligence), which is 
characterized by the elementary perception of the artistic phenomenon with the 
emotional manifestation to artistic stimulators. 
2. Associative stageis the stage when the child associates the character of 
music/the colours in painting/the voice intonations, etc. with the significances 
specific to those areas. 
3. The identifying/contemplative/appreciative stage, the child identifies 
something beautiful from all the range of elements. He/she appreciates 
everything he/she has seen. 
4. The stage of the elementary artistic experience. The child is handling well; he 
creatively operateswith the acquired elements, being based on previous 
experience.  
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 5. THE CHALLENGES OF IMPLEMENTING A FORMATIVE AND 
INNOVATIVE PRAXEOLOGY IN ARTISTIC EDUCATION 

 
Tatiana Bularga312 

 
Abstract: In efforts to design the implementation process of innovative artistic praxeology we 
emerged from the assumption that TDA (teacher’s didactic action) and PAA (pupil artistic 
action) become fundamental values of the integration of theory and praxeology in perspective 
of an effective education, provided that they  be widely used both horizontally and vertically, 
according to the pentagonal model consisting of  principles: proactivity,  artistic intro-
opening, creation/creativity, of success, re-conceptualizing and instrumented in modern 
theoretical and methodological perspectives. Modern education, especially the artistic one, 
has a stringent need of an innovative praxeology, which, unlike the receptive praxeology, 
does not take over the rough theoretical and methodological approaches, but obliges the 
practitioner to gather from the available sources only the ideas of perceived essences, so that 
later to come before pupils with new actional options. Such a praxeology becomes more than 
just a practical act, because it puts the teacher in the role of interim manager function 
between theory and practice. 
Key words: artistic education, efficiency, innovative and  artistic praxeology, artistic action 
of teacher, artistic action of pupil/student, proactive behavior, success of personality, actional 
options, implementation process 
 
1. Introduction 

        School is for the child a specific social world, where he/she enters into 
relationships with his/her peers, with the teacher, with the disciplines. He/she 
has many and various questions, to which he/she awaits the enigmatic answers. 
Obtaining the awaited answers multiplies his/her effort of knowing, of always 
being in a quest and of discovering phenomena not known until that moment. If 
the need to act independently and creatively is opportune for the school 
disciplines, then this need is much more felt in the disciplines with an artistic 
content (music, painting, choreography, etc.). 

In order to continuously stimulate the student’s effort so that he/she may 
pro-actively manifest himself/herself, independently and successfully, it is not 
enough to have a receptive pedagogical praxeology, which is reduced to the fact 
that the docile teacher aims at translating into practice the theoretical and 
methodical undertakings exposed in the speciality literature, guides, curricula, 
etc. Contemporary education, especially the artistic one, has a stringent need for 
a innovative praxeology, which, unlike receptive praxeology, does not take raw 
theoretical-methodical undertakings, but forces the practitioner to reap from the 
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sources made available only the ideas of the essences perceived, so that he/she 
may subsequently come before the students with new action options. Such a 
praxeology becomes more a practical action, as it places the teacher in the role 
of manager with an intermediary function between theory and practice. In this 
state, the practitioner fully corresponds to praxeological strictness, which boil 
down to the specificity of projecting and logistically performing the artistic 
action. 

The desideratum of the implementation of a formative-innovative 
praxeology in the national artistic education is not a whim of the moment nor a 
purely theoretical undertaking, but a vital, practical need, which aims at rallying 
all human resources in order to change both the integrative-professional vision 
of the teaching staff and their direct responsibility for the quality of the actions 
done day by day with the actors of the training process.  

Ample investigations carried out in the field on the named subject confirm 
our assumptions previously formulated about the fact that: 
a) practice, unlike theory, is a vivid, mobile process often with hostile 
tendencies regarding change;  
b) the dynamics of a Postmodern pedagogy theory undeniably needs a functional 
innovative praxeology;  
c) current educational technologies entail an organized system, where 
components can and must be applied in an integrated manner;  
d) The correlation of the results of our research with the research results 
obtained for the time being prove that change strategies focused only on 
gifted/exceptionally gifted school students/students does not fully solve the 
problem, as they must offer equal chances to the entire sample of the training 
process. 

The measures taken for this purpose do not exclude certain unforeseen risks, 
such as:  
a) the low level of responsibility and attitude that certain manager and teacher 
can prove regarding the objectives advanced in the experimental research 
program and for the implementation of aimed praxeology;  
b) the existence of omissions in ensuring the logistics necessary for the training-
educational process in art schools;  
c) the level of professional performances of the teaching staff, the low interest 
for the change actions in education, shall not initially ensure overall the 
awareness of the priorities of moving from traditional praxeology to the 
training-innovative one;  
d) the practitioner’s access to theoretical-methodical materials, 
curricula/textbooks and their assessment for the purpose of successfully 
achieving a qualitative education for the purpose of change. 

Thus, the analysis of the predictable risks implies the need to change 
practitioners from the awareness of artistic education as a secondary 
phenomenon to a cultural primary one for the European society. In this context, 
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efforts for the corroboration of university and pre-university factors were 
applied for the purpose of achieving the changes designed.  
 
2. Methodological landmarks 

Pedagogy in all ages needed and continues to need a consistent theory and a 
predictable, anticipative practice that would tread not on the heels of, but before 
social-economic processes. Such a practice, in our opinion, finds its appropriate 
response in the training-innovative praxeology. Such praxeology meets all the 
components necessary for a tenable education and educational system with 
concrete outcomes for goals pertinent for a Post-modern humanist framework. 

When we focus on innovative praxeology we take into account the 
reformation of pedagogy seens as science and as a humanist practice, constituted 
as an open system, which means that its primary objective is to revise, to re-
conceptualize educational principles; through its constituent constructs, training 
(teaching, learning, cognition) and education (training, development, change), 
which also asserts itself as a managerial science, insisting on both its roles on a 
qualitative, efficient and progressive action.  

For the purpose of instituting a dynamic relationship between the successful 
theoretical approaches and practical applications of the scientific-
epistemological undertakings, one needs an optimal co-operation between 
theoretical acquisitions and the innovations of educational praxis. The 
qualitative connections between praxeology and theory cannot cause by 
themselves the changes desired in the educational process. But educational 
practice and its study, praxeology, constitute for educational sciences not only 
one of the three knowledge resources in the pedagogical research but also a 
significant epistemological keystone capable of contributing to the solution of 
the problems of pedagogy, especially in the optimization of the educational 
theory-practice relation.  

We can observe such a connection and efficient co-operation between theory 
and practice both on the horizontal (applicative-active receptivity of 
practitioners to scientific undertakings and performances, on the one hand, and 
the systemic and continuous capitalization of practitioners’ innovative 
experiences, on the other hand), and on the vertical, which means that the 
innovative praxeologist takes from theoretical projections not everything in 
detail, but only essential ideas in order to apply them independently, these being 
accompanied by another 2-3 options of the actor in the change process by 
practical innovation. 

If we refer to the field of training personality through art, we notice that the 
practice of this educational course of action does not meet by far the 
technological demand specific to reception-understanding-creation of works of 
art processes. In this educational field, the undertaking for the optimization of 
the theory-practice report obtains instructive-formative and additional artistic 
development valencies, due to the principles of creation-recreation-reception of 
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artistic products, which stipulates that the work of art exists as such only in the 
process of interpreting-visualizing-auditioning it - process which contains the 
mental action of the creation author, conventionally considered a theoretical 
one, with the reception action and, at the same time, being considered a 
practical one. The artistic reception process within instructive-formative actions 
is identified with the educational action itself. In this process, a significant 
weight is held by the participative state of the school student/student in the 
designing, carrying out and assessment/self-assessment action (by prescribing 
individual behavioural maps, anticipating practical actions, varying operations, 
carrying out tasks by choosing the optimal solution variants) and of the 
professional competence dynamics of the teaching staff to gradually execute the 
design (theoretical) and action (practice) process, by identifying educational 
contents and value actions, diagnosing individual resources, planning, forming 
hypotheses, sequential and final assessment.  

The study of the practice of artistic education in the Republic of Moldova 
proves to us quite persuasively that there is a significant discrepancy between 
artistic theory and praxeology, a fact that negatively influences the management 
of implementing an innovative praxeology, meaning of training through 
innovation. The following are identified as efficiency criteria:  
1. methodological (planned and executed by taking into consideration the 
application of technologies and efficiency strategies);  
2. psychological (by taking into account mental factors, meaning the internal 
content of personality);  
3. physiologic (school student/student-subject/object of education is a being 
gifted with mental/spiritual capacities, but also with physical capacities, which 
entails the promotion of a binomial educational policy, with an efficient 
connection of both forms of existence);  
4. pedagogic (the usage of modern principles and technologies for an efficient 
management with the educational-formative process);  
5. aesthetic (all cognitive-formative steps shall be executed based on classical 
and contemporary knowledge); 
6. praxeological (teacher’s didactic actions and school student’s/student’s 
artistic actions shall be instrumented and substantiated methodologically and 
executed with a high practical effect); 
7. axiological (education is integrated and focused on values); 
8. sociological (artistic education constitutes a microsystem of the society that 
the person is a part of and, respectively, that determines its formative purpose 
and ideal). 
         Implementation goals. In the series of actions regarding the 
implementation on stages of innovative praxeology in the national artistic 
education, a top place is intended for the actual implementation goals, which 
boil down to the following: 
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– identifying stimuli-factors (internal and external) of the theory and practice 
integration process from the point of view of an efficient education;  
– filing and examining strategies for the purpose of building of professional 
competences of the practitioner; 
– checking the formative efficiency of praxeological models for the 
organization/advertising of the school student’s/student’s artistic action 
(AAaE/S) in the context of three environments: educational, individual and 
artistic; 
– validating theoretical-methodological execution of the pentagonal system, 
consisting of five unifying principles of the efficiency of the teacher’s didactic 
action (ADaP) and of the school student’s/student’s artistic action (AAaE/S); 
– creating and checking in the field the praxeological department of the 
pedagogic experiment and implementing the concept of efficiency in 
educational practice; 
– formulating conclusions and practical recommendations, directed towards 
the efficiency of the school and university formative-artistic process. 
       Framework-objective.  In close connection with the goals of implementing 
innovative-artistic praxeology the framework objectives of the targeted process 
are emphasized, which boil down to the following: 
– compatibility of the national curricula and the textbooks in the artistic 
educational system, applied in the pre-university and university system; 
– establishing the experimental sample of school students/students 
(experimental classes/groups, assessment classes/groups) and of the pedagogic 
framework of educators and experts; 
– designing a methodology for the efficiency of pedagogic technologies used 
from the point of view of ensuring a qualitative education; 
– designing efficient items for the initiation of school students/students in 
artistic actions; 
– experimental assessment and the assessment of the efficiency of the process 
for the implementation of theoretical models of AA of school students/students 
under curricular and extracurricular conditions; 
– designing of tests/questionnaires for the assessment of the efficiency of 
educational-formative actions. 

 Hypothesis.  In the undertakings for the designing of the process for the 
implementation of innovative-artistic praxeology, we got out of the assumption 
that ADaP (teacher’s didactic action) and AAaE/S (school student’s/student’s 
artistic action) become fundamental values of the process of integrating theory 
and praxeology from the point of view of an efficient education, provided that 
they shall be used at length both on the horizontal, and on the vertical, in line 
with the pentagonal model consisting of five principles: of pro-activity, of 
focusing on the value, of artistic intro-openness, of creation/creativity, of 
success, re-conceptualized and instrumented from modern theoretical and 
methodological points of view. 
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3. Artistic Action - Intermediary Link between Formative Theory and 
Practice 
General notions. Considering artistic action (AA) a fundamental component 

in the balancing of the theoretical and praxeological sphere, we condescend to 
identify the notion of action. Action is a word with a Latin origin with the 
meaning of “acsio”, namely doing, taking action.  In DEX (Explanatory 
Dictionary of Romanian Language), action is qualified as “the act of taking 
action, activity carried out for the purpose of achieving a goal.” Starting from 
the essence of the named notion, we shall specify that the main meaning of it 
boils down to the phenomenon of taking action, but not randomly, but for the 
purpose of achieving a certain goal. Regarding the approach of the educational 
plan the question arises: “What is the dimension of the process of taking 
action?” In literature, action is treated as a practical act of an activity. However, 
there is also the opinion that action boils down not only to the practical sphere, 
but it also contains the sphere of design/planning, namely what takes place in 
mental (theoretical) terms. In other words, the deed of advancing the purpose of 
action, the intention of designing the path of the achievement, constitutes an 
action step. For this purpose, action exceeds the borders of an actual activity 
with its traditional components: purpose, reasons, operations, etc.  

The school student’s/student’s artistic action constitutes an energized 
behavioural system (empowered/employed) by pedagogic stimuli (principles, 
methods, techniques), in order to continuously increase the effort, help the 
student register in the effort curve (I. Radu şi M. Ionescu). Pedagogic mastery, 
for this purpose, entails the directed stimulation of the school student’s/student’s 
attitudes towards instructive and social obligations, towards the degree of 
purpose introspection and motivational sphere. Systemic orientation of 
personality towards result, accompanied by the process of changing and 
innovating one’s own values, must be continuously supported by personality 
factors: intelligence, initiative spirit, perseverance, autonomous will, increased 
artistic skills, creative imagination, emotional capability, responsibility.  

For this experiment both aspects regarding AA theoretical sphere (of 
designing)  and its practical sphere, namely the execution process, were taken 
into account. The emphasize given to a sphere or another of AA depends mainly 
on the school age. Thus, when working with students in lower classes, aspects 
regarding the practical sphere for the students’ actions shall have a significant 
weight: audio-video, perception-interpretation, perception-game/choreography 
(vocal-choir interpretation, vocal-instrumental musicology, execution of dance 
moves, execution/creation of musical game, etc.). When working with teenager 
students, with common students with practical actions, theoretical actions shall 
have a particular weight: design/anticipation, making hypotheses, analysis, 
generalization, etc.  

The Stimulus - Response/Behaviour relation in the AA context is 
especially lobbied for the purpose of obtaining a brief connection effect, against 
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the tendency to vary various causes that often, in the context of education, we do 
not even take into account. The artistic message offers the person concrete 
multiple possibilities of varying his/her feelings. The ability to vary depends on 
the degree of manifesting pro-activity. A pro-active person creates from a simple 
feeling a range of new feelings and meanings, a succession of composite 
feelings, that he/she brings to a fundamental meaning and vice versa, while the 
reactive person tends towards a trivialisation, vulgarisation of meanings, rather 
opting for a range of meanings that belong to the ones learned. The effective 
power of a person in artistic fields and not only is that o operating with the 
freedom to between the stimulus (S theoretical/practice) and the response (R 
theoretical/practical) feelings or values, personal decisions or circumstances - 
aspects requisite to the model of artistic pro-activity. 

In the initial stage we especially intend to emphasize the steps of the AA 
efficiency, although tangentially we shall not miss the moment of emphasizing 
the role of one or another type of practical action (ADaP, AAaE/S) in increasing 
the quality of the educational/formative process. Here, the anticipated goals are 
modest in the theoretical sphere, as the main focus is placed on designing 
guidance technologies/techniques with the functioning processes of the elements 
of one action.  Re-conceptualization of AMA is important, treated as an 
integrating phenomenon between theory and practice, between teacher and 
student, between design and execution, between stimulus-purpose (S/P) and 
stimulus-response-behaviour (S/R/B).  

In all experimental stages 5 efficiency principles remain fundamental, 
methodologically re-conceptualized and instrumented from the point of view of 
a qualitative education: 
– the principle of pro-activity (“to be” and “to know”; 
– the principle of value alignment (“to have the freedom to choose”);  
– the principle of artistic intro-openness (“to be open to the truth”, the 
presence of the state of “openness towards the beautiful, towards the intimate”); 
– the principle of creation and creativity (“to be inventive”, the presence of 
the state of “novelty redemption”); 
– the principle of personal success (“continuously aspiring towards change in 
a new capacity”). 

AaaE/S efficiency, having as theoretical foundations the principles 
mentioned, is studies from the point of view of III levels for the performance of 
the objectives of the implementation of innovative-artistic praxeology, which are 
based on the following levels of performance: 
1. The theoretical level, which is brought upon in order to emphasize the 
opportunities and risks of the theoretical designing carried out throughout the 
artistic education; 
2. The cognitive-proximate level leads us towards the carrying out of an 
activity of identifying and overlapping the content of textbooks, guides, 
methodical recommendations and other materials with a didactic function, on 
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the one hand, and their connection to the content of theoretical undertakings, on 
the other hand; 
3. The praxeological level, which starts by stressing the study of practical 
success both from the ones being trained and from the ones who guide the actual 
training process.  

In its turn, each of the three above-mentioned levels connects its content to 
the scale of another 8 levels of artistic training, taking into account the following 
aspects: 
1.  of content; 
2.  of 
attitude/motivation; 
3.  of designing; 
4.  of moulding; 

5.  of expectation; 
6.  of performance; 
7.  of assessment; 
8. of approval/disapproval. 

Determining the levels of artistic performance shall allow the focus of the 
implementation process on certain efficiency factors both of the school 
student’s/student’s artistic action and of the action of the teaching staff. 

Conditions under which the artistic action is being carried out. The 
instructive-educational environment (MIE) lays stress on the regulatory 
undertakings for the qualitative carrying out of the teaching-learning-training 
process (curriculum, contents, methods, principles, objectives, strategies, 
concepts, textbooks, methodical guides, etc.) As concerns the nature of the 
mentioned environment, it would first and foremost be about stimulation in 
school students/students of the individual need for self-improvement, change, 
perfection. We approach these personality qualities not from the simple desire to 
emphasize preferences for a certain type of activity, but in favour of perfection 
as a style of existence, as a manner of being, of existing, of operating. 

The individual environment (MI), unlike other environments, is quite a 
difficult environment, closed, as the object/subject of education is in the centre 
of its functioning - the school student/student with multiple and various 
particularities:  mental (attention, thinking, will, imagination, affection, etc.), of 
personality (cognition, intelligence, attitudes, consciousness, empathy, etc.), of 
behaviour (reproductive/creative, pro-active/reactive, focused on values/non-
values action, intro-opened/closed, located in success/unsuccess). Each person, 
in relation with the cultural environment, instructive-educational environment 
builds a space, a personal, individual intellectual environment. The intervention 
of new phenomena in the individual’s space or environment, depending on the 
principles that guide the concrete person, on the content of individual maps 
(succession of action steps made in compliance with efficient/inefficient 
principles), on the behaviour carried out with a positive/negative nature - all 
these form that unique, novel personality style. 

The artistic environment (MA) integrates the MIE and the MI which grants 
the teacher and the school student/student the chance to bond in a well-balanced 
manner, in order to contribute to effective outcomes. The artistic environment 
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represents a sub-division of the hereditary and social environment with a claim 
for wholeness, as it constitutes the fundamental element of integrity. In other 
words, we can state that this environment constitutes an external layer and, at 
the same time, an internal incorporation into the structure of personality, 
forming this framework, inter-environment  of manifestation, of self-achieving 
individual potentialities. The school student’s/student’s activism manifested by: 
critical thinking, integrated imagination, creative, emphatic and pro-active 
imagination constitutes the mediator, connection factor between the person’s 
internal and external world.  

All these three environments mentioned above have a theoretical and a 
practical significance. Therefore, pedagogic praxis cannot function in the 
absence and theoretical materials and vice versa, educational theory would be 
meaningless without the experimental basis carried out in the field; the 
acquisition of theoretical knowledge by the school student/student would be a 
useless collection without their conscious application into practice; innovative 
experiences would remain undeveloped and unconceptualized without a 
theoretical-methodological instrumentation so that they can become a path with 
a generalizing value significance and of a continuous progress of formative 
praxis. 
  Factors accompanying artistic action. Human action, partially, artistic 
action shall remain, as we have previously mentioned, the link between theory 
and practice, what forces us to emphasize the factors accompanying it from the 
point of view of an efficient praxeology. Amongst the factors accompanying 
artistic action we shall present: 
– the interventions of the so-called positive factors, with a facilitating input 
and of the so-called factors, with a negative input, namely restraining. However, 
it is clear that on a case by case basis, these factors can influence both on a 
positive and negative range: the level of guidance with the elements of the 
process of artistic empathy of the school student/student; putting yourself in 
someone else’s shoes, including, in artistic roles; the overlapping of one’s own 
feelings with those of another; intimate openness through senses, artistic ideas, 
etc.  
– AA efficiency motivation expressed by stimuli-reasons: imitation, exercise, 
execution in line with the model or externally prescribed “maps”, remaking, 
change, dynamics, activism, freedom of decision, taking initiatives, self-
guidance; 
– motivational success, approached in terms of the principle of stimulation, 
organization and AAaE/S execution; 
– value-reasons, conceptualized in artistic pro-activity and specified in the 
following manner:  
a. the reason of  “tacit influence” (W. G. Jordan) with the meaning of 
influencing the school student/student by the way of “being”, of emitting what 
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one is, of examining and understanding art, creating, interpreting it - all being 
stimulated by the factor-reason: “tacit influence”; 
b. the reason of “lasting satisfaction” (St. R. Covey) is a primary need in 
connection with artistic activity. This reason offers to the person resistance, 
strength of will in the repeated re-carrying out of the action; 
c. the reason  of artistic transfer on other areas of activity; 
– artistic communication, carried out through language-specific means (e.g. 
musical) and other arts (intonation, poetic verbalization, mimic/pantomime, 
rhythmic/dance motions); 
– external and internal stimulation; 
– real and ideal result (effect); 
– assessment and self-assessment of one’s own behaviour and of other persons’ 
behaviour; 
  Conditions for the organization of an artistic action. First and foremost, 
we shall start with the conditioning of artistic action, which can be: 
theoretical: 
– formulating the purpose-reason (what do I have to do?); 
– identifying the conditions in which the AA is expected to be executed (where 
do I need to act); 
– expectation of individual possibilities/readiness (what do I have at my 
disposal at the moment?); 
– preventive calculation/assessment of the effect/earning obtained following 
the execution of AA (what do I get?); 
practical: 
– testing action means and techniques; 
– choosing the optimal action options; 
– availability to cooperate with the teacher and classmates; 
– recognition and discrimination of current and final errors/failures; 
– description and presentation before other people one’s own feelings experience 
during the action; 
– self-stimulation of prompt reactions; 
– projecting an artistic behaviour; 
– assessing the level of openness of other persons towards one’s own behaviour; 
– finding the level of influence on other person of one’s own accepting 
behaviour.  
In the organization cast of artistic action we can confront with the so-called 
predictable influences: 
– in some cases behavioural-artistic openness of the school student/student 
towards spirit, towards the interior can be intentionally received with negative 
reactions by external factors; 
– in the process of AA execution, restricting subjective factors are infiltrated: 
envy, cowardice, intentional inculpation, etc. 
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 Projection, organization and practical execution of artistic action 
Such processes are carried out based on the laws governing the functioning of 
the pro-activity principle: 
The following the stressed: 
1) the AAaE/S objective: 
– acting pro-actively, meaning acting with maximum will and initiative; 
2) school student’s/student’s individual qualities, pro-actively transferable 
(*Questionnaires for variables: a, b, c, d, e see: annex, Table 1): 
a) capitalization of individual potentialities entails school student’s/student’s 
guided action towards the complete performance of personal resources 
(consciousness, skills, abilities/skillfulness): 
– consciousness in artistic action has the function of changing towards 
spiritual integration through the paradigms from the exterior to the interior, from 
the interior to the exterior and through personal/personality content; 
– individual skills include variables that define resources for the successful 
execution of AA and reside in:  
 the presence of emotional tone;  
 optimal storage and preservation of artistic information; 
 efficient mental processing of audio representations; 
 flexibility of artistic thinking; 
 critical attitude towards impressions suggested by art; 
– practical abilities/skillfulness - inevitable resources in the context of actions 
with high outcomes. In the area of music, for instance, we specify the following 
reference abilities: 
 differentiated and integrated perception of music; 
 artistic verbalization/commenting and interpretation of musical content; 
 improvisation/musicality/elementary musical composition. 
b) self-adjustment of positive actions constitutes a behavioural variable in 
relation to the cause – effect phrase, due to the fact that any cause shall stimulate 
an effect provided that the effect shall be well-designed/planned. In the context 
of the qualitative change paradigm, the person is oriented towards cultivating a 
style of self-guidance of convergent actions, namely concentrating his/her 
efforts at the theoretical level (analysis, comparison, judgement, awareness) and 
at the practical level (rejection of influences and negative circumstances and 
accepting/embracing positive ones) . 

Here we prioritize key-objectives:  
– cultivating a positive thinking; 
– starting in the AA designing from the end, as each art product is a finality, an 
action model executed in time, worth emulating. 
c) reporting one’s own initiatives to a performance ideal. An efficient person 
does not wait that solutions to situations and problems to be offered completely, 
but addresses them with his/her own initiatives and opportunities. Reporting 
personal initiatives to models, accepted educational/cultural ideals entails a 
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critical and self-critical status, constituting a new stage in the evolution process 
of the change paradigm. For this purpose, the reference objective is opting for a 
qualitative action and result. 
d) taking the responsibility. The person oriented towards qualitative results, 
usually wants, is prone to coming with a clever response (response+ability) or, 
in other words, it weighs in the level of personal resources (quantity and quality 
indices) and establishes the imprinting (moment) of adopting a decision in order 
to answer for his/her actions and not to blame the circumstances or not blame 
others for a personal failure. The reference objectives are as follows: 
– choosing responses in relation to the situations; 
– creating positive artistic circumstances; 
– dominating circumstances and representations, feelings, personal experiences; 
– taking responsibility for verbal messages and artistic evolutions; 
e) cultivating a pro-active language. Through spoken or artistic language the 
transmission into the exterior of information matters takes places, including of 
affective-emotional states of the internal world. The word constitutes the main 
exponent of judgements, of our intentions. Cultivating a pro-active language in 
the educational sphere, means changing the mental paradigm towards yourself 
and others, especially when referring to process mediated by artistic values. For 
persons oriented towards result, personal/public success, the paradigm of pro-
active language shall have the following meanings: “I shall succeed in deeply 
understanding the musical message”, “I wish to get to know more deeply the 
values of music”, “I shall finish the musical-artistic action started”.  

The dynamics of qualitative changes takes place: 
by means of perception/interpretation: 

– musical-artistic content of creation (idea, theme, character); 
– form and area of exhibition/execution (vocal, instrumental, dramatic, fairy-
tale, lyrics, etc.) 
– psychological burden (depth of feelings, suggestive power, empathic 
dimension); 
– effect of organization change (re-organization, planning, changing 
behavioural attitudes, tendency towards success); 
– independent action: taking experimental, self-educating initiatives. 
 Artistic action as a specific intro-openness. We understand the role of 
music in human existence not as any activity, which can be explained through 
reference verbs: to perceive, to interpret, to compose, to understand, to 
associate, to meditate, to feel, etc., but through the philosophic depth of music as 
principle+stimulus (P+S) of the response (R) to questions coming from the 
interior/exterior. The insight into elements of musical language, moulding this 
musical material, very much specific, not to say enigmatic, constitutes the level 
of gradual openness of the school student/student towards the depth of the 
content. Explanation, deciphering (Hermeneutics) of musical-artistic depths is 



320 
 

material to the level of artistic intro-openness, “general soul openness” (G. 
Bălan, 1975). 
      Consciousness is that factor that contributes to the building of state + S 
(stimulus) with the meaning of insistently “requesting”. “To request” is not 
randomly taken into account, but being aware of the necessary matters, meaning 
“knowing” what you need. Thus, the intro-openness of the I towards music does 
not mean artistic perception, conceived as an actual action, but a continuous 
search and in finding yourself in the musical phenomena perceived. 

Amongst the principles that significantly contribute to the efficient 
orientation of organizational undertakings into musical pedagogy, we 
emphasize: the principle of artistic intro-openness and of value focus. 

The focus on the principle of learning through action constitutes one of the 
factors of the openness towards music. Focusing the learning on the principle of 
action would be only half of the journey, namely that of the principle 
transcended by the conscious and active participation of the school 
students/students to learning processes. The second half of the dynamic journey, 
based on the principle of openness towards art/towards oneself/towards the 
world, boils down to the moulding of personality by a pro-active action, which 
becomes the basis of the efficiency of the educational process. 

The study of the phenomenon of school students’/students’ openness 
towards was outlined around the following dependences: 
– knowledge overloading affects the experience-behavioural 
preservation/maintenance share; 
– together with the increase in the volume of the material, the preservation 
percentage decreases (I. Radu, 1999); 
– mechanical learning equals forgetting the knowledge accumulated intuitively, 
non-logically; 
– accumulation in exponential rhythms of information entails the continuous 
enriching and renewal of knowledge (I. Radu, 1999); 
– comparing the feelings generated instantly with the ones of perception; 
– retaining in the memory the issues intercepted; 
– internalising the effects of musical sonorities; 
– systematizing musical intonations; 
– differentiating songs, harmonies, rhythms, tones of the musical creation; 
– presenting characteristic intonations; 
– styling artistic nature and content; 
– identifying musical discourse content in terms of the real-metaphoric 
imaginary; 
– original representation; 
– breakdown of the whole in essential microstructures; 
– synthetizing with a claim for globalization; 
– focusing attention on values and orientation towards values; 
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– self-stimulation through the capitalization of new representations and by 
extending the space of influence of the musical-artistic environment and the 
existing environment; 
– experience through the emotional “sight” and “hearing” of the musical 
message as “yourself”, as someone else: 
– awareness of personal and other persons’ successes and failures by studying 
the artistic message, conceived as a special environment-stimulus; 
– spiritual-artistic experience, intimate universe and its improvement are 
permanently open to music and the reception-interpretation-musical creation (I. 
Gagim, 2004); 
– proximate reflection; 
– evocation of experience actions consonant to the actual musical message; 
– suscitation of new ideas regarding the content of the musical creation 
perceived/interpreted; 
– criticism of circumstances, unsatisfactory, non-valuable musical-artistic 
environment; 
– approval or disapproval of AA factors; 
– assessment and self-assessment; 
– measurement of individual resources and estimation of the energy, strength 
necessary for a continuous effort activation. 
 
4. Conclusions 
        Taking into consideration the previously presented conceptual 
undertakings, each school course, cycle of subject matters in the artistic 
education must emphasize the levels of teaching, namely: knowledge of 
phenomena, (What is this?), appropriation of new knowledge and skills, (What 
must I undertake?), execution through transfer of the things appropriated (How 
do I do it?), assessment/self-assessment of success variables (What is the 
efficiency of the action?).  

In our statements, we stepped out of the reality that artistic activity differs 
much from other human activities through its ontological specificity, which 
requires to take into account the opportunities and challenges visible in the 
manifestation of the school student’s/student’s individual potential, action which 
is expressed through the transfer of theoretical prescriptions onto practical 
actions undeniably through the presence of emotional-affective reactions, 
through the experience of the logistic projects and maps of the action, namely 
not only by waiting certain stimuli from outside, but fortifying certain intentions 
and artistic decisions of the school student/student-subjects of education.  
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6.  ARTISTIC EDUCATION/ EDUCATION THROUGH ART IN 
CONTEMPORARY SCHOOL FROM A TRANSDISCIPLINARY 

PERSPECTIVE 
Marina Cosumov313 

 
Abstract: Man is the only being that lives in the world not only biologically, but also 
spiritually, essentially due to education, which is permanent, continuous, omnipresent and 
creates values. Lifelong education represents an organizational and philosophic principle 
which requires that lifelong education throughout a person’s existence determines each 
individual to develop his/her personality with the help of a complex system of means, which 
must meet his/her educational and cultural needs and ambitions. Art is the fundamental 
dimension of education that uses in the development of personality the educational potential 
of the aesthetic, social and natural beauty. 
Key words: lifelong education, education through art, aesthetic-artistic values, personality 
 
1. Introduction 

Lifelong education represents an important direction for the evolution of 
the activity of building-developing personality, which aims at the capitalization 
of all the dimensions of education designed and achieved throughout human 
existence and at any moment in time of the human existence. The methodology 
of permanent education highlights the action resources of the activity of 
building-developing personality valid on the vertical and horizontal of the 
system. 

This approach allows the integrity of all lifelong education resources on 
the vertical of the system (continuity between education stages, supported 
throughout human existence) and on the horizontal of the system 
(complementarity of education resources, studies thoroughly at each level of the 
education stage, at any moment throughout the human existence) (Figure 1): 

 
 
 
 
 
 
 
 
 

 
Figure 1. Determinate coordinates of lifelong education 
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On the vertical of the system, permanent education ensures the temporal 
openness of the activity of building-developing personality, fully carried out 
throughout the period of human existence. The balanced (re-)distribution of the 
contents (intellectual-moral-technological-aesthetic-physical) and of the forms 
(formal-non-formal-informal) of education ensures the successive capitalization 
of the resources of each age (school/post-school) and psychological resources, 
but also the extension of the positive attitude towards training and self-training, 
necessary for the purpose of executing the natural and social roles and statuses 
performed by the human personality throughout its existence. 
 
2. Discussions 

The definition of lifelong education, at the level of a fundamental concept, 
entails the delimitation of the reference field and of its  strategic significance 
(Dave, R. H.). 

As a reference field, lifelong education consists of the “entire lifetime of 
an individual”. It aims at the activity of building-developing human personality, 
approached “in its entirety”, correlating the resources, namely: 
- stages of education (ages: pre-school-school-post-school) and psychological 
stages; (life cycles: childhood-pre-adolescence-adolescence-youth-maturity-old 
age); 
- contents of education (dimensions/aspects of educations: intellectual-moral-
technological-aesthetic-physical); 
- forms of education (formal-non-formal-informal education); 
- factors of education (role: of family, educational communities, education 
establishments, etc.). 

As a strategic significance, permanent education can be defined at the 
functional-structural-operational level, level that emphasizes: 
- the final goal (“to maintain and to improve the quality of life”); 
- universal and dynamic nature (“represents the democratization of education 
and allows the adjustment of materials and means of learning to the new 
development conditions imposed”); 
- managerial significance (“lifelong education is an organizational principle for 
all types of education”). 

At the functional level, permanent education employs three categories of 
functions: adjustment function; innovation function; rectification function. 

At the structural level, lifelong education employs two main components, 
in interaction relations: the general component and the professional component. 

At the operational level, lifelong education employs 
pedagogic/trainability development resources of each human personality, 
capitalized in terms of individual and social opportunity and motivation. 

Thus, lifelong education simultaneously represents: 
- a fundamental integrator pedagogic concept which incorporates all the 
resources for the activity of building-developing human personality (stages, 
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contents, forms, factors), capitalized on the vertical and horizontal of the 
education system; 
- an operational pedagogic concept which extends its applications “on all aspects 
of education” (Thomas, J.); 
- a pedagogic principle which supports the global organization of a complete 
educational system, open to all types of education; 
- a direction at the level of education politics, which aims at perfecting the 
activity of building-developing human personality throughout lifetime through 
the complete capitalization of its self-training and self-education resources. 

The principles of lifelong education, “underlie the global organization of 
the education system” which employs all life cycles, from the preparation stage - 
which promotes the assimilation of school and extra-school values - to the active 
stage - which entails professionalisation on a social mobility basis - up to the 
retreat stage - which allows the personality to take new roles by continuing the 
education. 

Permanent education, in the conditions of contemporary society, becomes 
“a theme of meditation and of action” which employs “theoretical thoughts” but 
also “practical suggestions”, operable at various levels of social representation: 
education for all, parents’ education, education for democracy, education for 
professional improvement and re-qualification, etc., which stimulates even the 
designing of “a didactics for adults” (Urban-Czyck, F.). 

These coordinates confirm the stability of a direction for the evolution of 
education: “the persistence of permanent education.” Such a direction does not 
exclude, but, on the contrary, employs the flexibility of lifelong education, for 
which aesthetic education represents a requisite component.  

Art, states D. Salade, “meets certain real needs that any person feels for 
the purpose of enlightening certain ideas, of accounting for certain behaviours, 
for underlying certain attitudes, suggesting, explaining, capitalizing or 
systematizing problems. Through its demanding, invigorating, optimistic, etc. 
nature, art pushes towards the love of truth, good, science and life.” Due to the 
force of influence, art has been used for ages as an educational means. Since the 
age of Homer, from Ancient Greeks, going through the Renaissance concerned 
with the execution of a multilateral development, getting to the Neo-Humanism 
of the 18th century, which emphasizes the role of art on the process of education, 
and up to the Modern age, people have always been preoccupied, in various 
manners, with the performance of aesthetic education. The mutations occurred 
in the contemporary world, progresses in the field of science, technology and 
art, increased urbanization and industrialization, computerization have 
undoubtedly also influenced the aesthetic, which has infiltrated all areas of life 
and human activity. Nowadays, the idea according to which human existence in 
all its determinations, including of artistic education/through lifelong art, should 
be ruled in terms of the laws of beauty, of harmony, in a nutshell, according to 
the laws of the aesthetic, is unanimously accepted. 
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The two levels on which aesthetic education is situated are: reception and 
artistic creation. In the process of reception several aspects are pursued: sensory-
perceptive training through direct contact with works of art and cognitive 
training, which entails, on the one hand, a set of information on the work and its 
creator, as well as the need for integrating these in more ample contexts, and, on 
the other hand, it aims at developing intellectual abilities for the purpose of 
working with codes specific for various art languages. 

Aesthetic education has an infinity of positive effects on personality. The 
most significant amongst these aim at the quality of children’s socialization 
process, maturity of the social-moral status (courage, inter-human 
communication ability, and so on), intellect development and refining as a 
rational and evaluative-critical structure at the mental level, pleasant and 
efficient organization of free time through the recreation of a personal universe 
in the sphere of the imaginary, of emotions, of motivation, of motor skills and of 
will, asserting and experiencing the feeling of cultural identity close connected 
with the stimulation of the capacity to love the nation’s artistic heritage, 
stimulating initiatives in the practice of arts, etc.  
 
3. Results 

As a synthetic statement, aesthetic education is what re-teaches the child 
“to life inner harmony and the balance between the forces of imagination and 
those of action, between dream and reality, between the ambitions of the I and 
acceptance of reality, between the duties towards oneself and towards peers. 
Living in beauty entails and interest for measure and harmony, thus, a superior 
morality; a superior moral training leads to joy - an effect and sign of inner 
harmony and balance - and on the level of action to fecund dynamism.” By 
stimulating expression and originality, aesthetic education is in the sphere of a 
pedagogy of creativity. It imposes the development of the ambition of a well-
done and beautifully done job, and the tastefulness for any industrial products, 
the sense of balance and the simplicity of beautiful, civilised behaviour. 
Aesthetic education, in the context of lifelong artistic education/education 
through arts has in its essence the development of personality by means of the 
beauty in art, society and nature.  

Artistic pedagogy aims at two aspects in the process of developing the 
future personality: education for art, which means the education of the artistic 
sensitivity of the child interested in discovering, knowing, creating and being 
trained through the values of art and education through art, with much more 
ample educational valences, which aims at the complete development of 
personality. 

Artistic education becomes a complex initiation and development process 
for the purpose of the creative understanding of arts and of the influence of art 
on the development of human consciousness. Artistic education in educational 
establishments entails, first and foremost, an aesthetic sensitization of learned 
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persons and leading them towards the understanding, appreciation and creative 
assimilation of arts through a continuous and systematic process. This process 
also determines a capitalization of the training potential of the material and 
spiritual values of society. The possibility of influencing the spirit through art is 
ensured by the fact that aesthetic emotion constitutes a complete employment of 
personality as a response to the system of values existing in the work perceived, 
the finality of artistic education becoming a training of the skills (abilities) of 
receiving, integrating and creating authentic expressive structures. 

We cannot imagine the contribution of education through art and its 
influence in the training/development of human personality, without capitalizing 
the Good, the Truth and the Sacred morally, spiritually, in terms of behaviour 
and socially. 

As a synthetic statement, aesthetic education is what re-teaches the child 
“to life inner harmony and the balance between the forces of imagination and 
those of action, between dream and reality, between the ambitions of the I and 
acceptance of reality, between the duties towards oneself and towards peers. 
Living in beauty entails and interest for measure and harmony, thus, a superior 
morality; a superior moral training leads to joy - an effect and sign of inner 
harmony and balance - and on the level of action to fecund dynamism.”, C. 
Cucoş specifies in his researches [2,  p. 75]. 

Aesthetic education represents “the activity of building-developing human 
personality through the beauty in art, society, nature, received, assessed and 
cultivated at the level of human sensitivity, of reason and creativity.” It was and 
is a permanent component of education, of a person’s training for life. Beauty, 
with an ample meaning of aesthetic, has always been considered one of the 
essential values, that must be cultivated in people’s consciousness, together with 
truth and goodness. 

The term aesthetic is of Greek origin (aistetikos) and refers to sensitivity, 
to sensory perception. Later on, the meaning of this term was that of what 
impresses, what excites a person. As man is especially impressed of what is 
beautiful, the notion of aesthetic was understood for a long time as a synonym 
for the notion of beautiful, and aesthetic education was defined by beauty and 
through beauty. 

Aesthetic education is not synonymous with artistic education, for the 
aesthetic aspects of reality are found not only in art, but also in nature and in 
social life.  Nature presents many aspects that impress a person: colours, 
landscapes, auditory phenomena. 

But the most complex and deep aesthetic impressions are generated by art 
(literature, music, painting, choreography), thus artistic education represents the 
essential part of aesthetic education. From a pedagogic point of view, the 
distinction between the two is expressed not only in terms of content, but also of 
finalities and means of execution. Aesthetic education has a more ample sphere, 
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it refers to all three categories of aesthetic values - of nature, of society and of 
art - thus, its methodical sphere is more various. 

 
4. Conclusions 

Artistic education/education through art operates only with the values of 
art, entails the development and cultivation of creative abilities in the methodical 
sphere, specific to each type of art, and the force of infiltration into the human 
personality is more deep. Artistic education, an essential factor of aesthetic 
education, is carried out by knowing beauty, through the mediation of various 
arts: literature, music, dance, painting, theatre.  

The conditions of modern life are the ones that each human being learns, 
must learn every day. The school is the place where this learning begins, and the 
skills that the child receives here must offer him/her the necessary items so that 
in the future he/she can work by himself/herself on his/her improvement: 
education through art constitutes an initiation, an openness...” [5, 107]. 

Aesthetic values constitute an essential feature in education through art. 
Therefore, aesthetic education has an important role in the development of 
personality and this process depends on what is offered to the child, especially in 
the sensitive periods of development, subsequently, aiming at a continuous 
evolution whose finality is assessed in terms of psycho-emotional and 
intellectual maturity. 

Education through art, carried out throughout one’s lifetime, is that 
dimension of training that aims at the training of the person for the purpose of 
intercepting, interpreting, internalising and creating values, effected in various 
supports or situations (art, nature, human conduct, community, etc.), for the 
purpose of improving spiritual fulfilment and of imprinting a superior meaning 
to the human existence.  
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7. USING THE TEXTBOOK WITH THE 
MUSICAL EDUCATION LESSON 

Marina Morari314  
 
Abstract: The present article identifies the characteristics of a good textbook, it analyses and 
describes some of the concepts used in the structure of the Musical Education textbook for the 
second grade in the Republic of Moldova. Some units of the textbook are classified and 
characterised in relation to the requirements of modern education. Also, the article describes 
working techniques with some of the contents: theme title, the interface text, the informative 
text, pictographic images.  
Key words: musical education, working techniques with the textbook, specific skills, textbook 
content elements, interface text, informative text, pictographic images 
 

 1. Introduction 
“The textbook is the work tool of the student and it must have an 

informative function, a learning structuring function and the function of guiding 
learning” [9], ensuring the valorisation of educational policies, conceptually, 
methodologically and praxiologically based on the Reference Framework of the 
National Curriculum [1].  The school textbook represents one of the work tools 
of students, based on building skills, detailing systematically the themes 
recommended by the curriculum and contributing to the organisation of the 
learning process. [4, p. 32].  

A good textbook is “a work tool where information, didactic strategies, 
interactive didactic games, design, fonts, the graphic stylistics of the text, the 
correlation between the textual information and the iconographic information, 
the succession of informative texts, interactive activities, with the continuous 
participation of the student, the synthesis, extensions and self-evaluations – all 
together contribute to the shaping of personality, stimulate thinking and 
facilitate the creation of skills and competence and finally – as it will be obvious 
in the next stage – will form the necessary competences” [3, p. 8]. 

The concept behind the Musical Education textbooks for grades 1st to 8th 
(Stiinta Publishing House) was built during several decades, having as authors 
well known personalities in the fields of music and musical pedagogy and a 
team of specialists with expertise in the area of editing didactic books in 
accordance with the challenges of the times. The Musical Education textbook 
for the 2nd grade (authors: M. Morari, A. Borş, E. Coroi, Stiinta Publishing 
House) approaches the contents from the perspective of modern paradigms 
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focused on the student and on the skills, ensuring the correlation between 
assumed skills and offered contents.    

In order to become an operational work tool for the students, teachers 
must adequately apply the working techniques with the textbook, depending on 
the priorities of the Curriculum for Primary School developed as follows: (a) in 
organising group and individual activities, (b) in facilitating the practice of 
independent and team work, (c) in the integrated approach to musical education, 
(d) in ensuring the inter- and transdisciplinary connections, (e) in forming the 
skills specific for each learning unit, (f) by intensifying student focused learning, 
etc.  
 
2. Discussions 

Students learn how to work with the textbook during the lesson during 
frontal, group or individual activities. Then, the student needs to learn some 
content from the textbook individually. The teacher discusses with the entire 
class in order to make sure that all students have assimilated the contents 
correctly, draws attention on the more important aspects, each student is 
observed, possible errors are corrected, lacks in students’ knowledge are 
revealed and the work style and rhythm as well as the level of content absorption 
are ascertained. Of course, not every unit in the textbook is suited for individual 
study. Clearly formulated tasks which contain examples already applied in the 
classroom are most suited for individual study.  

Creative use of the textbook can increase and emphasize the value of 
music in order to reach the specific competences. In order to understand the 
cover area of the specific competences through musical-didactical activities we 
suggest a list of good activities and contexts for the students’ musical education, 
each being a direct component of the way each competence is formulated (see 
table below).  

 
Skills Skill forming/ developing activities and contexts 

Understanding music 
in learning and 
everyday situations, 
with an interest for 
self-knowledge and 
knowledge of the 
world through the 
arts.  
 

 Hearing, catching, living the music feeling, revealing artistic 
sonorities, recognising melody/ rhythm/ type of melody ...  

 Listening to, following, comparing/ contrasting, observing some 
elements of expression, types of melody, etc.  

 Auditioning, perceiving, organizing musical ideas, researching 
the evolution of expression means …  

 Humming/ memorising musical themes, creating the listener’s 
melodic contour/ melodic gestures/ musicogram/ score …  

 Characterising image/ language expressivity, identifying 
language elements giving expression to music, knowing and using 
musical terminology …  

 Relating music to life, emotional identification with music …  
 Manifesting audition culture, interest for music, expressing 

positive attitude for some musical creations … 
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Expressing feelings 
and ideas through 
music, showing 
creative attitude in 
valorising musical 
language elements  

 Vocal/ choral interpretation of a repertoire of songs, musical 
themes from the auditioned creations.  

 Interpreting a repertoire of songs with or without background 
 Melodic/ rhythmical improvisations using text, music, 

instrumental music  
 Modelling the interpretation plan for a musical image in a song 

(dynamic shades, tempo, climax ...)  
 Musical development for children with musical instruments and 

pseudo-instruments  
 Accompaning vocal/ choral interpretation with plastic 

movements, dance movements, bodily percussion  
 Reading on musical background  
 Establishing a musical repertoire for independent auditions  

Transposing the 
acquisitions in the 
field in educational 
and cultural-artistic 
contexts, proving 
respect for the values 
of national and 
universal culture  
 

 Integration into cultural-artistic activities through song, audition, 
musical development, improvisation, dramatization ...  

 Active participation to cultural manifestations  
 Knowledge of valuable musical creations belonging to the 

patrimony of national/ universal culture  
 Choosing an adequate repertoire for family/ school/ community 

festivities  
 Manifesting vocal-choral song culture, audition culture, music 

analytical culture  
 Independent study of music  
 Popularising music in the school/ community environment ...  

 
We must retain that most of the activities and contexts suggested in the 

table do not exhaust the list, but focus on their relating character, their ability to 
relate to life. The forming/ developing of musical knowledge and skills 
contribute to forming the competences: (a) interest for self-knowledge and of the 
world through the arts; (b) creative attitudes in valorising elements of language; 
(c) respect for the musical values of national and universal culture. 

In compiling the musical education textbooks, authors need to strictly 
observe the specificity of artistic knowledge and the didactic logic of the 
educational – artistic process, the stages of progress in the presentation of the 
contents and the student-friendly drawings. The contents of the textbooks must 
be open to the new. For example, in the musical education textbook (2019 
edition, Stiinta Publishing House), the textbook content elements offer various 
application possibilities, as follows:    
→ Conventional signs: (a) orient the student and teacher through the paths of 
knowing and understanding music with different types of activities (Listen to. 
View; Interpret. Execute; Meditate. Express your opinion; Remember. Apply); 
(b) simplify the visual perception of the contents included in the textbook; (c) 
increase the ratio between the theoretical and application content.    
→ The textbook content reunites all structural elements: the themes of the 
modules, small subjects and content units subordinated to them, materials for 
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self-evaluation, repertoire for the pieces for audition, repertoire for additional 
songs.  
→ The content unit „represents an information means by which the 
competence units projected for the given learning unit are achieved” [1, p. 9] 
and it respectively includes information, learning contexts, didactic tasks, 
pictographic images, etc. – information means (ordered by subject) by which the 
projected competence units, including transversal/ transdisciplinary 
competences are achieved. The content units are conceived in such a way as to 
cover the visual space of two pages, which facilitates the organisation of study. 
Each subject reunites:    
 (a) informative material regarding: music laws, elements of musical 
language suggested for audition, musical image of the pieces in the national and 
universal repertoire, composers’ creation and life, definition of some musical 
terms, etc.  
 (b) note and graphic text of the didactic songs and exercises, with harmonic 
support to make the background (innovation element, included at the request of 
the teachers), all included in an attractive artistic frame, with coloured elements 
depending on the studied language elements. The author of the music and poetic 
text is indicated with all musical texts, together with the tempo, the text of the 
songs and creative didactic tasks;  
 (c) pictographic images associated to learning situations/ generalising/ 
illustrating musical knowledge and experiences, to the study of language 
elements, to paintings of recognised universal value, to certain historic periods 
and events/ musical creations/ human activities etc.;   
 (d) didactic tasks for activities in the field of audition, music interpretation 
and elementary music creation. The tasks are clearly and comprehensively 
expressed and can be done in the amount of time available; 
 (e) topics complementary to the educational path, with suggestive and 
provocative titles to stimulate knowledge such as: „Find out more”, „Musical 
auditions repertoire”, Footnotes  to explain field specific terms, etc.  
→ The informative text immediately following the title of each theme: (a) 
concisely represents the main ideas in the developing of knowledge, in relation 
to the age/ intellectual possibilities of the students, (b) allows the establishment 
of relations between life and music, a link between personal musical experience 
and the content unit to learn, (c) can be valorised during the lead-in discussions, 
the introductory word for the musical audition/ interpretation activity, the 
generalising moment for musical-artistic experiences.   
→ The didactic task for various musical – didactic activities by which the 
learning situations are built and organised and the progressive execution of the 
competence units is ensured. We must mention that each topic suggests learning 
tasks which ensure an optimal balance between theoretical and application 
approaches, observing the learning process based on articulating all 
psychological functions of the student (sensitivity, attention, memory, 
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imagination and thinking). The didactic tasks are oriented towards the 
development of students’ creativity and offer real application possibilities in the 
classroom and independent activities. 
        From the integration pedagogy perspective, a textbook must first follow the 
functions for the development of musical skills/ competences and support the 
integration of the students’ acquisitions through the tasks it suggests. In this 
context, Gerard & Roegiers [9] suggest a textbook that can focus the following 
functions:  
A. Transmission of knowledge,  
B. Forming skills and competences,  
C. Consolidating acquisitions (knowledge, skills and competences),  
D. Evaluation acquisitions,  
E. Support for acquisition integration, 
F. Reference,  
G. Social and cultural education.  
All content elements suggested in the textbook, including the musical repertoire 
and didactic tasks, must comply with these functions. The teacher is free to 
choose the techniques which contribute to reaching the objectives in a more 
effective manner. We also mention the fact that the techniques of using the 
textbook must valorise gradually the students’ psychological – physiological 
characteristics. We further suggest techniques of using the textbook for various 
content elements: theme title, interface-text, informative texts about composers 
and musical creation, pictographic images, didactic tasks. 
 
3. Techniques of working with the theme tile. The theme title is formulated in 
a concise and clear manner, often as a question. It is not compulsory to 
announce the theme at the beginning of the lesson. One or two key words are 
contained in the formula of each theme and they direct knowledge on a certain 
path. In order to become aware of and consolidate musical knowledge and 
knowledge about music, the following techniques can be practised:  
♪ - Poster image. Students make the poster individually or in pairs. The poster 
is a way to present communication. The theme title may be followed by the 
expressions: in my life/ in our lives/ in my family/ in my village/ in the life of my 
people. Thus, we can generate the following poster titles: « Music in my life/ in 
my family/ in the life of our school » ; « Song diversity in the village/ nation 
life » ; « Dance music in a man’s life », etc. it is important to mention that the 
information on the poster can be organised as a spider and instead of answers/ 
informative texts we could use images, drawings, photographs, postcards. 
Making the poster may take one or two weeks, before or after the end of the unit 
and it can be used as evaluation.  
♪ - The cube. It is a method that allows learning by cooperation. The Cube 
Technique is used when we want to explore the theme from several 
perspectives. Questions are written on the sides of a cube made out of 
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cardboard. The cube is randomly thrown to/ towards a student, who reads the 
question out loud. The teacher develops the question formula. There are several 
sets of tasks/ questions which may be written on the cube sides. The first 
example: what? how? how much? which? why? in what way? The second 
example: describe, compare, associate, characterize, enumerate, argument. The 
humming/ singing of musical themes may be used with this technique. 
 
4. Techniques of using the interface-text. Each theme suggested in the 
textbook is followed by a short informative text, made up of 3-8 sentences, 
which unveils the main lines of musical laws in close connection to life. This 
text may be used creatively in order to generate the main ideas regarding the 
theme and to facilitate students’ communication. We suggest the following 
techniques: 
♪ - „Idea Yarn”. The teacher asks students to carefully listen to a story and 
when a break occurs, students must be ready to continue the story with their own 
ideas. The student who raised their hand continues with the story as teacher may 
instruct him with an assertive gesture. The condition for this technique is to 
respect the continuity of ideas. For example, we suggest a few pilot ideas and 
some associate idea alternatives provided by the students: 

 
Example: Interface-text «What is music?» on page 5 of the textbook [7] 

Pilot-ideas of the 
interface-text stated by 

the teacher: 
Associated ideas suggested by the students (possible): 

Music is the art of 
sounds, created by 
people.  

 When we hear sounds we may ask if there is any music.  
 We detect music by means of sounds.  
 Music lives only when it sounds and it is interpreted, heard. 
 People create music differently because they live in different 

times, different countries.  
There is folk music and 
professional music.  

 Folk music and professional music are different.  
 Each nation has its own folk music.  
 Folk music is most common and easy to listen to.  
 Professional music can be heard in concerts, on TV, in halls 

especially created for this type of music.  
Folk music is composed 
by anonymous creators, 
professional music by 
composers.  

 Folk music is sung and played using traditional instruments.  
 Folk music is the most common type of music.  
 Folk music is made up of songs, dances and traditional 

marches.  
 Professional music has its own musical genres.  
 There are composers who created music known worldwide.  

Composers get 
continuous inspiration 
from folk music – 
necessary source of 
inspiration.  

 Each nation has its own composers.  
 Composers write music following certain rules.  
 Anybody can write simple melodies.  
 You must attend music school in order to become a 

composer.  
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♪ -   „Curious questions”. The teacher prepares a lsit of questions based on the 
interface-text. The questions may be listed separately on a card or grouped 3-4 
questions on a card for group work. The class may be divided into 4-6 groups. 
Each group receives a card with a question or some questions based on the text 
they are about to listen to. After the teacher presents the story, each group tries 
to answer the questions and build their own story based on their answers. The 
presentations made by the groups may be followed by musical auditions or by 
singing of songs students have studied. Thus, we establish a connection between 
the ideas of the interface-text and the musical experiences of students. At the 
same time, students become aware of the musical rules, they enter debates and 
learn how to talk about music. Examples of questions based on the interface –
text Music and movement on page 42 in the textbook: «Many things around us 
are continuously moving. The art of music has various possibilities to express 
movement. For example: train movement, sound of horses running, the buzzing 
of the bumblebee and others. We very often recognise musical sounds that 
remind us of various movements in nature: the sound of the howling wind, the 
sound of water springs (water flowing), the rattling sound of leaves moving in 
the forest, etc. Various sonorities can be imitated in musical creations».     

Examples of questions: 
 Why is the world we live in sonorous ?  
 How do we distinguish the sounds around us? (high – low, noise – music, 

strong – faint, muffled – discordant, long – short, etc.)  
 What can sounds around us communicate? (feelings, ideas, information, etc.)  
 What characteristics do musical sounds have? (pitch, duration, intensity, 

timber)  
 Which characteristics of the musical sound/ element of musical language 

help express movement? (intensity, tempo, etc.)  
 How does sound express the movement of wind, birds’ flight, train 

movement?  
♪ - „Euterpe’s guests”. Two students in the class receive a special task and the 
interface-text during the next lesson. On their own initiative, the students may 
explain unknown vocabulary to the class (using the dictionary). Independently, 
students decide who and what is to be communicated based on the text. The 
other students in the class will find out who Euterpe’s guests are during the next 
class. At the end of the story, each of the students will tell the class who was the 
most interesting/ most curious, which idea is very important, etc. The students’ 
presentation “Euterpe’s guests” is integrated by the teacher into the lesson 
scenario at the most convenient time to ensure emotional dramaturgy. At the 
end, the students receive their colleagues’/ teacher’s appreciation and Euterpe’s 
appreciation, which can be expressed by a note containing quotations about 
music, an idea about the role of music in people’s lives and useful advice on 
optional auditions. It is important for each student to be Euterpe’s guest over the 
length of one year and that the content of Euterpe’s appreciation notes should be 
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different each time. Here, the teacher may include appreciation and advice 
depending on the level of interest in music of each student.  
♪ - „Crosswords”. The interface-text may be used as material to evaluate 
knowledge in the process of solving a crosswords puzzle (a genre using images 
to represent words or parts of words), crosswords grids in which concise 
definitions are contained in the squares separating the squares for the letters 
forming the words, or classical crosswords – one of the most common types of 
mental exercise in the world (a square or rectangular grid, where the purpose is 
to fill in with the blank spaces so that the horizontal and vertical lines form 
words). For this, the teacher will suggest the definitions of the words to be 
guessed. This must be organised as a frontal activity, with all students in the 
class participating or as group work. To this end, each group will have to solve a 
different alternative of the crosswords. It is important to formulate the 
definitions/ questions for each word in a clear and concise manner. The textbook 
also suggests the crossword technique with the « Self-evaluation » part at the 
end of the module.   
 
5. Working techniques with the informative texts about composers and 
musical creations. For each musical creation suggested for study, the textbook 
presents short texts about their authors together with their portrait and the birth 
and death years. We advise teachers not to announce the birth and death years of 
the composers at the beginning of the class when the information about the 
composers has not been transmitted yet as the students have not yet been 
familiarised with their music through audition (analysis) and with details about 
the life and activity of the composer. This is why announcing the death year of 
the artist does not inspire and motivate the student to study his musical 
creations. It is better to focus on what the artisi gave to the world and to point 
out what distinguishes the composer from other composers and on his interest in 
music. Each text included in the textbook can be filled in and developed by the 
teacher within a certain time limit so that students are motivated and their 
interest in music increased. The informative text about the composer and 
musical creation is integrated into the musical audition activity and it is 
logistically subordinated to the theme.   
♪ - The mixed technique – one of the most accessible working techniques with 
the informative text as it combines verbal methods (storytelling, description, and 
characterisation) with the illustrative method, the example method, definition, 
graphic representation, etc.  
♪ - „The idea chain” technique. The storytelling method lies at the base of this 
technique, which has both formative and informative characteristics. The text in 
the textbook is told in the following manner: each idea in the text is told by a 
student. In order to create the idea chain the speaker transmits the right to 
continue the story to one of their colleagues by transmitting a bell (or any other 
object symbolical in the field of music). The teacher may start the story (with 
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some unknown information) and continued by 5-8 students. Thus, students 
assimilate various information and they satisfy their need of knowledge and 
affectivity at the same time, stimulating their imagination and exercising their 
capacity to communicate.  The text may be enriched with new ideas, from other 
sources. This techniques develops the following mental processes in the 
students: (1) language – as the fundamental means of communicating and 
receiving information; (2) logical thinking – due to the logical succession of 
events in the story; (3) voluntary memory – by retaining the unfolding of events 
and expressing them based on specific procedures and means; (4) imagination – 
by creating new images based on working with representations and cognitive 
experience. In case the student cannot express and idea from the text, the teacher 
may formulate a helping question.   
♪ - The question technique allows the building of a didactic dialogue. The 
teacher can prepare a list of questions based on the texts in the textbook by 
which they can organise an active learning activity. In order to answer the 
questions, students can be guided to use various materials on the pages of the 
textbook. It is important to accept the question as an inevitable moment of the 
mental activity. «The question lies at the border between knowing and not 
knowing and can actively intervene in a learning situation.» [2, p. 142]. It can be 
applied to all types of informative texts, including definitions, knowledge about 
musical reading and writing, the «Find out more» section, and footnotes, etc. 
The way to organise such an activity: 1. The teacher asks the first question. 
Students answers. With a partial answer, the teacher comes with additions and 
new information, explanations; 3. The teacher asks the second question. 4. 
Students answer. If the answer is partial, the teacher intervenes with useful 
information, etc.   

The character and the range of questions can condition the construction of 
heuristic knowledge. Various types of questions, different as regards their 
contents and expression, direct differently and activate various levels of mental 
activities. For example: 1. What music can be considered march? 2. In what 
moments in somebody’s life can we hear marching music? 3. Enumerate the 
names of the most common marches. 4. Which elements of musical language 
add expressivity to marches? 5. Name the traits characterising all marches, 
distinguishing marches. 6. Which characteristics can the music of a sports 
march/ military march/ festive march express? etc.   

For the questions technique, it is relevant to use various types of questions 
[2]: with reproduction function, mnemo-technical questions appealing to 
memory (of the type: what is ? which are ? enumerate/ name which are …); 
cognitive-reproductive questions (of the type: what is? what are? what? who? 
when?); cognitive-productive questions (of type: why?) ; convergent questions, 
which lead to analysis, comparisons, synthesis, data integration, idea 
associations, explanations. etc. ; divergent  questions, which exercise thinking 
on new, original trajectories, involving multiple answers ; evaluation questions, 
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which require issuing own judgement on a phenomenon (artistic/ valorising 
judgement).  

The textbook offers a wide range of pictographic images, which can be 
associated to certain learning situations/ generalising/ illustrating musical 
knowledge and experiences, the study of language elements, informative texts, 
etc. Some images illustrate historic events and periods/ musical creations/ 
human activities, etc. We suggest a few techniques of using the pictures in the 
textbook, with the learning path built as it follows: (a) from picture to musical 
sensations/ experiences; (b) from pictures to generalising their own musical 
experiences/ knowledge about music; (c) from picture to musical interpretation; 
(d) from picture to identifying musical expressivity; (e) from picture to the 
learning situation/ adequate use of musical terminology in the creation process 
and characterisation of the music; (f) from picture to creating a representation on 
the way music is interpreted, etc. This means that the pictures included in the 
textbook can be creatively included in the organisation of various didactic tasks. 
When students do not succeed in accomplishing the didactic task, the teacher 
will bring the necessary explanations by which lacks in the students’ 
understanding are eliminated. To this extent, the form, colour, size, position, 
composition etc., as criteria of characterisation of the elements included in the 
image, will become filters to stimulate sensitivity, attention, memory, 
imagination and, possibly, students’ thinking in the process of visually receiving 
the image in relation to one of the musical-didactic activities.  

All the techniques of using the textbook are good. The learning process 
requires an « application » activity that goes beyond the information provided 
directly on the textbook pages. All content elements in the textbook can have an 
informative and a formative role in the learning – teaching – evaluation process. 
The choice of an adequate method is one of the priorities of the lesson project, 
by which we ensure that students have processed the material and have 
developed their own understanding of music. Extraordinary possibilities can be 
created by overlapping the information in the textbook with everyday life by 
establishing/ identifying the relation of music to life, the relation between the 
student’s experience and the musical phenomenon.  
 
6. In conclusion, the working techniques with the textbook must: (1) support 
acquisitions integration in situations different from the ones met during the 
learning process; (2) act as reference, i.e. represent a source of information for 
the student – his landmarks for his musical ction/ activity; (3) form/ develop the 
musical culture of students as integral part of their spiritual culture and it refers 
to their acquisitions in terms of behaviour, human relations, life in society, in 
general.  
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8. THE TECHNIQUE OF OPTIMAL USE OF FACIAL MUSCLES  IN 
TRUMPET INTERPRETATION 

 
Iulian Horez315 

 
Abstract: Facial muscles have an overwhelming importance in obtaining a special sonority, 
a perfect instrumental technique. In fact, through their vibration all sonority is produced by 
these muscles, and the level of professionalism one can reach depends on their degree of 
efficient use. We shall next analyze the specific issues and modality of use. While playing a 
mouthpiece instrument, due to the way facial muscle s are used, the following issues arise: 
exaggerated facial muscles stretching, clamping, undue strain, vibration limitation (by over-
pressing, outer reason). 
Key words: trumpet interpretive technique, way of using facial muscles 
 
1. Exaggerated facial muscles stretching 

The extent of facial muscles stretching  in the resting position is the same 
as that as while playing the instrument. A muscle stretch, however small, used 
from the first note issued, increases as we go up in the acute register. The use of 
this horizontal stretching movement greatly reduces the muscles vibration level. 
The larger the stretch, the greater the vibration stopping. This produces a totally 
low quality sound of the instrument (metallic, narrow), and besides this bad 
sonority, at higher intervals of thirds, fifths, there is a different stretch for each 
note, a fluctuating movement of the muscles on a horizontal plane. In case of a 
technical passage with small values of notes at longer intervals of fifths/sixths, 
this movement of the muscles can no longer be synchronized with the speed of 
notes, which inherently leads to imprecision on notes, failures etc.   

This is a common defect not only for students, but also for professionals, 
because it seems like an easy, convenient solution in solving instrumental 
technique problems, but unfortunately it is a misleading solution that produces a 
limitation in sonority and instrumental technique. This way one will achieve a 
certain level of technique and instrumental sonority, which cannot be overcome. 
Only to maintain it, one will need a lot of individual study. The correct position 
in this case is the use of facial muscles without any stretching, exactly at the 
stretch they have, in the resting state. When using the mouthpiece to play, only 
the external parts of the muscles on the mouthpiece shall strain and just so as not 
to let the air out. A greater strain of the side facial muscles on the mouthpiece 
will lead to a change of sound. 
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Another common issue that may arise or may exist even from the 
beginning and for hereditary reasons is that of muscle swaying, or, in other 
words, the lower jaw is behind the upper jaw. The upper and lower jaws must be 
on the same vertical line. Most people, however, are born with the lower jaw 
slightly behind the upper one, and many teachers do not take into account this 
vertical difference between the two jaws, considering it totally irrelevant and 
when the pupil or the student cannot play in the acute register of the brass 
instrument, respectively, do not realize that this vertical synchronization 
between the two jaws is the main reason for this problem. The secondary may be 
excessive clamping, stretching or strain of muscles. 

A great deal of attention should be paid to resolving this vertical 
symmetry between the two jaws and, implicitly, the two facial muscles. Non-
solving this verticality causes the air column to clog, as we go higher the 
instrument's acute register. Due to pressing which increases while advancing 
into the instrument's acute register, the lower jaw is pushed back, while the 
upper one is fixed. The more it pushes back, the lower facial muscles will move 
in the same direction, defending the vertical gap between the two facial muscles. 

All of these changes are also added to the fact that, once in the acute 
register, the exit of the air column decreases vertically to obtain notes of higher 
sound frequency. The two changes, the first abnormal as a motion (the migration 
of the lower jaw inwards) and the second, naturally occurring in the acute 
register, lead to strangulation of the air column and implicitly the inability to 
play in the acute register, producing sound narrowing, reaching until its 
complete disappearance. 

A lot of instrumentalists struggle with this deficiency, the inability to play 
in the acute and super-acute register of that instrument, and they do not realize 
the reason. The lack of this vertical symmetry of the two facial muscles is the 
most common defect in those who play a brass instrument. There are very few 
who have this native vertical symmetry, the teacher is the one proving his 
mastery to intervene as if there is no vertical symmetry of the two facial muscles 
to correct. The solution is to push the lower jaw outward until a perfect vertical 
plane is reached between the two. Once this verticality of the two jaws has been 
reached, it must not be changed at all over the entire length of the instrument, 
respectively from the low register to the super-acute, the ratio of verticality must 
remain the same. 

By pushing the lower jaw forward, the instrumentist will feel a pain in the 
connection muscles between the two jaws, which will disappear in a relatively 
short time, all this vertical position change becoming reflex after a relatively 
short time. The lack of this verticality can be noticed if after a longer individual 
study time (one - two hours), due to the pressing carried out by the mouthpiece 
on the muscles (which must be as reduced as possible), a perfect circle shall 
remain impregnated for a short period of time (about 5-10 seconds), indicating 
the place where the mouthpiece rests on the two facial muscles. If this circle is 
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equally visible on both the upper and lower muscles, this proves that the 
verticality of the two jaws is good, the pressing being equal to both upper and 
lower muscles, and the task of entering the vibration is equally distributed 
between the two muscles. 
If only a semicircle appears on the upper muscle and the lower one is 
nonexistent, this shows that 80-90% of the pressing is supported only by the 
upper muscles, the lower one being only "present" and in the vertical plane the 
lower jaw is not on the same vertical line with the upper jaw, being behind it, as 
viewed from the outside. The more one goes up in the acute register, this inward 
movement will continue, resulting in the strangulation of the air column and 
implicitly in the inability to play in the acute register. 
       The horizontal stretching of the muscles is exactly what should not be done 
to advance in instrumental technique, as the reduction of the air column outlet is 
made in a vertical plane and not horizontally through this stretch. The variation 
juggles in the diameter of this hole to be made in fractions of seconds can be 
made much easier in the vertical plane by approaching or spacing the two 
muscles than in the horizontal plane, which requires a much wider movement 
thereof. In fact, the movement to obtain different notes must be made only 
inside the mouthpiece and not outside it (which would greatly brake the 
development of instrumental technique), or the vertical movement towards the 
horizontal one is more difficult to obtain, it requires more time. However, once 
this vertical muscular movement inside the mouthpiece is controlled, great 
results in the instrumental technique shall be obtained, compared to the 
horizontal one, which allows technical-instrumental progress only at a certain 
level. 

 
2. Unjustified crispening, straining 

There is a big difference between crispening and straining facial muscles, 
as this is one of the mistakes made by the prospective instrumentalists and even 
by the professional ones. During trumpet or other brass instruments playing, 
facial muscles crispening should be absent and strain at the lowest level. When 
going to the acute register, muscles become more and more strained, because of 
pressing and air column pressure that grow directly proportional to the 
advancement towards the acute and super-acute register of that instrument. In 
this ascending movement, many people fall into the facial muscles crisping 
mistake, feeling they can play more easily in this register of the instrument. It is 
a misleading feeling, apparently very convenient, but without any future in 
technical-instrumental progress. The explanation lies in the fact that the two 
facial muscles do not allow them to vibrate to maximum parameters, resulting in 
a tough, narrow sonority while ascending in the acute register, narrowing even 
more. 
        The balance between the three factors mentioned above (pressing, 
breathing, tension) leads to outstanding results, to a permanent technical 
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instrumental progress. Their imbalance produces a limitation or stagnation in 
instrumental technique, muscular crispening. Speaking of facial muscular 
tension, it must be at the limit of escaping the air out through the lateral sides in 
the horizontal plane of the mouthpiece. Facial muscles crispening occurs due to 
a pressing either exaggerated or too little present. But the wrong level of 
pressing is not the only one that causes the occurrence of these facial muscles 
crispening, another determining factor in its occurrence is the incorrect use of 
the air column. An air pressure under a certain technical passage at one time can 
immediately lead to a crispening of these muscles, a natural response to the 
body's compensation. For this reason, the instrumentist must have a permanent 
self-control over the factors that are producing a sound emission, a technical 
passage on that instrument. Any carelessness, negligence or indifference can 
lead to the occurrence of unexpected defects that in time can become reflexes 
very difficult to modify. 

 
3. Limitation in the vibration of the facial muscles through exaggerated 
pressing - outer reason 
       The limitation in vibration of the two facial muscles may have two causes: 
• A first cause is the crispening of these muscles and not just their strain within 
the required limits; 
• The second reason for vibration limiting of the muscles is the amount of 
pressing/pressure exerted on them by the mouthpiece. This pressing is an 
external reason that determines the level of vibration of the facial muscles. This 
external reason (pressing) can determine to a great extent the quality of the 
sound emission as well as the technical-instrumental level at which it can be 
reached.  
         The most common mistake for pupils and students and characterizing the 
Romanian brass school is exaggerated pressing, its use more than necessary. 
American and German schools are among the best in the world, where from the 
very beginning of practicing a brass instrument special attention is paid to the 
level of pressing, which must be as low as possible. Unfortunately, in Romania 
this is almost not taken into account, especially in children who start studying an 
instrument. More than 90% of the sound quality, the level of instrumental 
technique one can reach depends on the level of pressing on the muscles. 
        The use of a level of pressing as low as possible leads to outstanding 
performances in sound and instrumental technique, but results hardly appear 
after years of individual study, but once attained, professional satisfaction is 
great, the sense of continuous progress is permanent. Instead, the use of 
exaggerated or fluctuating pressing leads to quick results in time by pupils or 
students, even spectacular after 3-4 years of study on an instrument, but after 
this qualitative "explosion" in such a short time, either a qualitative stagnation or 
a very slow technical-instrumental breakthrough appear, as well as a series of 
problems related to technical-instrumental qualities. This is what happens in 



344 
 

Romanian brass school. Exaggerated pressing generates a whole chain of 
mistakes throughout the technical-instrumental progress. 
 
4. Modes of sound articulation 
       The modes of sound articulation are the following: simple staccato, double 
staccato, triple staccato. A determining factor in sound quality is both the way 
of sound articulation and the quality of sound. Simple staccato is the basic 
articulation mode in getting music notes as well as the most used of all. Simple 
staccato is achieved only by touching the inner surface of the facial muscles 
with the tongue, thinking about the pronunciation of the syllable your or you. 
This touch has to be done in a fraction of a second, during which the air column 
outlet will be closed, here is the place where this touch will occur. I say "touch" 
because a little more powerful impact on the facial muscles would 
instantaneously lead to the occurrence of a rough articulation of the marks, when 
there is a horizontal movement of the mouthpiece, which would greatly inhibit 
the technical-instrumental progress. This type of brutal articulation of notes is 
characteristic for those in military orchestras. A sound must appear "out of 
nothing", the articulation of the note must not be audible, it must occur but at 
such a level that is not acoustically perceptible 
        Double staccato is achieved by using a simple articulation, followed by a 
second articulation with the pronunciation A, which is achieved by lifting the 
posterior tongue muscles in a very short time towards the Palatine vault. The 
two types of articulations must be made in fractions of a second, and careful 
attention should be paid to equality of time and sound intensity of the two. By 
means of a consequent individual study a very high equality and speed can be 
achieved.        
       Triple staccato is achieved by using two simple staccato articulations and 
one double staccato (tu-tu-ku) There are, however, two formulas of triple 
stacatto - tu-tu-ku and tu-ku-tu. The second, tu-ku-tu, was widely used until the 
1950s, but practice showed that the formula tu-tu-ku is superior to that of tu-ku-
tu, being much more balanced as sound, giving much greater precision on notes 
and advancing technical-instrumental issues. 
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9. HISTORY AND MODERNITY IN ARTISTIC EDUCATION  
FROM ROMANIA 

Eugenia Maria Paşca316 
 

Abstract: The issue of artistic education is not new, it is still concerned and concerned by 
many specialists. The newities emerged and imposed from time to time in the evolution of 
culture and education were and are determined by the scientific and artistic achievements, the 
enrichment of the possibilities of knowledge and valorization of the experiences and 
achievements, both from the field of artistic didactics, as well as from musical creation and 
interpretative art. The perspectives, especially in the last half century, aimed at increasing the 
knowledge of the child's physical and mental peculiarities, his ability to form audiences, 
visions and chinestecs, and the fundamental aims pursued by specialists - teachers and 
researchers - have been and have continued to improve the contributions of music, literature 
and dance to the aesthetic and ethical education of children, to developing their sensitivity 
and intelligence, in other words, to the formation and harmonious development of the 
children's personality. From the perspective of knowing and preserving the national identity, 
in the non-formal educational system existing in Romania, there are musical-literary-
choreographic circles with folkloric specifics organized in the Children's Clubs and Palaces. 
Also, through school curriculum (CDS), there are initiatives by music education teachers to 
capitalize on music-literary-choreographic folklore through new disciplines, giving pupils the 
knowledge of local, regional and national traditions. 
Key words: artistic education, creativity, non-formal education, school curriculum, folklore 
 
1. Introduction 

Folklore has always been one of the ways artistic and implicitly musical 
education was done. Taking into account the value per se of folklore, and hence 
its educational vocation, folklore not only enlightens the people, but it also 
disciplines them, reflecting the moral qualities and noble nature of the people. 
The songs, dances, various popular beliefs, the yearly or family traditions have 
always been landmarks in the lives of the Romanians. Folk creations speak to us 
about the life and mentality of the village people with the help of cultural and 
aesthetic messages. Students need to know musical, literary and choreographic 
folklore productions, which are often preferred to other creations because they 
can directly express a certain state or a certain attitude to the diversity of life’s 
realities. The intense experience of life’s events by means of a very refined and 
subtle artistic language is to be observed in folklore creations. With these 
considerations in mind, teachers look to awaken students’ interest into getting to 
know and practise Romanian folklore by suggesting specific extracurricular 
activities.     
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        In addition to creating the second folklore archives of the Romanian 
Composers Society, Constantin Brăiloiu also needs to be credited for 
establishing the optional Folklore course, introduced in the curricula of the 
Conservatory he was managing for the following reasons: “The curricula of 
musical education insist with the music teachers, regardless of the musical 
subject they teach, to rely on our traditional song in their teaching. On the other 
hand, it is certain that there is a growing need for musicians who are familiar 
with modern scientific methods in order to be able to find and record folk 
music.” (Tiberiu Alexandru, T., 1994, p.47). From the words of the great 
folklorist and “fed up” with the large number of creations written in the 
traditional style, but not as authentic as created by our ancestors, there is serious 
work to select the material and to guide the students in choosing significant 
works, trying to keep them in a form worth of our ancestors’ trust. 
      Non-formal education offers a set of necessary social experiences, useful 
for each child as they complement other types of education by: valorising 
students’ spare time from an educational point of view, opportunities for the 
valorisation of students’ life experiences through a more flexible and more open 
environment and a more diverse everyday learning experience, volunteer work, 
individual or collective, flexible ways of answering students’ interests – a wide 
range of activities it suggests and the possibility of each student which activities 
to attend, developing life skills and preparation of teenagers to become active 
citizens, in addition to the information and competences specific to various 
activity fields the projects and the non-formal activities fall into, students also 
develop organisational skills, self-management skills, time-management skills, 
critical thinking, adopting decisions or solving problems, an environment to 
practise and cultivate various aptitudes and talents in arts, culture, sports, 
technical or scientific fields.   
        The classes of musical education included in the school curriculum or in 
the artistic – folkloric clubs with Students’ Clubs and Palaces have as objective 
the formation and development of artistic skills by valorising musical, literary 
and choreographic practice. These institutions were established after 1st June 
1950 in many towns of Romania. The Students’ Palaces (located in all county 
capital cities) and the Students’ Clubs (located in the other towns or villages 
with large school population in the county have become powerful institutions 
very attractive to children, which have diversified the contents and methodology 
of their specific activities, thus improving their educational offer. They are today 
methodological centres for extracurricular activities in the technical, scientific, 
cultural and artistic and sports fields. These clubs have an essential contribution 
in stimulating and developing children’s and teenagers’ creativity, in developing 
their sense of beauty and educating their sensitivity. They play an important role 
in organising children’s spare time, their entertainment through the aesthetic 
ambience they create, preparing children to spend their spare time in a pleasant 
and cultivated way.   
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2. Discussions 
       The formative role is ensured by the versatility of forms and methods, by 
stimulating initiatives, inventive spirit, by cultivating aptitudes and talents, 
orienting and valorising interests and passions, discovering and asserting 
vocational aptitudes. We must add the fact that these clubs were established in 
rural areas as well, thus offering equal chances to all children in their artistic, 
technical-scientific or sports training. Through emotional excellence, music 
raises students’ interest from the earliest age due to its specificity which 
addresses emotions. This is why aesthetic education through song and audition 
is important as it rounds up teenagers’ personality by knowing aesthetic values 
and developing the capacity to appreciate and enjoy beauty and developing 
artistic abilities. Through their contents, aesthetic and musical values contribute 
to enlarging knowledge on reality, educating aspiration and the desire to 
introduce beautiful elements in everyday life, to adopting a civilised and 
sensitive attitude in human relations. The existence of institutions where 
children and teenagers develop their aptitudes and aspirations is necessary even 
now, at the beginning of the third millennium.    
        As the educational system nowadays focuses mainly on cult and less 
folkloric values, by predominantly oral practice, with the Students’ Clubs and 
Palaces, children may receive guidance to understand and learn folkloric 
traditions. Extracurricular activities can offer a diverse musical training to 
passionate and musically endowed students. In these musical clubs in schools 
and in the above mentioned institutions, students learn to consolidate their 
musical knowledge, their vocal or instrumental, literary or choreographic 
interpretation skills, thus justifying the educative function and ensuring the 
organising of the participants’ spare time. The recreational function becomes 
manifest in active recreation, relaxing programmes and is completed by the 
aesthetic-entertaining function by which children take part in interesting and 
diverse actions, both during the school year and during the holidays.  
      The work groups are made up based on age categories: preschool (5-6 
years), primary school students (preparatory class to 4th grade), secondary school 
students (grades 5th to 8th) and high school students (grades 9th to 12th). The work 
techniques and contents will be adapted to each age group. It is known that the 
final purpose is to develop aesthetic attitude, to prepare the future adults to 
become knowledgeable listeners of aesthetic values and possibly music 
interpreters or creators. The moulding of personality is obvious through music, 
through the positive enrichment of personality traits, of the character and 
aptitudes. The study of music has two levels: informative-theoretical and 
formative-applicative. Going through these activities implies two levels.            

The first level aims at developing reproductive – interpretative skills and 
aptitudes. Based on the contact with the musical phenomenon, the child 
develops representations, notions, categories, value judgements, theoretical 
culture is formed and also musical language and its decoding. The second level 
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refers to the just attitude to aesthetic values through sensitivity, emotions, and 
the capacity to listen to, sing, interpret and create artistic values. The 
interference with intellectual education proves itself by the cultivation of 
imagination, thinking, originality, motivation for performance, especially for 
taking part in shows and contests. Moral education is also performed through 
these group activities which require discipline to work together, respect and 
collaboration. The contents of the texts consolidate character traits such as love 
for the family, for the beautiful places in one’s country, respect for history. 
Physical education means movement, and this element is aroused by the sound 
phenomenon, especially in the interpretation of pop and folk music. 
Choreography mixed with excessive interpretation mean an adequate 
interdisciplinary education. Students’ participation in the activities of musical 
assemblies offers them the possibility to complete the musical education 
received in school or kindergarten, based only on singing and listening. The 
training in vocal-instrumental bands contributes to the development of musical 
aptitudes and skills. In the choice of repertoires, one must take into account the 
children’s age: the melody should be clear, accessible; the rhythm must be 
simple, and the text and harmony adequate. (Paşca E. M., 2009, p. 7-9) 
 
3. Results 
         Thus, modern pedagogy defines this type of activities as those actions 
carried out under the supervision of a teacher, but not included in the school 
curriculum and educational plan. They have the role to complete and enlarge the 
accumulations from the educational system, to valorise and develop the 
students’ interests and aptitudes, coming to support the good organising of their 
free time. As complementary activities to didactic activities, they have some 
particularities regarding students’ participation, in terms and content and 
duration, organisational forms and used methods, and result evaluation. 
Students’ participation is based on volunteering and is not compulsory, and the 
teacher only gives some suggestions regarding their participations in some 
activities. The contents of activities are set depending on the students’ 
preferences, and on the conditions and possibilities. As regards organisation 
forms, these are more flexible, focusing on creative imagination of both students 
and teachers, with a special accent on the students’ initiative. (Paşca, E. M., 
2009, p. 18-23).  
       Artistic extracurricular and out of school activities can have various forms 
depending on the number of participants and the way they are realised 
(frontal, group or individual) and the location (school, non-formal educational 
institutions or cultural institutions). From the national analysis we have noticed 
that there are the following types of clubs: vocal interpretation – individual or 
folklore group, folklore dances, folklore theatre, folklore orchestra, folklore 
assemblies. The valorisation of results represents opportunities for knowledge, 
communication and talent hierarchy through contests and festivals – at local, 
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county, regional or national level – advertised in the media. At the level of the 
School Inspectorates and Ministry of Education there are such preoccupations 
for the agenda of specific contests for traditional folklore manifestations.  

Students know that folk music and dress, theatre and dance represent the 
most important components of a nation’s traditions. They proved that they have 
understood the importance of the reactivation and reorganisation of this field by 
what they started to do under the supervision of the teacher during the carried 
out activities. Having activities to valorise local, regional or national folklore 
represents the way for students to prove that they are educated both in their 
families and in school in the spirit of love for our national tradition. In our 
school, folklore is used and updated through the cultural artistic manifestations 
that involve students and teachers. In order to transmit from generation to 
generation the beauty of folklore creations and to keep traditions alive, students 
are initiated into these extracurricular activities of song and its interpretation, or 
of dancing and of collecting these priceless folkloric gems. It is the only way to 
create generations of students who will know how to cherish traditions.  
 
4. Conclusions 

Artistic education focuses on cultivating the students’ sensitivity, on 
developing his aesthetic faculties and on the joy music and the practice of music 
must have on the student. The music lesson has the role to familiarise students 
with the true values of musical art. The lesson of musical education, as part of 
the Educational School System, focuses on the basis on approaching music 
through musical genres, as well as on selecting contents with artistic value. Due 
to everything mentioned above, in order for the musical education lesson to 
reach its goal, we must take the following into account:  
- theoretical elements reduced to the bare minimum necessary for music 
reception and interpretation;  
- turning musical education classes in lessons about art, thus exceeding the 
standard of activities which speak about music;   
- creating motivation and attitudes to get to know artistic beauty and to combat 
elements of kitsch, surrogates of Romanian art that have surfaced over the years 
or during present times;  
- developing students’ emotional lives, awakening their creative powers, with 
beneficial contributions to the developing of their personality;  
- ensuring the open dynamic character of musical education with extensions and 
links to social and cultural life.  

From the point of view of education, artistic activities can be conceived as 
promotion of authentic values with a focus on aesthetic, moral and educational 
characteristics. The entire activity of the educator and of the student focuses 
around them. Important for these endeavours are: testing students’ musical taste 
through conversation or a simple questionnaire which should unveil the social 
background of the child, his/ her artistic aptitude, his/ her favourite musical 
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genre, how often he/ she listens to/ watches various musical productions. 
Artistic education can be carried out both during classes and outside classes, 
during extracurricular activities, during the various activities suggested by the 
school or by the local community to which we are invited or by participating in 
various festivals and contests, on which occasion we are evaluated by someone 
else or we are evaluators ourselves. It is a very good type of exchange which 
develops competition and fair play in students.   
        The activities that include folklore in their repertoire are considered 
educational, a source of knowledge, inspiration, an aesthetic factor, inviting the 
audience to meditate, relax and implementing the idea of filling in some notions. 
Folklore represents a school of patriotism, which can teach love for the country 
and the dignified moral attitude our nation has shown in its darkest hours.  
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10.  THE EFFECT OF PITCH HEIGHT, TIMBRE AND OCTAVE 
ERROR ON ABSOLUTE PITCH ACCURACY. EDUCATIONAL 

IMPLICATIONS 
Dorina Geta Iușcă317 

 
Abstract: The accuracy of absolute pitch has often fallen into mythical perspectives, as this 
rare ability tends to fascinate people through its spectacular results. Many people tend to 
think that a musician with absolute pitch is always capable of identifying the musical note of 
any sound in any circumstances. The research literature has revealed that this is rarely true. 
Although there is a significant difference between real absolute pitch owners and pseudo-
absolute pitch owners, the accuracy of absolute pitch is highly influenced by a series of 
musical factors such as: pitch chroma, pitch height and musical timbre. Therefore, it has been 
proven that the best absolute pitch accuracy manifests for medium pitch sounds, while very 
high or very low sounds tend to often be misidentified. Even more, absolute pitch owners tend 
to make an unusual mistake of misidentifying the octave. The familiar sounds (for example 
from the instrument the musician has studied in childhood) tend to produce less identification 
errors. Nevertheless, the piano timbre is usually associated with the best accuracy of absolute 
pitch. The aim of the present research is to synthetize up-to-date literature regarding the way 
these factors influence the accuracy of absolute pitch. The study focuses on the idea of 
normalizing the general perspective of absolute pitch accuracy, as musicians and teachers 
often tend to have very high expectations regarding this ability. The educational implications 
of the new perspective drawn here contribute to a better relation between teachers and 
students, as well as to a better understanding of this interesting musical ability. 
Key words: absolute pitch accuracy, pitch height, pitch chroma, octave error, timbre 
 
1. Introduction  

The ability to identify sounds usually manifests itself in complex musical 
situations. Researchers have discovered that absolute pitch performance often 
depends on a series of factors related not only to the individual, but also to the 
musical context the person identifies the sounds into. These factors may 
influence absolute pitch accuracy so much that it even leads to a flexible way of 
defining this ability. Therefore, some researchers (Athos et al, 2007) choose to 
include absolute pitch owners on a continuous line rather than in two separate 
categories (musicians with absolute pitch versus musicians without absolute 
pitch). 

Defining absolute pitch in this manner has repercussions on the way it is 
measured. Yes, there a very small number of musicians able to identify any 
sound in any type of situations. But in the same time, we cannot ignore the vast 
majority of absolute pitch owners whose accuracy depend on either pitch height, 
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chroma or timbre. The present study focuses on creating a synthetic view on 
these musical factors that influence absolute pitch accuracy. 

 
2. The impact of pitch height on absolute pitch accuracy 

The human mind can detect and identify a vast range of sounds that 
stretches from 16 Hz (the lowest sound produced by the large pipe organ) up to 
20.000 Hz (the sound of the fluorescent lights, the mosquito repellent device, the 
sounds produced by the pronunciation of s, t, v, the background sound of the 
TV). People are mostly sensitive to frequencies stretching from 220 Hz to 2048 
Hz, sounds that usually correspond to the human speaking voice. The 
instruments of the symphonic orchestra produce a large range of sounds. The 
lowest sound produced by the double-bass is 41 Hz. The highest sound of the 
piccolo is 3951 Hz. The highest musical sounds produced by a soprano usually 
situate around 1000 Hz. The lowest sounds produced by a male voice situate 
around 70 Hz (ZyTrax, 2019)318. The cognitive perception of the sounds situated 
at the edge of the hearing spectrum is weak because people have trouble 
comparing their height (Urmă, 1982). Therefore, they are rarely used in music.  

In order to identify two sounds as being different in height, they must be at 
a minimum frequency distance also named as differential pitch sensitivity that 
usually depends on register. For example, when comparing a sound of 1000 Hz 
to the closest higher one, the latter must be of 1003 Hz. Also, the closest lower 
sound the we perceive as being different is of 997 Hz. So, in the high musical 
range, a frequency no smaller than 3 Hz determines us to perceive two sounds as 
being different (Urmă, 1982). 

Inside the musical range going from 500 Hz to 3000 Hz, the human ear can 
detect about 232 different sounds. In this musical range, musicians may be 
capable to detect 20 sounds inside a semitone. But this is not true for a lower 
range of sounds. For example, in the lowest piano octave (that stretches from 
32,70 Hz up to 61.74 Hz) musicians can detect only 58 sounds (Urmă, 1982). 

When referring to the whole audible spectrum, an ordinary musician can 
differentiate around 1450 sounds from which only 109 are usually used in 
academic music. Therefore, absolute pitch owners tend to memorize around 100 
musical sounds. 

The highest accuracy of absolute pitch situates in the medium range sounds 
(Takeuchi & Hulse, 1993). Moreover, in this range, musicians with absolute 
pitch have the highest reaction speed when identifying the sounds (idem). In the 
same time, we must consider that every musical instrument has its own range 
and the experience with it creates a better accuracy of absolute pitch for its 
specific range. Therefore, Takeuchi and Hulse (1993) have discovered two 
relevant cases: one of double bass player whose absolute pitch accuracy was the 
best for the low range sounds, and another case of a violin player whose 
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absolute pitch accuracy was for the high range sounds and not for the medium 
range sounds. 

In the case of very high or very low sounds, absolute pitch accuracy 
significantly drops. Two French researchers (Semal & Demany, 1990) have 
discovered that sounds higher than 4000 Hz (interestingly, the highest piano 
sound is of 4186 Hz) cannot be identified by musicians with absolute pitch and 
tend to correspond to the same musical note even when they are different in 
height. This psychological phenomenon may be explained through the fact that 
the differential pitch sensitivity is much lower for these extreme sounds, 
especially in the case of older musicians (Ross et al, 2004; Athos et al, 2007; 
Takeuchi & Hulse, 1993). This is why absolute pitch musicians older than 45 
tend to name the sound one or two semitones higher (Parncutt & Levitin, 1999; 
Takeuchi & Hulse, 1993; Baharloo et al, 1998; Athos et al, 2007). 

A study (Athos et al, 2007) conducted at the University of California on 
981 absolute pitch musicians has discovered that subjects around 45-50 years 
old tended to locate the musical notes one semitone higher than the real notes. 
The subject around 60-70 years old misidentified the notes two semitones 
higher. This error has been made on piano and pure (electronic sounds with no 
harmonics) sounds. 
 
3. The influence of timbre on absolute pitch accuracy 

The timbre of a musical sound is often described in terms of a sum of 
several distinct frequencies called harmonics that accompany the fundamental 
frequency (Giuleanu, 1975). Although there are some musicians capable of 
identifying any type of sounds, researchers (Takeuchi & Hulse, 1993; Miyazaki 
& Ogawa, 2006; Lockhead & Byrd, 1981; Parncutt & Levitin, 1999; Athos et al, 
2007; Zatorre, 2003; Vanzella & Schellenberg, 2010) have found that absolute 
pitch owners tend to be influenced by timbre when naming the musical notes. 
For example, an American study (Hsieh & Saberi, 2009) has utilized 50 piano 
sounds and 50 pure sounds in order to test the accuracy of absolute pitch owners 
and obtained performance of more than 80%. In the second phase of the study, 
researchers modified the experimental sounds by taking out the fundamental 
frequency and some harmonics. The results have shown that absolute pitch 
accuracy significantly dropped down to 60% as the number of harmonics 
decreased. The study has shown that timbre may offer enough information to 
absolute pitch musicians in order to affect pitch identification. 

Several researchers (Miyazaki & Ogawa, 2006; Lockhead & Byrd, 1981; 
Parncutt & Levitin, 1999; Takeuchi & Hulse, 1993) have noticed that absolute 
pitch accuracy is higher for the sounds of the instrument musicians studied. The 
connection of pitch and timbre is therefore once again revealed and it may be 
neuro-psychologically explained (Menon et al, 2002; Zatorre & Belin, 2001) 
through similar processing mechanisms.  In 1951, Brammer (apud Takeuchi & 
Hulse, 1993) have discovered on a group of 42 absolute pitch violinists that they 
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identified violin sounds significantly better than clarinet sounds. The effect of 
timbre familiarity may go even further. Sergeant (1969 apud Takeuchi & Hulse, 
1993) indicated the case of an absolute pitch pianist who identified the sounds of 
her own piano significantly better than the sounds of other pianos. 

A group of scientists from Berlin (Schlemmer, Kulke, Kuchinke & Van der 
Meer, 2005) has used 88 musical sounds from symphonic orchestra instruments 
presented for 2 seconds to 21 absolute pitch musicians and measured pupillary 
response in order to evaluate the level of mental effort. Previous studies 
(Granholm & Steinhauer, 2004 apud Schlemmer et al, 2005) had indicated that 
higher levels of cognitive effort significantly correlate with higher pupillary 
response. Results have shown that subject identified the familiar sounds of the 
instrument they studied with more accuracy, smaller reaction time and lower 
pupillary response. Patricia Vanzella and Glen Schellenberg (2010) have on-line 
tested 198 absolute pitch owners and discovered that the accuracy of absolute 
pitch may also depend on the first instrument they studied in childhood. 
Accordingly, the subjects who studied piano during childhood have revealed 
higher absolute pitch accuracy than the subjects who studied other instruments.   

Many sources (Takeuchi and Hulse, 1993; Vanzella & Schellenberg, 2010; 
Schlemmer et al, 2005; Hsieh & Saberi, 2009) have found that piano sounds are 
the easiest to identify. Miyazaki and Ogawa (2006) explain this result through 
the fact that the piano is the most utilized musical instrument due to its large 
versatility in music education. Dixon Ward (1963 apud Miyazaki & Ogawa, 
2006) even created the name “absolute piano” in order to describe a certain 
category of absolute pitch musicians with greater accuracy for piano notes and 
weaker accuracy for other instrumental sounds. Interestingly, most experimental 
studies used piano sounds when measured absolute pitch, probably due to their 
accessibility. This is why some researchers (Vanzella & Schellenberg, 2010) 
sustain that these studies measured “absolute piano” and not absolute pitch. 

Not all absolute pitch musicians are affected by timbre. Athos et al (2007) 
found that 44% of them are capable of equally identify any type of sounds. Also, 
Baharloo et al (1998), from 612 questioned absolute pitch musicians, 79 procent 
of them have declared equal accuracy for all kinds of instrumental sounds. Other 
experiments (Miyazaki, 1989; Miyazaki & Oagwa, 2006; Athos et al, 2007; 
Lockhead & Byrd, 1981) have compared acoustic piano sounds with electronic 
piano sounds and found better accuracy of absolute pitch for acoustic piano 
sounds. Nevertheless, in comparison to piano sounds, vocal sounds are 
significantly harder to name (Athos et al, 2007; Vanzella & Schellenberg, 2010). 
The instability of the fundamental sound and the vocal vibrato create perceptual 
confusion to absolute pitch owners. 
 
4. Octave error in absolute pitch musicians 

The sounds of audible human spectrum (16 Hz – 20.000 Hz) are spread 
across 11 octaves. The highest two octaves (8000 Hz and above) are rarely used 
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in academic music, especially as these sounds can only be produce by electronic 
instruments. The remaining nine octaves correspond to the range of the large 
pipe organ and are covered by different symphonic instruments. 

When measuring absolute pitch, most experiments (Miyazachi & Ogawa, 
2006; Vanzella & Schellenberg, 2010; Benguerel & Westadal, 1991; Takeuchi 
& Hulse, 1991; Takeuchi & Hulse, 1993; Bermudez & Zatorre, 2009; 
Schlemmer et al, 2005) used sounds from three medium octaves, situated from 
100 Hz up to 1000 Hz. Still, there are some studies (Lockhead & Byrd, 1981; 
Miyazachi, 1989) that used 5 medium octaves with sounds from 50 Hz up to 
2000 Hz. 

One of the curiosities noticed by researchers is that absolute pitch 
musicians tend to misidentify the octave of the sound, although they name the 
pitch chroma perfectly. This phenomenon has been named octave error. When 
asked to identify the octave of the perceived sounds, musicians with and without 
absolute pitch make the same mistakes (Lockhead & Byrd, 1981; Takeuchi & 
Hulse, 1993). The possible explanations of octave error refer to: 
• the cognitive overload determined by two different mental processes 
(Miyazachi, 1989); 
• absolute pitch musicians may confuse the fundamental sound with the first 
harmonic situated one octave higher (Ward & Bunrs, 1982); 
• in unfamiliar instruments sounds may appear higher due to the specific timbre 
(Athos et al, 2007); 
• the existence of different octave naming systems in international studies may 
confuse absolute pitch musicians familiar to a certain octave naming system 
(Athos et al, 2007). 

Due to this octave error, many researchers suggest that when measuring 
absolute pitch is it better not to ask for the pitch height, but only the pitch 
chroma, as identifying the octave where the sound is situated may constitute a 
different cognitive task not necessarily related to absolute pitch. 
 
5. Conclusions and educational implications 
 Absolute pitch is a well desired ability among musicians due to its benefic 
effects in reading and writing music. Nevertheless, experimental studies have 
shown that absolute pitch musicians are not perfect in identifying sounds, as 
their accuracy depend either on pitch height, timbre and octave error. This is 
why experts in music and in education should consider absolute pitch a rare but 
not idealized ability. It is simple developed in some students and it should not be 
the purpose of music education. Relative pitch is always a good way to identify 
musical sounds, by using a reference note which is usually la. The cognitive 
processes involved in relative pitch are more complex and it involves theoretical 
information at a higher level. 
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