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article presents a wide review of the activities carried out and   the scientific results obtained within the project.  

Keywords: documentation of national patrimony, the musical patrimony from the Republic of Moldova, 

folklore, compositional creation  

 

Introducere. Domeniul de cercetare al proiectului Patrimoniul muzical din Republica Moldova 

(folclor ѽi creaѿie componisticŁ): actualizare, sistematizare, digitalizare, desfŁἨurat ´ntre anii 2015ï

2019, ´l constituie documentarea patrimoniului muzical naἪional iar scopul proiectului rezidŁ ´n 

valorificarea fondurilor ĸi colecἪiilor muzicale publice ĸi private existente ´n republicŁ, fapt ce va 

contribui la dezvoltarea domeniului dat. CercetŁrile efectuate ´n cadrul proiectului reprezintŁ o realizare 

ἨtiinἪificŁ ineditŁ pentru muzicologia Ἠi etnomuzicologia naἪionalŁ, deoarece p©nŁ ´n prezent ´n 

Republica Moldova nu a fost abordatŁ problema colectŁrii informaἪiei muzicale la nivel ἨtiinἪific, cu 

perspectiva plasŁrii ´n surse electronice deschise. Noutatea proiectului rezidŁ Ἠi ´n perspectivele de 

cercetare Ἠi valorificare a folclorului Ἠi a creaἪiei muzicale profesioniste, ca pŁrἪi componente ale 
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Patrimoniului muzical imaterial din Republica Moldova, iar cercetŁrile realizate ´n cadrul proiectului 

conἪin date inedite, ce vor avea un impact de lungŁ duratŁ ´n dezvoltarea societŁἪii. 

ConsideraἪii prealabile.  

IniἪierea creŁrii bazei de date digitale realizatŁ ´n cadrul proiectului ´n stadiul iniἪial reprezintŁ 

o premierŁ ´n domeniu, av©nd ´n vedere cŁ ´n RM ´ncŁ nu existŁ un astfel de catalog Ἠi  conἪine nu doar 

date statistice, ci Ἠi rezultatul unor cercetŁri ἨtiinἪifice prealabile a materialelor de arhivŁ, ´n special pe 

aspecte legate de sistematizare Ἠi clasificare. Este primul proiect ´n istoria modernŁ a ἨtiinἪelor despre 

cultura ĸi arta din Republica Moldova sub aspectele amplorii volumului de informaἪii acumulate ĸi 

prelucrate, a multitudinii abordŁrilor informaἪiilor prezentate, ´n special la compartimentul Ăadnotarea 

lucrŁrilor/surselor muzicaleò (metodologicŁ, cronologicŁ, stilisticŁ, genuisticŁ, bibliograficŁ etc./text, 

ritm, metronom, note tehnice Ἠi note analitice etc.), efectului imediat scontat de aplicare a rezultatelor 

´n ἨtiinἪa ĸi practica didacticŁ ĸi artisticŁ.  

Documentele muzicale incluse ´n cadrul studiului aparἪin diferitor fonduri ĸi arhive, ´n care sunt 

depozitate lucrŁrile muzicale ale compozitorilor din Republica Moldova, c©t Ἠi Arhivei de folclor a 

AMTAP. Rezultatele proiectului sunt reflectate at©t ´n ediἪii ἨtiinἪifice ð monografii, articole, elaborŁri 

metodice, c©t Ἠi ´n cadrul conferinἪelor ἨtiinἪifice naἪionale ĸi internaἪionale la care participŁ membrii 

proiectului.   

Ċn cadrul proiectului Patrimoniul muzical din Republica Moldova (folclor ѽi creaѿie 

componisticŁ): actualizare, sistematizare, digitalizare, materialele muzicale arhivistice ce Ἢin de 

patrimoniul muzical imaterial naἪional au fost supuse unui proces organizat de cercetare. Registrele 

electronice elaborate, concepute ca un instrument performant ĸi uἨor accesibil pentru utilizatori, sunt 

menite sŁ asigure calitatea procesului de documentare a lucrŁrilor Ἠi surselor muzicale Ἠi contribuie la 

expunerea unor rezultate ἨtiinἪifice veridice ale cercetŁrilor ´n domeniul muzicii profesioniste din 

Republica Moldova Ἠi ale folclorului muzical, precum ĸi la diseminarea rezultatelor, la ´nlesnirea 

accesului utilizatorilor la informaἪiile despre valorile muzicale patrimoniale. 

1. Rezultatele generale ale activitŁἪilor desfŁἨurate ´n cadrul proiectului. 

1.1. Elaborarea metodologiilor de cercetare. La prima etapŁ (organizatoricŁ) de realizare a 

proiectului, urmŁrind obiectivele de colectare, stocare Ἠi prelucrare ἨtiinἪificŁ a informaἪiei muzicale 

privind folclorul muzical ĸi opusurile compozitorilor din Republica Moldova Ἠi acumularea unui 

conἪinut pentru formarea unei baze de date electronice: 

ī a fost realizatŁ o estimare preliminarŁ a colecἪiilor de surse folclorice ĸi de lucrŁri 

muzicale;  

ī a fost evaluatŁ situaἪia actualŁ ĸi experienἪa acumulatŁ ´n domeniul catalogŁrii digitale 

ĸi elaborŁrii bazelor de date referitoare la folclorul muzical ĸi creaἪia componisticŁ;  

ī au fost elaborate metodele de cercetare ἨtiinἪificŁ ĸi schemele de stocare a informaἪiei 

pe h©rtie ĸi suport electronic ale creaἪiilor compozitorilor din Republica Moldova Ἠi ale 

surselor folclorice;  

ī a fost elaboratŁ metodologia lucrului pe fiἨiere, anchete Ἠi scheme.     

Unul din rezultatele pozitive obἪinute ´n cadrul proiectului se referŁ la elaborarea modelelor de 

fiἨiere ĸi de structurare a datelor, a metodologiilor de prelucrare a informaἪiei despre opusurile muzicale 

scrise Ἠi sursele muzicale audio, realizŁri ce au contribuit la eficientizarea procesului de documentare a 

patrimoniului muzical la nivel naἪional. Astfel, au fost elaborate: 

ī metodele de catalogare digitalŁ; 

ī metodele privind structurarea informaἪiilor;  

ī metodele de elaborare Ἠi funcἪionare a bazelor de date.  
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1.2. IniἪierea completŁrii Registrelor digitale.  

CreaἪie componisticŁ. Pe parcursul anilor 2015ï2019, Registrul digital privind creaἪia 

componisticŁ din RM a fost completat cu listele lucrŁrilor muzicale ale compozitorilor din Republica 

Moldova aflate ´n fondurile:  

ī Teatrului de OperŁ Ἠi Balet Maria Bieѽu (6 unitŁἪi); 

ī bibliotecii SŁlii cu OrgŁ (506 unitŁἪi); 

ī arhivei Comisiei de achiziἪionare a Ministerului Culturii (486 unitŁἪi); 

ī arhivei Uniunii Compozitorilor Ἠi Muzicologilor din Republica Moldova (229 unitŁἪi);  

ī fondului ´nchis al Comisiei de achiziἪionare a Ministerului Culturii (1400 unitŁἪi);  

ī bibliotecii Corului NaἪional de CamerŁ al Republicii Moldova (154 unitŁἪi);  

ī bibliotecii Orchestrei NaἪionale de CamerŁ a Republica Moldova (352 unitŁἪi).  

Folclor muzical. Au fost prelucrate peste 1000 de fiἨiere muzicale audio din Arhiva de Folclor 

a AMTAP ð cea mai mare arhivŁ de folclor din republicŁ. Ċn special, s-a lucrat la reformatarea Ἠi 

ajustarea sub diferite aspecte tehnice a materialelor. Au fost separate, din cadrul unor blocuri digitale 

audio mari, peste 15000 de fiἨiere muzicale audio, au fost adnotate Ἠi introduse ´n Registrul digital al 

Arhivei de folclor a AMTAP  circa 3000 de melodii. 

1.3. ConferinἪe Ἠi ediἪii ἨtiinἪifice; colaborŁri editoriale internaἪionale. Pe parcursul celor 5 

ani de desfŁἨurare a proiectului au fost organizate anual Ἠi s-au desfŁἨurat 5 ConferinἪe ἧtiinἪifice 

InternaἪionale Ἠi 1 Simpozion ἨtiinἪific cu participare internaἪionalŁ (Simpozion Centenar Gleb 

Ciaicovschi-Mereѽanu), cu scopul dezbaterii publice a problemelor ἨtiinἪifice ´n domeniu Ἠi a metodelor 

de implementare a creaἪiei componistice din Republica Moldova ´n practica concertisticŁ Ἠi ´n procesul 

didactic. Au fost editate 6 volume cu tezele comunicŁrilor la 5 ediἪii ale ConferinἪei InternaἪionale 

Patrimoniul muzical din Republica Moldova (folclor muzical ѽi creaѿie componisticŁ) ´n 

contemporaneitate Ἠi ale Simpozionului ἨtiinἪific cu participare internaἪionalŁ. Au fost editate 5 volume 

de articole ἨtiinἪifice Studiul artelor ѽi culturologie: istorie, teorie, practicŁ.  

CercetŁrile ´ntreprinse pe parcursul anilor 2015ï2019 au fost valorificate ´n 11 culegeri de 

materiale ἨtiinἪifice Ἠi 268 publicaἪii semnate de participanἪii la proiect. Membrii proiectului au publicat 

11 cataloage, 2 monografii, 7 lucrŁri didactice, 2 suporturi de curs, 2 biobibliografii, capitole ´n 

monografii (4), un booklet Ἠi 241 de articole ἨtiinἪifice ce Ἢin de rezultatele obἪinute ´n cadrul proiectului. 

Dintre acestea, 38 de articole au fost publicate ´n reviste ´n strŁinŁtate, 49 ð ´n reviste naἪionale 

(categoria C), 12 articole ´n culegeri naἪionale; de asemenea, au fost publicate 94 de rapoarte /teze ale 

comunicŁrilor la conferinἪe internaἪionale; ´n format electronic au fost publicate 41 articole.  

Membrii echipei proiectului (V. Melnic, L. Balaban) au participat ´n colegiile de redacἪie ale 

revistelor ἨtiinἪifice ´n domeniu editate ´n Rom©nia (REVART; ARTES; Revista Annals of Spiru Haret 

University, Music Series).  

Membrii echipei proiectului au organizat un Ἠir de manifestŁri ἨtiinἪifice Ἠi peste hotare ð 

L. Balaban a participat ca Membru al Comitetului ἨtiinἪifico-organizatoric la ConferinἪa ἧtiinἪificŁ 

InternaἪionalŁ Excellence through the art, ediἪia I, desfŁἨuratŁ la 9 octombrie 2017 (Rom©nia, BucureἨti, 

Universitatea Spiru Haret); ediἪia a II-a (Rom©nia, BucureἨti, Universitatea Spiru Haret), care a avut 

loc pe data de 22 noiembrie 2018 Ἠ.a. Membrii echipei proiectului au participat la conferinἪe ἨtiinἪifice 

internaἪionale (cu 125 comunicŁri), conferinἪe ἨtiinἪifice cu participare internaἪionalŁ (cu 12 comunicŁri) 

ĸi la conferinŞe ĸtiinŞifice cu statut naŞional (28 comunicŁri), ´n total ð 165 comunicŁri. 

2. Diseminarea informaἪiei, implementarea rezultatelor ´n procesul de studii, 

sensibilizarea cercurilor artistice. Pe parcursul celor 5 ani de desfŁἨurare a proiectului membrii echipei 

proiectului:  

ī au participat la conferinἪe ἨtiinἪifice: 125 comunicŁri la conferinἪe ἨtiinἪifice (28 ð cu 

participare internaἪionalŁ, 12 ð cu statut naἪional; 85 ð conferinἪe internaἪionale); 
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ī au efectuat cercetŁri ἨtiinἪifice ´n calitate de conducŁtori ἨtiinἪifici ai tezelor de doctorat ἨtiinἪific 

Ἠi profesional (realizate de Nadejda Caulea, Pavel Gamurari, Natalia Chiciuc, Diana Coman, 

Vitalie Grib, Anastasia Alexandreanu, Zinaida Bolboceanu, Ghenadie Ciobanu, Vasile DrŁgoi, 

Andrei DruἪŁ, Petre ἧtiucŁ, Marian Ungur, Radu TalambuἪa Ἠ.a.), cu tematicŁ relevantŁ 

proiectului; 

ī au efectuat cercetŁri ἨtiinἪifice ´n calitate de conducŁtori ἨtiinἪifici ai tezelor de  master, licenἪŁ, 

tezelor de curs cu teme legate de cercetŁrile efectuate ´n cadrul proiectului; 

ī au susἪinut tezele de doctor ´n studiul artelor cu tematicŁ relevantŁ proiectului (sub ´ndrumarea 

conducŁtorilor ἨtiinἪifici, membri ai echipei proiectului) ð  ´n 2016 ð cercetŁtorii N. Slabari 

Ἠi Hr. Barbanoi; ´n 2019 ð cercetŁtoarea N. Chiciuc; 

ī au participat la diferite manifestŁri de promovare a creaἪiilor compozitorilor din Republica 

Moldova Ἠi a folclorului muzical; 

ī au pregŁtit studenἪi Ἠi elevi pentru participare la concursuri, festivaluri de promovare a creaἪiilor 

compozitorilor din Republica Moldova Ἠi a folclorului muzical; 

ī au participat la festivaluri cu tematicŁ relevantŁ proiectului, ´n calitate de membru/preἨedinte al 

juriului (S. Badrajan, N. Slabari, D. Bunea Ἠ.a.); 

ī au participat ´n emisiuni cu teme relevante proiectului; 

ī au participat ´n Concursul NaἪional de CompoziἪie Ἠi Muzicologie, compartimentul Muzicologie 

(V. Melnic, I. Ciobanu-Suhomlin, L. Balaban) cu materialele ἨtiinἪifice elaborate Ἠi editate ´n 

cadrul proiectului Ἠi au primit Ἠase premii: Premiul Vladimir Axionov ð 3 premii, Premiul Gleb 

Ciaicovschi-Mereѽanu ð 3 premii;  

ī au participat la Concursul NaἪional Cele mai reuѽite lucrŁri ´n domeniul biblioteconomiei ѽi 

ѽtiinѿe ale informŁrii ale anului 2015, secἪiunea LucrŁri bibliografice: bibliografii cu materialele 

ἨtiinἪifice elaborate Ἠi editate ´n cadrul proiectului fiind distinsŁ cu Premiul I (L.Balaban); 

ī au organizat ´n cadrul proiectului 5 ConferinἪe ἧtiinἪifice InternaἪionale Ἠi 1 Simpozion ἨtiinἪific 

cu participare internaἪionalŁ cu prezentarea a 393 de comunicŁri ale participanἪilor din 

Republica Moldova, Austria, Canada, China, Grecia, Germania, FederaἪia RusŁ, FranἪa, Italia, 

Israel, Marea Britanie, Norvegia, Rom©nia, Statele Unite ale Americii, Turcia, Ucraina, 

Ungaria. Dintre acestea, 35% au fost prezentate de participanἪi strŁini. O bunŁ parte din 

cercetŁtorii din strŁinŁtate au participat direct la conferinἪele desfŁἨurate ´n cadrul proiectului 

(Austria, China, Grecia, Germania, FederaἪia RusŁ, Rom©nia, Statele Unite ale Americii, Turcia, 

Ucraina, Ungaria Ἠ.a.); 

ī au introdus ´n circuitul ἨtiinἪific colecἪii importante de documente muzicale (manuscrise) din 

repertoriul muzical naἪional; 

ī au contribuit la formarea repertoriilor vocale Ἠi instrumentale ale interpreἪilor. 

3. ColaborŁri ἨtiinἪifice internaἪionale/naἪionale. Pe parcursul anilor 2015ï2019 membrii 

echipei proiectului au reuἨit sŁ stabileascŁ relaἪii de colaborare cu mai multe structuri ĸi instituἪii din 

ἪarŁ ĸi de peste hotare ð instituἪii de ´nvŁἪŁm©nt, entitŁἪi academice, organizaἪii concertistice, arhive, 

biblioteci din ŞarŁ ĸi de peste hotare, ´n baza cŁrora s-au ´ntrunit foruri ἨtiinἪifice naἪionale ĸi 

internaἪionale. Printre acestea putem numi instituἪii din: 

Republica Moldova: Institutul Patrimoniului Cultural, ChiἨinŁu; Institutul Cultural Rom©n 

Mihai Eminescu, ChiἨinŁu; Universitatea de Stat Alecu Russo, BŁlἪi; Universitatea PedagogicŁ de Stat 

Ion CreangŁ din ChiἨinŁu; Universitatea T.G. Ѽevcenko din Tiraspol; Universitatea de Stat G. Ѿamblac 

din Taraclia; Institutul de Arte din Tiraspol; Colegiul de MuzicŁ Ѽt. Neaga, ChiἨinŁu; Colegiul de 

MuzicŁ Ἠi Pedagogie, BŁlἪi; Teatrul NaἪional de OperŁ ĸi Balet Maria Bieĸu, ChiἨinŁu; Filarmonica 

NaἪionalŁ Serghei Lunchevici, ChiἨinŁu; Sala cu OrgŁ din ChiἨinŁu; Arhiva NaἪionalŁ, ChiἨinŁu; muzee 
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din ChiἨinŁu; Uniunea Muzicienilor din Moldova, ChiἨinŁu;  Uniunea compozitorilor si muzicologilor 

din Moldova, ChiἨinŁu Ἠ.a.; 

Rom©nia: Universitatea NaἪionalŁ de Arte G. Enescu din IaἨi; Universitatea NaἪionalŁ de 

MuzicŁ, BucureἨti; Universitatea de Vest, TimiἨoara; Universitatea Spiru Haret, BucureἨti; 

Universitatea Transilvania, Facultatea de MuzicŁ, BraἨov; Colegiul NaἪional de ArtŁ O. BŁncilŁ, IaἨi; 

Opera NaἪionalŁ din TimiἨoara; Centrul cultural Bucovina, Suceava; Centrul Cultural Casa Artelor, 

BucureἨti; Muzeul NaἪional George Enescu, BucureἨti; Liceul de Arte George Georgescu, Tulcea; 

Liceul de Arte Constantin BrŁiloiu, T©rgu-Jiu, judeἪul Gorj; ἧcoala gimnazialŁ Vaskertes Gheorgheni, 

judeἪul Harghita; ἧcoala GreceascŁ Athena, BucureἨti; 

Ucraina: Academia NaἪionalŁ de MuzicŁ P. Ceaikovski, Kiev; ἧcoala de Arte, Reni, Odesa; 

FederaἪia RusŁ: Conservatorul de Stat din Moscova P.I. Ceaikovski, Moscova; Conservatorul 

de Stat N. Rimski-Korsakov din Sankt-Petersburg; Universitatea de Stat de CulturŁ Ἠi ArtŁ, Kemerovo; 

Academia de Arte Corale V. Popov, Moscova;  

Europa: Conservatorul Faethon, Alexandroupolis, Grecia; Conservatorului KOPSA din 

Komotini, Grecia; Conservatorul M. Sykaki, Komotini, Grecia; ķcoala de MuzicŁ Ihohroma, 

Alexandroupolis, Grecia; School of Music Studies, Aristotle University of Thessaloniki, Hellas, Grecia; 

Filarmonica at Souli, Alexandroupolis, Grecia; Universitatea Inonu/Ķnºn¿, Turcia; Conservatorul de 

Stat, Malatya, Turcia; Academia de MuzicŁ Ἠi Dans din Ierusalim, Israel; Conservatorul NaἪional 

Superior de MuzicŁ Ἠi Dans, Paris, FranἪa; Universit® de Lyon, FranἪa; Universit® de Paris, FranἪa; 

Universit® de Nantes, FranἪa; Conservatorul Mozarteum, Salzburg, Austria; Universitatea de MuzicŁ Ἠi 

Arte din Viena, Austria; Conservatorul NaἪional Superior de MuzicŁ Ἠi Dans, Paris, FranἪa; Academia 

de MuzicŁ F. Liszt, Budapesta, Ungaria; Teatrul de OperŁ si Balet din Oslo, Norvegia; Teatrul din 

Bremen, Germania;  

SUA Ἠi America: University of Wyoming, Department of Music, SUA; University of 

Minnesota, SUA; Peabody Institute, SUA; Johns Hopkins University, Baltimore, SUA; Levine Music 

and Adventist University, Washington, SUA; ἧcoala centralŁ de muzicŁ de pe l©ngŁ Children's Creative 

& Performing Arts Academy, San Diego, California, SUA; Colegiul muzical din Edmonton, Canada. 

4. Beneficiarii rezultatelor ἨtiinἪifice obἪinute ´n cadrul proiectului sunt:  

ī mediul universitar Ἠi academic, studenἪii AMTAP sau de la alte instituἪii din domeniu, 

care au obἪinut acces la surse Ἠi documente pentru cercetŁri ulterioare; 

ī interpreἪii de muzicŁ academicŁ, care Ἠi-au lŁrgit repertoriile concertistice; 

ī interpreἪii de folclor, profesioniἨti sau neprofesioniἨti, toἪi cei ce doresc sŁ valorifice pe 

plan interpretativ folclorul autentic; 

ī utilizatorii media, cŁrora li s-a facilitat accesul la valorile patrimoniului muzical 

naἪional imaterial; 

ī publicul meloman din ἪarŁ Ἠi de peste hotare.  

5. Impactul rezultatelor ἨtiinἪifice obἪinute ´n cadrul proiectului.  

Impactul pe care ´l au rezultatele obἪinute ´n cadrul proiectului este de o importanἪŁ majorŁ 

pentru cultura naἪionalŁ Ἠi contribuie la dezvoltarea domeniului de documentare ĸi cercetare a 

patrimoniului muzical din Republica Moldova (folclor ĸi creaἪie componisticŁ), ´mbogŁἪind sursele de 

informaἪii privind Registrul adnotat al creaѿiilor compozitorilor din Republica Moldova Ἠi Registrul 

digital al Arhivei de folclor a AMTAP.  Astfel, prin integrarea informaἪiilor ´n Registre, a crescut 

volumul de cunoἨtinἪe despre colecἪiile muzicale publice ĸi private; au fost introduse ´n circuitul 

ἨtiinἪific-cultural naἪional Ἠi universal documente muzicale de patrimoniu, fapt ce va contribui la 

procesul de afirmare a identitŁἪii culturale naἪionale pe plan universal.   

Concluzii. P©nŁ la momentul apariἪiei proiectului, ´n Republica Moldova nu a fost abordatŁ 

problema valorificŁrii creaἪiei muzicale profesionale, ca parte componentŁ a patrimoniului muzical din 
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Republica Moldova. Examinarea Ἠi valorificarea unui Ἠir ´ntreg de fonduri arhivistice a contribuit la 

dezvoltarea domeniului de documentare Ἠi cercetare a acestuia. Registrul digital al Arhivei de folclor a 

AMTAP, realizat ´n premierŁ ´n Republica Moldova, constituie o realizare ἨtiinἪificŁ originalŁ ce va 

avea un impact major nu doar ´n domeniul cercetŁrilor etnomuzicologice ulterioare, ci Ἠi asupra 

dezvoltŁrii culturii muzicale naἪionale ´n general, asupra formŁrii repertoriilor vocale Ἠi instrumentale 

ale interpreἪilor, c©t Ἠi asupra proceselor de salvgardare a folclorului.  

TotuἨi, p©nŁ ´n prezent, o bunŁ parte din manuscrisele muzicale originale se aflŁ ´n stare precarŁ 

iar utilizarea lor de cŁtre muzicieni este extrem de limitatŁ, unele din ele rŁm©n©nd a fi total necunoscute 

interpreἪilor, deἨi reprezintŁ un patrimoniu cultural de nivel naἪional Ἠi universal. De asemenea, p©nŁ ´n 

prezent ´ncŁ nu a fost posibilŁ estimarea cantitativŁ a documentelor manuscrise ce Ἢin de patrimoniul 

muzical componistic Ἠi folcloric, din cauza volumului considerabil al acestora.  

Continuarea activitŁἪilor de salvgardare a patrimoniului cultural va elimina riscul iminent de 

risipire Ἠi pierdere irecuperabilŁ a acestuia, mai ales cŁ un Ἠir ´ntreg de fonduri a rŁmas ´ncŁ neexplorat. 

Membrii proiectului ´Ἠi exprimŁ speranἪa cŁ factorii de decizie din domeniul culturii vor susἪine ´n 

continuare proiecte de cercetare ἨtiinἪificŁ, valorificare Ἠi salvgardare a patrimoniului muzical naἪional.  
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ɾɸʅʈʆɺʓɽ ʀʅʊɽʈʌɽʈɽʅʎʀʀ ɺ ʕʃɽɻʀʏɽʉʂʆʁ ʇʆʕʄɽ ʀɿ ɺʆʂɸʃʔʅʆ-

ʉʀʄʌʆʅʀʏɽʉʂʆɻʆ ʎʀʂʃɸ ɼʃʗ ɹɸʈʀʊʆʅɸ ʉ ʆʈʂɽʉʊʈʆʄ  

ʇʆ ʇʈʆʏʊɽʅʀʀ ɻ. ʏʆɹɸʅʋ 

 

INTERFERENἩE DE GENURI ĊN POEMUL ELEGIAC DIN CICLUL  

VOCAL-SIMFONIC PENTRU BARITON ἧI ORCHESTRŀ  

APRĈS UNE LECTURE DE GHENADIE CIOBANU 

 

GENRE INTERFERENCES IN THE ELEGIAC POEM FROM THE  

VOCAL-SYMPHONIC CYCLE FOR BARITONE AND ORCHESTRA  

APRĈS UNE LECTURE BY GHENADIE CIOBANU 

    

ʀʈʀʅɸ ʏʆɹɸʅʋ-ʉʋʍʆʄʃʀʅ, 

ʜʦʢʪʦʨ ʠʩʢʫʩʩʪʚʦʚʝʜʝʥʠʷ, ʧʨʦʬʝʩʩʦʨ,  

ɸʢʘʜʝʤʠʷ ʤʫʟʳʢʠ, ʪʝʘʪʨʘ ʠ ʠʟʦʙʨʘʟʠʪʝʣʴʥʳʭ ʠʩʢʫʩʩʪʚ 
 

CZU [784.3.087.613.2:785.11]:781.61 
ɺ ʩʪʘʪʴʝ ʘʥʘʣʠʟʠʨʫʝʪʩʷ ʩʧʝʮʠʬʠʢʘ ʤʝʞʞʘʥʨʦʚʦʛʦ ʚʟʘʠʤʦʜʝʡʩʪʚʠʷ ʚ çʕʣʝʛʠʯʝʩʢʦʡ ʧʦʵʤʝè ʜʣʷ 

ʙʘʨʠʪʦʥʘ ʠ ʩʠʤʬʦʥʠʯʝʩʢʦʛʦ ʦʨʢʝʩʪʨʘ ʥʘ ʩʪʠʭʠ ɺʘʣʝʨʠʷ ʄʘʪʝʷ ʠʟ ʚʦʢʘʣʴʥʦ-ʩʠʤʬʦʥʠʯʝʩʢʦʛʦ ʮʠʢʣʘ çʇʦ 

ʧʨʦʯʪʝʥʠʠè (ĂApr¯s Une Lectureò) ɻ. ʏʦʙʘʥʫ. ʀʩʩʣʝʜʦʚʘʪʝʣʴ ʦʪʪʘʣʢʠʚʘʝʪʩʷ ʦʪ ʦʧʨʝʜʝʣʝʥʠʷ ʞʘʥʨʘ 

ʧʨʦʠʟʚʝʜʝʥʠʷ ʩʘʤʠʤ ʢʦʤʧʦʟʠʪʦʨʦʤ, ʘ ʪʘʢʞʝ ʝʛʦ ʘʥʥʦʪʘʮʠʠ, ʢʦʪʦʨʳʝ ʘʢʮʝʥʪʠʨʫʶʪ ʩʠʥʪʝʟ 

ʘʢʘʜʝʤʠʯʝʩʢʠʭ ʞʘʥʨʦʚ, ʜʦʧʦʣʥʝʥʥʳʭ ʬʦʣʴʢʣʦʨʥʦʡ ʜʦʡʥʦʡ ʚ ʚʠʜʝ ʮʠʪʘʪʳ. ʂʨʦʩʩ-ʞʘʥʨʦʚʳʡ ʘʥʘʣʠʟ 

çʕʣʝʛʠʯʝʩʢʦʡ ʧʦʵʤʳè ʩ ʦʧʦʨʦʡ ʥʘ ʞʘʥʨʦʚʳʝ ʧʨʠʟʥʘʢʠ ʧʦʟʚʦʣʠʣ ʚʳʷʚʠʪʴ ʧʝʨʚʦʦʩʥʦʚʫ ʝʝ ʧʦʵʪʠʢʠ. 

ʂʣʶʯʝʚʳʝ ʩʣʦʚʘ: çʕʣʝʛʠʯʝʩʢʘʷ ʧʦʵʤʘè, çʇʦ ʧʨʦʯʪʝʥʠʠè, ʤʫʟʳʢʘʣʴʥʳʡ ʞʘʥʨ, ʵʣʝʛʠʷ, 

ʵʣʝʛʠʯʥʦʩʪʴ, ʧʦʵʤʘ, ʜʦʡʥʘ, ʧʦʵʪʠʢʘ, ʚʦʢʘʣʴʥʦ-ʩʠʤʬʦʥʠʯʝʩʢʠʡ ʮʠʢʣ, ʤʝʞʞʘʥʨʦʚʦʝ ʚʟʘʠʤʦʜʝʡʩʪʚʠʝ 

 

Ċn articol este analizatŁ specificitatea interacѿiunii ´ntre genuri ´n ĂPoemul elegiacò pentru bariton ѽi 

orchestrŁ simfonicŁ pe versuri de Valeriu Matei din ciclul vocal-simfonic ĂApr¯s Une Lectureò de Ghenadie 

Ciobanu. CercetŁtorul se bazeazŁ pe definiѿia originalŁ a compozitorului cu privire la genul creaѿiei, precum ѽi 

pe adnotŁrile sale, ´n care este reliefatŁ sinteza genurilor academice, completate de doina folcloricŁ sub formŁ de 

citat. Analiza cross-genuisticŁ a ĂPoemului elegiacò din perspectiva trŁsŁturilor specifice genurilor a determinat 

identificarea principiilor fundamentale ale poeticii sale. 

Cuvinte-cheie: ĂPoem elegiacò, ĂApr¯s Une Lectureò, gen muzical, elegie, elegiac, poem, doinŁ, 

poeticŁ, ciclu vocal-simfonic, interacѿiune de genuri 

 

The article is focused on the analyze of the specifics of inter-genre interactions in the ñElegiac Poemò to 

the verses of Valeriu Matei from the vocal-symphonic cycle for baritone and symphony orchestra ñApr¯s Une 

Lectureòby Ghenadie Ciobanu. The researcher relies on the original definition of a workôs genre by the composer 

himself, as well as on his annotation, which emphasize the synthesis of academic genres, supplemented by the 

folklore doina in the form of a quotation. Cross-genre analysis of the ñElegiac Poemò based on genre features 

made it possible to identify the fundamental principles of its poetics. 

Keywords: ñElegiac Poemò, ñApr¯s Une Lectureò, musical genre; elegy, elegiac, poem, doina, poetics, 

vocal-symphonic cycle, inter-genre interaction 

 

ɺʚʝʜʝʥʠʝ. ɺ ʦʯʝʨʝʜʥʦʡ, ʪʨʝʪʴʝʡ ʧʴʝʩʝ ʠʟ ʚʦʢʘʣʴʥʦ-ʩʠʤʬʦʥʠʯʝʩʢʦʛʦ ʮʠʢʣʘ ʇʦ ʧʨʦʯʪʝʥʠʠ 

(Apr¯s Une Lecture) ɻ. ʏʦʙʘʥʫ ʦʙʨʘʪʠʣʩʷ ʢ ʩʬʝʨʝ ʣʠʨʠʯʝʩʢʦʡ ʦʙʨʘʟʥʦʩʪʠ, ʩʦʟʜʘʚ ʕʣʝʛʠʯʝʩʢʫʶ 

ʧʦʵʤʫ ʜʣʷ ʙʘʨʠʪʦʥʘ ʠ ʩʠʤʬʦʥʠʯʝʩʢʦʛʦ ʦʨʢʝʩʪʨʘ ʥʘ ʩʪʠʭʠ ɺʘʣʝʨʠʷ ʄʘʪʝʷ (2016). ʇʨʦʜʦʣʞʘʷ ʩʚʦʡ 

ʤʥʦʛʦʣʝʪʥʠʡ ʪʚʦʨʯʝʩʢʠʡ ʧʨʦʝʢʪ ʩʦʯʠʥʝʥʠʷ ʢʨʫʧʥʦʛʦ ʧʨʦʠʟʚʝʜʝʥʠʷ ʥʘ ʩʪʠʭʠ ʩʦʚʨʝʤʝʥʥʳʭ 

ʨʫʤʳʥʩʢʠʭ ʧʦʵʪʦʚ, ʢʦʤʧʦʟʠʪʦʨ, ʧʦ ʝʛʦ ʩʣʦʚʘʤ, ʚʦʧʣʦʱʘʝʪ ʠʜʝʶ ʚʳʷʚʣʝʥʠʷ ʨʘʟʣʠʯʥʳʭ ʠʧʦʩʪʘʩʝʡ 

ʚ ʩʦʦʪʥʦʰʝʥʠʠ ʤʫʟʳʢʘʣʴʥʦʛʦ ʠ ʧʦʵʪʠʯʝʩʢʦʛʦ ʪʝʢʩʪʦʚ. ʇʨʠ ʵʪʦʤ ʤʫʟʳʢʝ ʦʪʚʦʜʠʪʩʷ ʘʬʬʝʢʪʠʚʥʘʷ 

ʨʦʣʴ ʫʛʣʫʙʣʝʥʠʷ ʠ ʜʦʧʦʣʥʝʥʠʷ ʩʝʤʘʥʪʠʯʝʩʢʠʭ ʟʥʘʯʝʥʠʡ ʧʦʵʟʠʠ [1] (ʟʜʝʩʴ ʠ ʜʘʣʝʝ ʧʝʨʝʚʦʜ ʩ 

ʨʫʤʳʥʩʢʦʛʦ ʷʟʳʢʘ ʥʘ ʨʫʩʩʢʠʡ ʧʨʠʥʘʜʣʝʞʠʪ ʘʚʪʦʨʫ ʩʪʘʪʴʠ ð ʀ. ʏ.-ʉ.). ʊʝʤ ʩʘʤʳʤ ʢʦʤʧʦʟʠʪʦʨ 
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ʧʦʜʪʚʝʨʞʜʘʝʪ ʤʳʩʣʴ, ʚʳʩʢʘʟʘʥʥʫʶ ʊ. ʂʫʨʳʰʝʚʦʡ: ʚ ʥʦʚʦʡ ʤʫʟʳʢʝ çéʩʦʜʝʨʞʘʪʝʣʴʥʳʝ ð 

ʵʩʪʝʪʠʢʦ-ʬʠʣʦʩʦʬʩʢʠʝ ð ʘʩʧʝʢʪʳ ʢʘʢ ʦʜʥʘ ʠʟ ʦʙʲʝʢʪʠʚʥʳʭ ʮʝʥʥʦʩʪʝʡ ʤʫʟʳʢʘʣʴʥʦʛʦ ʠʩʢʫʩʩʪʚʘ 

ʩʦʭʨʘʥʷʶʪ ʩʚʦʝ ʟʥʘʯʝʥʠʝ, ʥʝʨʝʜʢʦ ʠʤʝʥʥʦ ʦʥʠ ʦʧʨʝʜʝʣʷʶʪ ʩʘʤʠ ʪʝʭʥʠʯʝʩʢʠʝ ʧʦʠʩʢʠ ʘʚʪʦʨʘè [2]. 

ɾʘʥʨʦʚʳʝ ʢʘʯʝʩʪʚʘ ʥʦʚʳʭ ʤʫʟʳʢʘʣʴʥʳʭ ʩʦʯʠʥʝʥʠʡ ʧʨʠʚʣʝʢʘʶʪ ʚʥʠʤʘʥʠʝ 

ʠʩʩʣʝʜʦʚʘʪʝʣʝʡ, ʧʨʝʞʜʝ ʚʩʝʛʦ, ʚ ʩʚʝʪʝ ʩʦʚʨʝʤʝʥʥʳʭ ʪʝʥʜʝʥʮʠʡ ʧʝʨʝʦʩʤʳʩʣʝʥʠʷ ʘʢʘʜʝʤʠʯʝʩʢʠʭ 

ʞʘʥʨʦʚ ʚ ʨʝʟʫʣʴʪʘʪʝ ʪʚʦʨʯʝʩʢʠʭ ʧʦʠʩʢʦʚ ʢʦʤʧʦʟʠʪʦʨʦʚ, ʚʦʧʣʦʱʘʶʱʠʭ ʩʚʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʳʡ 

ʦʧʳʪ ʦʪʨʘʞʝʥʠʷ ʠʟʤʝʥʠʚʰʝʡʩʷ ʢʘʨʪʠʥʳ ʤʠʨʘ. ʉʧʦʩʦʙʳ ʚʟʘʠʤʦʜʝʡʩʪʚʠʷ ʞʘʥʨʦʚ ð ʧʨʦʮʝʩʩʳ ʠʭ 

ʚʟʘʠʤʦʧʨʦʥʠʢʥʦʚʝʥʠʷ ʠʣʠ ʩʠʥʪʝʟʘ, ʩʤʝʰʝʥʠʷ ʠʣʠ ʞʘʥʨʦʚʦʡ ʠʛʨʳ, ʠʥʪʝʨʬʝʨʝʥʮʠʠ ʠʣʠ 

ʠʥʪʝʨʧʦʣʷʮʠʠ ʚ ʩʦʚʨʝʤʝʥʥʦʡ ʤʫʟʳʢʝ ʥʝʨʝʜʢʦ ʦʙʝʩʧʝʯʠʚʘʶʪ ʫʥʠʢʘʣʴʥʦʩʪʴ ʧʨʦʠʟʚʝʜʝʥʠʷ, 

ʧʦʟʚʦʣʷʷ ʛʣʫʙʞʝ ʧʨʦʥʠʢʥʫʪʴ ʚ ʢʦʥʮʝʧʪʫʘʣʴʥʳʡ ʟʘʤʳʩʝʣ ʝʛʦ ʘʚʪʦʨʘ. 

ɺ ʜʘʥʥʦʡ ʩʪʘʪʴʝ ʧʨʝʜʧʦʣʘʛʘʝʪʩʷ ʦʙʩʫʜʠʪʴ ʨʷʜ ʵʩʪʝʪʠʯʝʩʢʠʭ ʠ ʪʚʦʨʯʝʩʢʠʭ ʧʨʦʙʣʝʤ, 

ʥʘʤʝʯʝʥʥʳʭ ʠ ʨʝʰʘʝʤʳʭ ʢʦʤʧʦʟʠʪʦʨʦʤ ʚ ʨʘʩʩʤʘʪʨʠʚʘʝʤʦʤ ʧʨʦʠʟʚʝʜʝʥʠʠ. ʎʝʣʴʶ ʨʘʙʦʪʳ 

ʷʚʣʷʝʪʩʷ ʚʳʨʘʙʦʪʢʘ ʦʩʥʦʚʥʳʭ ʥʘʧʨʘʚʣʝʥʠʡ ʧʦʜʭʦʜʘ ʢ ʘʥʘʣʠʟʫ ʞʘʥʨʦʚʦʡ ʤʦʜʝʣʠ ʠ ʝʝ 

ʤʫʟʳʢʘʣʴʥʦʡ ʧʦʵʪʠʢʠ ʚ ʕʣʝʛʠʯʝʩʢʦʡ ʧʦʵʤʝ ɻ. ʏʦʙʘʥʫ, ʚ ʧʝʨʩʧʝʢʪʠʚʝ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʦʮʝʥʢʠ 

ʵʪʦʡ ʧʴʝʩʳ. ɺ ʧʨʦʮʝʩʩʝ ʠʟʫʯʝʥʠʷ ʤʫʟʳʢʘʣʴʥʦʛʦ ʤʘʪʝʨʠʘʣʘ ʧʨʝʜʧʦʣʘʛʘʝʪʩʷ ʚʳʷʩʥʠʪʴ, ʢʘʢʦʡ 

ʩʤʳʩʣ ʚʢʣʘʜʳʚʘʝʪ ʢʦʤʧʦʟʠʪʦʨ ʚ ʩʠʥʪʝʪʠʯʝʩʢʦʝ ʞʘʥʨʦʚʦʝ ʦʙʦʟʥʘʯʝʥʠʝ ʩʚʦʝʛʦ ʥʦʚʦʛʦ ʩʦʯʠʥʝʥʠʷ, 

ʢʘʢʠʤʠ ʤʫʟʳʢʘʣʴʥʳʤʠ ʩʨʝʜʩʪʚʘʤʠ ʠ ʢʦʤʧʦʟʠʮʠʦʥʥʦ-ʪʝʭʥʠʯʝʩʢʠʤʠ ʧʨʠʸʤʘʤʠ ʚʦʧʣʦʱʘʝʪʩʷ 

ʧʨʦʝʢʪʠʨʫʝʤʦʝ ʥʘʟʚʘʥʠʝʤ ʞʘʥʨʦʚʦʝ ʩʦʜʝʨʞʘʥʠʝ, ʢʘʢʦʚʘ ʪʚʦʨʯʝʩʢʘʷ ʧʦʟʠʮʠʷ ʘʚʪʦʨʘ ʚ ʦʪʥʦʰʝʥʠʠ 

ʠʩʧʦʣʴʟʫʝʤʦʡ ʬʦʣʴʢʣʦʨʥʦʡ ʮʠʪʘʪʳ ʠ ʝʝ ʨʦʣʴ ʚ ʇʦʵʤʝ ɻ. ʏʦʙʘʥʫ. 

1. ɸʚʪʦʨʩʢʘʷ ʢʦʥʮʝʧʮʠʷ ʩʦʯʠʥʝʥʠʷ. ʀ. ʉʪʨʘʚʠʥʩʢʠʡ ʚ ʩʚʦʝ ʚʨʝʤʷ ʫʪʚʝʨʞʜʘʣ, ʯʪʦ 

çéʢʦʤʧʦʟʠʪʦʨʳ ʠ ʭʫʜʦʞʥʠʢʠ ʥʝ ʤʳʩʣʷʪ ʧʦʥʷʪʠʷʤʠé ʈʘʙʦʪʘ ʢʦʤʧʦʟʠʪʦʨʘ ð ʵʪʦ ʧʨʦʮʝʩʩ 

ʚʦʩʧʨʠʷʪʠʷ, ʘ ʥʝ ʦʩʤʳʩʣʝʥʠʷ. ʆʥ ʩʭʚʘʪʳʚʘʝʪ, ʦʪʙʠʨʘʝʪ, ʢʦʤʙʠʥʠʨʫʝʪ, ʥʦ ʜʦ ʢʦʥʮʘ ʥʝ ʦʪʜʘʝʪ 

ʩʝʙʝ ʦʪʯʝʪʘ ʚ ʪʦʤ, ʢʦʛʜʘ ʠʤʝʥʥʦ ʩʤʳʩʣʳ ʨʘʟʣʠʯʥʦʛʦ ʨʦʜʘ ʠ ʟʥʘʯʝʥʠʷ ʚʦʟʥʠʢʘʶʪ ʚ ʝʛʦ 

ʩʦʯʠʥʝʥʠʠè [3, c.216]. ʀ ʚʩʝ ʞʝ ʘʚʪʦʨʩʢʘʷ ʞʘʥʨʦʚʘʷ ʥʦʤʠʥʘʮʠʷ ʚʘʞʥʘ ʜʣʷ ʦʮʝʥʢʠ ʪʝʭ ʤʦʜʝʣʝʡ, ʥʘ 

ʢʦʪʦʨʳʝ ʦʨʠʝʥʪʠʨʦʚʘʣʩʷ ʢʦʤʧʦʟʠʪʦʨ ʚ ʧʨʦʮʝʩʩʝ ʩʦʟʜʘʥʠʷ ʩʚʦʝʛʦ ʧʨʦʠʟʚʝʜʝʥʠʷ. ʂʦʨʨʝʣʷʮʠʷ 

ʘʚʪʦʨʩʢʦʛʦ ʟʘʤʳʩʣʘ, ʚʳʨʘʞʘʝʤʦʛʦ ʞʘʥʨʦʚʳʤ ʦʙʦʟʥʘʯʝʥʠʝʤ ʠ ʥʘʟʚʘʥʠʝʤ ʧʨʦʠʟʚʝʜʝʥʠʷ, ʩ 

ʧʦʣʫʯʝʥʥʳʤ ʭʫʜʦʞʝʩʪʚʝʥʥʳʤ ʨʝʟʫʣʴʪʘʪʦʤ ʥʝʦʙʭʦʜʠʤʘ ʜʣʷ ʧʦʥʠʤʘʥʠʷ ʩʤʳʩʣʦʚʳʭ ʧʦʣʝʡ, 

ʢʦʥʩʪʨʫʢʪʠʚʥʳʭ ʧʘʨʘʤʝʪʨʦʚ ʠ ʦʙʱʝʡ ʤʫʟʳʢʘʣʴʥʦʡ ʢʦʥʮʝʧʮʠʠ ʦʧʫʩʘ. ɺ ʩʣʫʯʘʝ ʤʫʟʳʢʠ ʩ 

ʧʦʵʪʠʯʝʩʢʠʤ ʩʣʦʚʦʤ ʢʦʤʧʦʟʠʪʦʨ ʠʤʝʝʪ ʜʝʣʦ ʩ ʜʚʫʤʷ ʧʝʨʝʩʝʢʘʶʱʠʤʠʩʷ ʚʩʝʣʝʥʥʳʤʠ, ʞʘʥʨʦʚʳʝ 

ʩʠʩʪʝʤʳ ʢʦʪʦʨʳʭ ʭʦʪʷ ʠ ʙʣʠʟʢʠ, ʥʦ ʥʝ ʩʦʚʤʝʱʘʶʪʩʷ ʚ ʝʜʠʥʦʡ ʧʨʦʝʢʮʠʠ, ʦʙʣʘʜʘʷ ʩʦʙʩʪʚʝʥʥʳʤʠ 

ʚʳʨʘʟʠʪʝʣʴʥʳʤʠ ʩʨʝʜʩʪʚʘʤʠ ʠ ʤʝʪʦʜʘʤʠ ʚʦʧʣʦʱʝʥʠʷ.  

ʇʨʠʙʝʛʘʷ ʢ ʪʝʤ ʠʣʠ ʠʥʳʤ ʞʘʥʨʦʚʳʤ ʦʙʦʟʥʘʯʝʥʠʷʤ, ʘʚʪʦʨ ʬʘʢʪʠʯʝʩʢʠ ʩʦʦʪʥʦʩʠʪ ʩʚʦʶ 

ʪʚʦʨʯʝʩʢʫʶ ʢʦʥʮʝʧʮʠʶ ʩ ʙʘʛʘʞʦʤ, ʢʦʪʦʨʳʡ ʘʢʢʫʤʫʣʠʨʦʚʘʣʠ ʤʫʟʳʢʘʣʴʥʳʝ ʞʘʥʨʳ ʚ ʭʦʜʝ ʩʚʦʝʛʦ 

ʠʩʪʦʨʠʯʝʩʢʦʛʦ ʨʘʟʚʠʪʠʷ. ɺ ʧʝʨʩʧʝʢʪʠʚʝ ʧʦʥʠʤʘʥʠʷ ʞʘʥʨʦʚʦʡ ʩʠʩʪʝʤʳ ʢʘʢ ʦʨʛʘʥʠʟʘʮʠʠ ʧʦ ʪʠʧʫ 

ʩʚʦʝʦʙʨʘʟʥʦʛʦ ʪʝʟʘʫʨʫʩʘ, ʦʙʦʟʥʘʯʝʥʠʝ ʞʘʥʨʘ ʩʪʘʥʦʚʠʪʩʷ ʟʥʘʢʦʤ ʦʧʨʝʜʝʣʝʥʥʦʡ ʤʫʟʳʢʘʣʴʥʦʡ 

ʩʬʝʨʳ ʩ ʧʨʠʩʫʱʝʡ ʝʡ ʦʙʨʘʟʥʦʩʪʴʶ, ʥʘʙʦʨʦʤ ʚʳʨʘʟʠʪʝʣʴʥʳʭ ʩʨʝʜʩʪʚ, ʭʘʨʘʢʪʝʨʥʦʡ ʜʨʘʤʘʪʫʨʛʠʝʡ 

ʠ ʪ. ʧ., ʘʢʪʫʘʣʠʟʠʨʦʚʘʥʥʳʭ ʚ ʧʨʦʠʟʚʝʜʝʥʠʠ. ʇʦʠʩʢ ʠ ʠʩʪʦʣʢʦʚʘʥʠʝ ʧʨʠʤʝʪ ʪʦʛʦ ʠʣʠ ʠʥʦʛʦ ʞʘʥʨʘ 

ʩʧʦʩʦʙʩʪʚʫʝʪ ʨʘʩʢʦʜʠʨʦʚʘʥʠʶ ʘʚʪʦʨʩʢʦʛʦ ʟʘʤʳʩʣʘ, ʦʮʝʥʢʝ ʫʥʠʢʘʣʴʥʦʩʪʠ ʦʧʫʩʘ. ɺ ʵʪʦʤ ʩʤʳʩʣʝ 

ʘʚʪʦʨʩʢʘʷ ʞʘʥʨʦʚʘʷ ʠʜʝʥʪʠʬʠʢʘʮʠʷ ʤʦʞʝʪ ʩʪʘʪʴ ʬʘʢʪʦʨʦʤ, ʤʦʜʝʣʠʨʫʶʱʠʤ ʧʫʪʠ ʚʦʩʧʨʠʷʪʠʷ 

ʜʘʥʥʦʛʦ ʩʦʯʠʥʝʥʠʷ (ʧʝʨʮʝʧʮʠʶ) ʠ ʦʙʣʝʛʯʘʶʱʠʤ ʝʛʦ ʢʦʤʤʫʥʠʢʘʮʠʶ. ʉʣʝʜʦʚʘʪʝʣʴʥʦ, ʚʘʞʥʦʩʪʴ 

ʘʚʪʦʨʩʢʦʛʦ ʞʘʥʨʦʚʦʛʦ ʦʙʦʟʥʘʯʝʥʠʷ ʪʨʫʜʥʦ ʧʝʨʝʦʮʝʥʠʪʴ, ʦʩʦʙʝʥʥʦ ʚ ʵʧʦʭʫ ʧʦʩʪʤʦʜʝʨʥʘ, 

ʧʨʠʥʮʠʧʠʘʣʴʥʦʛʦ ʦʪʢʘʟʘ ʦʪ ʞʘʥʨʦʚʳʭ ʠʣʠ ʩʪʠʣʠʩʪʠʯʝʩʢʠʭ ʥʦʨʤ ʠ ʧʨʘʚʠʣ, ʠʣʠ ʧʦʨʦʞʜʝʥʠʷ 

ʚʩʝʚʦʟʤʦʞʥʳʭ ʞʘʥʨʦʚʳʭ ʤʠʢʩʪʦʚ. 

ɺ ʩʚʦʝʡ ʘʥʥʦʪʘʮʠʠ ʥʘ ʧʨʦʠʟʚʝʜʝʥʠʝ, ʥʘʧʝʯʘʪʘʥʥʦʡ ʧʦ ʩʣʫʯʘʶ ʧʨʝʤʴʝʨʳ ʕʣʝʛʠʯʝʩʢʦʡ 

ʧʦʵʤʳ ʚ ʦʜʥʦʤ ʠʟ ʢʦʥʮʝʨʪʦʚ ʄʝʞʜʫʥʘʨʦʜʥʦʛʦ ʬʝʩʪʠʚʘʣʷ ʄʵʨʮʠʰʦʨ, ɻ. ʏʦʙʘʥʫ ʩʦʦʙʱʘʣ, ʯʪʦ 

çʣʠʪʝʨʘʪʫʨʥʳʡ ʪʝʢʩʪ ʩʦʩʪʘʚʣʝʥ ʤʥʦʶ ʠʟ ʬʨʘʛʤʝʥʪʦʚ ʧʦʵʤ ɺʠʜʝʥʠʝ ʠʟ ʢʥʠʛʠ ʀʛʨʘ ʩʥʦʚ, ɺ 

ʫʪʨʝʥʥʝʤ ʪʫʤʘʥʝ ʠʟ ʩʙʦʨʥʠʢʘ ɿʘʤʦʨʩʢʘʷ ʟʚʝʟʜʘ, ʇʝʩʥʷ ʠʟ ʉʤʝʨʪʴ ɿʝʥʦʥʘ, ʘ ʪʘʢʞʝ ʪʝʢʩʪʘ ɼʦʡʥʳ, 
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ʢʦʪʦʨʳʡ ʪʘʢʞʝ ʧʨʠʥʘʜʣʝʞʠʪ ʧʦʵʪʫ [ɺʘʣʝʨʠʶ ʄʘʪʝʶ]. ʏʠʪʘʷ ʩʪʠʭʠ ʠʟ ʢʥʠʛʠ ɹʘʣʢʘʥʩʢʠʡ 

ʢʨʝʩʪʦʚʳʡ ʧʦʭʦʜ [4], ʷ ʦʙʥʘʨʫʞʠʣ ʯʫʚʩʪʚʠʪʝʣʴʥʫʶ ʧʦʵʟʠʶ, ʩʪʦʣʴ ʞʝ ʵʣʝʛʠʯʥʫʶ, ʩʢʦʣʴ ʠ 

ʜʨʘʤʘʪʠʯʥʫʶ. ʇʨʝʜʯʫʚʩʪʚʠʝ ʠ ʙʝʩʧʦʢʦʡʥʦʝ ʦʞʠʜʘʥʠʝ ʩʣʳʰʠʪʩʷ ʚ ʧʦʵʤʘʭ ɺ. ʄʘʪʝʷ: ʊʝʤʥʦʪʳ 

ʢʘʩʘʶʩʴ ʨʫʢʦʡ, ʯʪʦ / (ʩʧʦʪʢʥʫʣʘʩʴ) ʟʘʤʝʨʣʘ ʥʘ ʩʪʘʨʦʤ ʚʦʩʧʦʤʠʥʘʥʠʠé ʆʢʨʫʞʘʶʱʠʝ ʧʨʝʜʤʝʪʳ 

ʧʨʦʙʫʞʜʘʶʪ ʤʝʣʘʥʭʦʣʠʯʝʩʢʠʝ ʚʦʩʧʦʤʠʥʘʥʠʷ: ʇʨʝʜʤʝʪʳ ð ʵʪʦ ʘʫʨʘ ʤʦʝʡ ʨʫʢʠ / ʂʘʩʘʶʩʴ ʠʭ ð 

ʠ ʦʪʢʨʳʚʘʶʪʩʷ ʜʨʫʛʠʝ ʧʨʦʩʪʨʘʥʩʪʚʘ / ʚ ʛʨʫʩʪʥʦʡ ʮʝʧʦʯʢʝ ʢʦʣʝʮ / ʉʦ ʩʪʨʘʥʥʳʤʠ ʚʦʩʧʦʤʠʥʘʥʠʷʤʠ, 

ʢʦʪʦʨʳʝ ʤʝʥʷ ʧʦʙʝʞʜʘʶʪ... ɼʘʞʝ ʚ ʤʦʤʝʥʪʳ ʩʦʟʝʨʮʘʥʠʷ ʯʫʚʩʪʚʫʝʪʩʷ ʤʝʣʘʥʭʦʣʠʯʥʘʷ, 

ʥʦʩʪʘʣʴʛʠʯʝʩʢʘʷ ʥʦʪʘ, ʧʨʝʩʣʝʜʫʶʪ ʜʫʨʥʳʝ ʧʨʝʜʯʫʚʩʪʚʠʷ ʠ ʪʨʝʚʦʛʠ: ʎʚʝʪʘ ʠʩʯʝʟʘʶʪ ʚ ʫʪʨʝʥʥʝʤ 

ʪʫʤʘʥʝ, / ʗ ʨʘʜʫʶʩʴ ʣʠʰʴ ʦʧʫʩʪʝʚʰʝʤʫ ʠ ʩʝʜʦʤʫ ʣʝʩʫ / ɺʝʪʨʫ, ʢʦʣʷʜʫʶʱʝʤʫ ʩʫʤʨʘʯʥʦʡ ʛʣʫʰʠ / 

ʩ ʜʠʢʠʤ ʰʠʧʦʚʥʠʢʦʤ ʠ ʛʨʘʥʠʪʥʳʤʠ ʙʝʨʝʛʘʤʠ. ʉ ʜʨʫʛʦʡ ʩʪʦʨʦʥʳ, ʷ ʥʘʰʝʣ ʚ ʧʦʵʤʘʭ ʠʟ 

ɹʘʣʢʘʥʩʢʦʛʦ ʢʨʝʩʪʦʚʦʛʦ ʧʦʭʦʜʘ ʜʨʘʤʘʪʠʟʤ, ʦʭʚʘʪʳʚʘʶʱʠʡ ʜʠʘʧʘʟʦʥ ʦʪ ʙʝʩʧʦʢʦʡʩʪʚʘ ʜʦ 

ʦʪʯʘʷʥʠʷ ʠ ʧʝʩʩʠʤʠʟʤʘ. 

ʄʫʟʳʢʘ, ʙʣʘʛʦʜʘʨʷ ʵʤʦʮʠʦʥʘʣʴʥʳʤ ʤʦʜʫʣʷʮʠʷʤ ʦʪ ʜʨʘʤʘʪʠʯʝʩʢʦʡ ʩʦʙʨʘʥʥʦʩʪʠ ʢ 

ʵʣʝʛʠʯʝʩʢʦʤʫ ʠʟʤʝʨʝʥʠʶ, ʦʙʨʠʩʦʚʳʚʘʝʪ ʚ ʦʙʱʠʭ ʯʝʨʪʘʭ ʚʩʝʣʝʥʥʫʶ ʦʙʨʘʟʦʚ ʚʩʝʡ ʢʥʠʛʠ, ʥʘʜʝʣʷʷ 

ʩʞʘʪʳʡ ʪʝʢʩʪ ʠʟʙʨʘʥʥʳʭ ʩʪʠʭʦʚ ʬʫʥʢʮʠʝʡ ʚʚʝʜʝʥʠʷ ʚ ʘʪʤʦʩʬʝʨʫ ʥʦʩʪʘʣʴʛʠʯʝʩʢʠʭ, 

ʩʦʟʝʨʮʘʪʝʣʴʥʳʭ, ʙʝʩʧʦʢʦʡʥʳʭ ʧʝʨʝʞʠʚʘʥʠʡ. ɼʨʫʛʠʤʠ ʩʣʦʚʘʤʠ, ʤʫʟʳʢʘ ʟʘʤʝʥʷʝʪ ʥʝʚʳʩʢʘʟʘʥʥʦʝ. 

ɺ ʩʦʯʠʥʝʥʠʝ ʚʚʝʜʝʥʘ ʜʦʡʥʘ, ʩʦʟʜʘʥʥʘʷ ʠ ʠʩʧʦʣʥʝʥʥʘʷ ɺʘʣʝʨʠʝʤ ʄʘʪʝʝʤ ð ʘʫʪʝʥʪʠʯʥʳʤ 

ʠʩʧʦʣʥʠʪʝʣʝʤ ʥʘʨʦʜʥʦʡ ʤʫʟʳʢʠ. ɼʦʡʥʘ, ʵʪʦ ʚʳʨʘʞʝʥʠʝ ʧʨʝʜʚʝʯʥʦʛʦ ʩʦʩʪʦʷʥʠʷ dor (ʪʦʩʢʠ, 

ʛʨʫʩʪʠ), ʟʚʫʯʠʪ ʚ ʢʫʣʴʤʠʥʘʮʠʦʥʥʳʡ ʤʦʤʝʥʪ ʧʨʦʠʟʚʝʜʝʥʠʷè [1]. 

ʇʨʠʚʦʜʠʤ ʧʘʨʘʣʣʝʣʴʥʳʡ ʧʦʜʩʪʨʦʯʥʳʡ, ʤʘʢʩʠʤʘʣʴʥʦ ʧʨʠʙʣʠʞʝʥʥʳʡ ʢ ʦʨʠʛʠʥʘʣʫ, 

ʧʝʨʝʚʦʜ ʫʢʘʟʘʥʥʳʭ ʧʦʵʪʠʯʝʩʢʠʭ ʬʨʘʛʤʝʥʪʦʚ, ʧʦʣʦʞʝʥʥʳʭ ʚ ʦʩʥʦʚʫ ʕʣʝʛʠʯʝʩʢʦʡ ʧʦʵʤʳ. 

 

ʅʘʟʚʘʥʠʝ 

ʩʪʠʭʦʪʚʦʨʝʥʠʡ, 

ʩʪʨʦʢʠ 

ʆʨʠʛʠʥʘʣʴʥʳʡ ʪʝʢʩʪ ʇʝʨʝʚʦʜ 

C©ntec, 11ï12 Ating cu m©na negura ce peste ʂʘʩʘʶʩʴ ʨʫʢʦʡ ʪʝʤʥʦʪʳ (ʜʳʤʢʠ), ʯʪʦ  

O veche amintire s-a oprit... ʦʩʪʘʥʦʚʠʣʘʩʴ (ʟʘʩʪʳʣʘ) ʥʘʜ ʩʪʘʨʳʤ 

ʚʦʩʧʦʤʠʥʘʥʠʝʤé 

C©ntec, 1ï2 Obiectele-s aura m©inii mele, (ʆʙʲʝʢʪʳ) ʇʨʝʜʤʝʪʳ ð ʵʪʦ ʘʫʨʘ ʤʦʝʡ 

ʨʫʢʠ 

Le ating ð Ἠi alte spaἪii se 

deschidé 

ʂʘʩʘʶʩʴ ʠʭ ð ʠ ʦʪʢʨʳʚʘʶʪʩʷ ʜʨʫʛʠʝ 

ʧʨʦʩʪʨʘʥʩʪʚʘ ... 

ɺ ʫʪʨʝʥʥʝʤ 

ʪʫʤʘʥʝ, 1ï2 

Culorile dispar ´n ceaἪa dimineἪii, ʎʚʝʪʘ ʠʩʯʝʟʘʶʪ ʚ ʫʪʨʝʥʥʝʤ ʪʫʤʘʥʝ,  

MŁ bucur doar de codrul pustiu 

Ἠi-ncŁrunἪit... 

ʗ ʨʘʜʫʶʩʴ ʣʠʰʴ ʦʧʫʩʪʝʚʰʝʤʫ ʠ 

ʩʝʜʦʤʫ ʣʝʩʫ  

ɼʦʡʥʘ ɺ. ʄʘʪʝʡ Hai, doru Ἠi iar doina, ʍʵʡ, ʜʦʨ ʠ ʚʥʦʚʴ ʜʦʡʥʘ, 

Hai, doru Ἠi iar doina, ʍʵʡ, ʜʦʨ ʠ ʚʥʦʚʴ ʜʦʡʥʘ, 

De c©nd sunt eu Ἠi lumea ʉ ʪʝʭ ʧʦʨ, ʢʘʢ ʩʫʱʝʩʪʚʫʶ ʷ ʠ ʤʠʨ, 

Lumea-i vechi eu bŁtr©n,  ʄʠʨ ʩʪʘʨʳʡ ʷ ʩʪʘʨʠʢ 

Lumea-i vechi eu bŁtr©n,  ʄʠʨ ʩʪʘʨʳʡ ʷ ʩʪʘʨʠʢ 

Ċmi port crucea Ἠi-al meu g©nd.  ʗ ʥʦʰʫ ʩʚʦʡ ʢʨʝʩʪ ʠ ʤʦʶ ʜʫʤʫ. 

Lumea mari-i feluritŁ,  ʄʠʨ ʙʦʣʴʰʦʡ ʠ ʨʘʟʥʦʦʙʨʘʟʥʳʡ, 

Lumea mari-i feluritŁ,  ʄʠʨ ʙʦʣʴʰʦʡ ʠ ʨʘʟʥʦʦʙʨʘʟʥʳʡ, 

ViaἪa mea e pustiitŁ.  ʄʦʷ ʞʠʟʥʴ ʦʧʫʩʪʝʣʘ 

C©ntec, 1ï4 Obiectele-s aura m©inii mele, (ʆʙʲʝʢʪʳ) ʇʨʝʜʤʝʪʳ ð ʵʪʦ ʘʫʨʘ ʤʦʝʡ 

ʨʫʢʠ 

Le ating ð Ἠi alte spaἪii se 

deschid 

ʂʘʩʘʶʩʴ ʠʭ ð ʠ ʦʪʢʨʳʚʘʶʪʩʷ ʜʨʫʛʠʝ 

ʧʨʦʩʪʨʘʥʩʪʚʘ ... 

Ċn trista-nlŁnἪuire de inele ɺ ʧʝʯʘʣʴʥʦʤ ʥʘʥʠʟʳʚʘʥʠʠ ʢʦʣʝʮ 
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Cu amintiri ciudate ce mŁ 

´nving... 

ʉʦ ʩʪʨʘʥʥʳʤʠ ʚʦʩʧʦʤʠʥʘʥʠʷʤʠ, 

ʢʦʪʦʨʳʝ ʤʝʥʷ ʦʜʦʣʝʚʘʶʪ... 

Viziune, 1ï4 PŁdurea cade ´nspre stele  ʃʝʩ ʧʘʜʘʝʪ ʢ ʟʚʝʟʜʘʤ 

Cu iarba Ἠi cu frunza moartŁ ʉ ʪʨʘʚʦʡ ʠ ʤʝʨʪʚʳʤ ʣʠʩʪʦʤ 

ἧi fluturŁ prin aer steme ʀ ʨʘʟʚʝʚʘʶʪʩʷ ʥʘ ʚʝʪʨʫ ʟʥʘʤʝʥʘ 

Din alte lumi ce-abia se-aratŁ ɼʨʫʛʠʭ ʤʠʨʦʚ, ʝʜʚʘ ʚʠʜʠʤʳʭ 

 

2. ɾʘʥʨʦʚʳʝ ʦʩʥʦʚʳ ʕʣʝʛʠʯʝʩʢʦʡ ʧʦʵʤʳ. ɸʚʪʦʨʩʢʦʝ ʥʘʟʚʘʥʠʝ ʧʨʦʠʟʚʝʜʝʥʠʷ ʚʧʦʣʥʝ 

ʩʦʦʪʚʝʪʩʪʚʫʝʪ ʦʙʣʘʩʪʠ ʣʠʨʠʯʝʩʢʦʛʦ ʚ ʤʫʟʳʢʝ, ʦʙʲʝʜʠʥʷʷ ʵʣʝʛʠʶ ʠ ʧʦʵʤʫ ð ʜʚʘ ʣʠʨʠʯʝʩʢʠʭ 

ʞʘʥʨʘ, ʠʩʧʦʣʴʟʫʶʱʠʭʩʷ ʦʙʳʯʥʦ ʜʣʷ ʚʳʨʘʞʝʥʠʷ ʯʫʚʩʪʚ. ʆʜʥʘʢʦ ʵʣʝʛʠʷ, ʚ ʩʦʦʪʚʝʪʩʪʚʠʠ ʩʦ ʩʚʦʝʡ 

ʵʪʠʤʦʣʦʛʠʝʡ (ʛʨʝʯ. ŮɚŮɔŮɘŬ ð ʞʘʣʦʙʘ), ʢʘʢ ʧʨʘʚʠʣʦ, ʩʦʦʪʚʝʪʩʪʚʫʝʪ ʤʦʜʫʩʫ ʧʝʯʘʣʠ, ʚ ʝʛʦ ʛʣʫʙʦʢʦ 

ʣʠʯʥʦʤ, ʠʥʪʠʤʥʦʤ ʚʳʨʘʞʝʥʠʠ. ʇʝʯʘʣʴ ʢʘʢ ʦʜʠʥ ʠʟ ʘʬʬʝʢʪʦʚ, ʚʦʟʜʝʡʩʪʚʫʶʱʠʭ ʥʘ ʯʝʣʦʚʝʯʝʩʢʫʶ 

ʜʫʰʫ, ʚ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʠʟʚʝʜʝʥʠʷʭ, ʢʘʢ ʠʟʚʝʩʪʥʦ, ʧʨʠʦʙʨʝʪʘʝʪ ʤʥʦʞʝʩʪʚʦ ʦʪʪʝʥʢʦʚ, ʦʪ 

ʪʨʦʛʘʪʝʣʴʥʦ-ʥʝʞʥʦʛʦ, ʧʘʩʪʦʨʘʣʴʥʦʛʦ ʜʦ ʵʢʟʠʩʪʝʥʮʠʘʣʴʥʦ-ʬʠʣʦʩʦʬʩʢʦʛʦ. ʀʩʪʦʨʠʷ ʤʫʟʳʢʠ ʟʥʘʝʪ 

ʠ ʧʨʠʤʝʨʳ ʚʟʘʠʤʦʜʝʡʩʪʚʠʷ ʵʣʝʛʠʯʝʩʢʦʛʦ ʥʘʯʘʣʘ ʩ ʬʦʣʴʢʣʦʨʥʳʤʠ ʠʥʪʦʥʘʮʠʷʤʠ, ʯʪʦ 

ʥʘʙʣʶʜʘʝʪʩʷ, ʩʢʘʞʝʤ, ʚ ʨʫʩʩʢʦʤ ʨʦʤʘʥʩʝ ʧʝʨʚʦʡ ʧʦʣʦʚʠʥʳ XIX ʚ. ɺ ʘʢʘʜʝʤʠʯʝʩʢʦʡ ʤʫʟʳʢʝ ʍʍ 

ʚ. ʧʨʦʠʩʭʦʜʠʪ ʩʫʱʝʩʪʚʝʥʥʦʝ ʧʝʨʝʦʩʤʳʩʣʝʥʠʝ ʞʘʥʨʦʚʦʛʦ ʘʨʭʝʪʠʧʘ ʵʣʝʛʠʠ ð ʧʣʘʯʘ-ʞʘʣʦʙʳ ʠ 

ʫʛʣʫʙʣʝʥʠʝ ʩʬʝʨʳ ʵʣʝʛʠʯʝʩʢʦʛʦ, ʧʨʠʙʣʠʞʘʶʱʝʛʦʩʷ ʢ ʪʨʘʛʠʯʝʩʢʦʤʫ ʢʦʥʬʣʠʢʪʫ. 

ɺ ʜʘʥʥʦʡ ʩʪʘʪʴʝ ʤʳ ʜʠʬʬʝʨʝʥʮʠʨʫʝʤ ʵʣʝʛʠʶ ʢʘʢ ʤʫʟʳʢʘʣʴʥʦ-ʧʦʵʪʠʯʝʩʢʠʡ ʣʠʙʦ 

ʤʫʟʳʢʘʣʴʥʳʡ ʞʘʥʨ, ʵʣʝʛʠʯʥʦʩʪʴ ʠʣʠ ʵʣʝʛʠʯʝʩʢʦʝ ʥʘʯʘʣʦ, ʦʧʨʝʜʝʣʷʶʱʝʝ ʭʘʨʘʢʪʝʨ ʤʫʟʳʢʠ, 

ʧʝʨʝʜʘʚʘʝʤʳʡ ʨʝʤʘʨʢʦʡ elegiaco (ʥʘʧʨʠʤʝʨ, Andante elegiaco ʚ ʉʠʤʬʦʥʠʠ ˉ3 ʉ. ʈʘʭʤʘʥʠʥʦʚʘ) 

ð ʵʣʝʛʠʯʝʩʢʠʡ ʤʦʜʫʩ ʧʦ ɽ. ʅʘʟʘʡʢʠʥʩʢʦʤʫ, ʠ ʵʣʝʛʠʯʝʩʢʠʡ ʪʦʧʦʩ ʢʘʢ ʮʝʣʳʡ ʢʦʤʧʣʝʢʩ 

ʤʫʟʳʢʘʣʴʥʦ-ʧʦʵʪʠʯʝʩʢʠʭ ʩʨʝʜʩʪʚ, ʦʙʝʩʧʝʯʠʚʘʶʱʠʭ ʩʧʝʮʠʬʠʯʝʩʢʫʶ ʚʳʨʘʟʠʪʝʣʴʥʦʩʪʴ. 

ʇʦʵʤʘ ʢʘʢ ʢʦʥʮʝʧʮʠʦʥʥʳʡ ʞʘʥʨ ʥʝʨʝʜʢʦ ʠʩʧʦʣʴʟʫʝʪʩʷ ʜʣʷ ʚʳʨʘʞʝʥʠʷ ʛʣʫʙʦʢʠʭ 

ʬʠʣʦʩʦʬʩʢʠʭ ʠʜʝʡ, ʦʪʨʘʞʘʶʱʠʭ ʤʠʨʦʚʦʟʟʨʝʥʯʝʩʢʠʝ ʘʩʧʝʢʪʳ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʩʦʟʥʘʥʠʷ. ʕʪʠʤ 

ʦʙʲʷʩʥʷʝʪʩʷ ʧʨʠʚʣʝʯʝʥʠʝ ʧʨʦʛʨʘʤʤʥʦʩʪʠ, ʩʠʤʬʦʥʠʯʝʩʢʦʝ ʚʦʧʣʦʱʝʥʠʝ ʠ ʣʠʨʠʢʦ-ʜʨʘʤʘʪʠʯʝʩʢʦʝ 

ʩʦʜʝʨʞʘʥʠʝ ʤʥʦʛʠʭ ʤʫʟʳʢʘʣʴʥʳʭ ʧʦʵʤ. ʍʦʪʷ ʧʦʵʤʘ ʥʝ ʦʙʣʘʜʘʝʪ ʫʩʪʦʡʯʠʚʳʤʠ ʢʦʥʩʪʨʫʢʪʠʚʥʳʤʠ 

ʧʨʠʟʥʘʢʘʤʠ, ʩʚʦʡʩʪʚʝʥʥʳʤʠ ʧʨʦʩʪʳʤ ʞʘʥʨʘʤ ʤʘʨʰʘ, ʙʘʨʢʘʨʦʣʳ ʠ ʪ. ʧ., ʥʝʢʦʪʦʨʳʝ ʦʩʦʙʝʥʥʦʩʪʠ 

ʝʝ ʦʨʛʘʥʠʟʘʮʠʠ, ʪʘʢʠʝ ʢʘʢ ʠʥʪʦʥʘʮʠʦʥʥʘʷ ʢʦʥʮʝʥʪʨʘʮʠʷ ʠ ʜʨʘʤʘʪʠʟʠʨʦʚʘʥʥʦʝ ʨʘʟʚʠʪʠʝ ʤʦʛʫʪ 

ʙʳʪʴ ʦʪʥʝʩʝʥʳ ʢ ʞʘʥʨʦʦʙʨʘʟʫʶʱʠʤ ʬʘʢʪʦʨʘʤ [5, ʩ.98]. ɺ ʩʚʷʟʠ ʩ ʵʪʠʤ ʥʘ ʧʝʨʚʳʡ ʧʣʘʥ ʚʳʭʦʜʠʪ 

ʪʘʢʦʝ ʢʘʯʝʩʪʚʦ ʞʘʥʨʘ ʢʘʢ ʧʦʵʤʥʦʩʪʴ, ʦʧʨʝʜʝʣʷʝʤʘʷ ʧʦʵʪʠʯʥʦʩʪʴʶ ʚ ʤʫʟʳʢʝ, ʥʝʨʝʜʢʦ ʧʨʠʚʦʜʷʱʘʷ 

ʢ ʤʝʞʞʘʥʨʦʚʳʤ ʚʟʘʠʤʦʜʝʡʩʪʚʠʷʤ. 

ʅʝʩʤʦʪʨʷ ʥʘ ʪʦ, ʯʪʦ ʦʙʘ ʞʘʥʨʘ ð ʵʣʝʛʠʷ ʠ ʧʦʵʤʘ ð ʥʝ ʠʩʢʣʶʯʘʶʪ ʧʦʵʪʠʯʝʩʢʫʶ 

ʩʦʩʪʘʚʣʷʶʱʫʶ ʣʠʨʠʯʝʩʢʦʛʦ ʠʣʠ ʣʠʨʠʢʦ-ʜʨʘʤʘʪʠʯʝʩʢʦʛʦ ʩʦʜʝʨʞʘʥʠʷ, ʚʩʝ ʞʝ ʚ ʙʦʣʝʝ ʙʣʠʟʢʦʝ 

ʢʦʤʧʦʟʠʪʦʨʫ ʚʨʝʤʷ ʦʥʠ ʧʦʣʫʯʠʣʠ ʥʘʠʙʦʣʴʰʝʝ ʨʘʩʧʨʦʩʪʨʘʥʝʥʠʝ ʚ ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʦʤ ʚʘʨʠʘʥʪʝ 

(ʚʩʧʦʤʥʠʤ, ʥʘʧʨʠʤʝʨ, ʕʣʝʛʠʯʝʩʢʫʶ ʧʦʵʤʫ, ʩʦʯ. 12, ʜʣʷ ʩʢʨʠʧʢʠ ʩ ʬʦʨʪʝʧʠʘʥʦ ʕ. ʀʟʘʠ, 

ʕʣʝʛʠʯʝʩʢʫʶ ʧʦʵʤʫ ʜʣʷ ʩʪʨʫʥʥʦʛʦ ʦʨʢʝʩʪʨʘ ʇʘʤʷʪʠ ʅ.ʗ. ʄʷʩʢʦʚʩʢʦʛʦ ʅ. ʇʝʡʢʦ, ʕʣʝʛʠʯʝʩʢʫʶ 

ʧʦʵʤʫ ʜʣʷ ʚʠʦʣʦʥʯʝʣʠ ʩ ʦʨʢʝʩʪʨʦʤ ɸ. ʄʦʩʦʣʦʚʘ, ʘ ʢʦʣʠʯʝʩʪʚʦ ʬʦʨʪʝʧʠʘʥʥʳʭ ʠ ʚʦʢʘʣʴʥʳʭ ʵʣʝʛʠʡ 

ʠ ʧʨʦʠʟʚʝʜʝʥʠʡ ʵʣʝʛʠʯʝʩʢʦʛʦ ʭʘʨʘʢʪʝʨʘ ʪʨʫʜʥʦ ʩʦʩʯʠʪʘʪʴ). ʆʙʨʘʱʝʥʠʝ ʢ ʤʫʟʳʢʘʣʴʥʦʤʫ ʞʘʥʨʫ 

ʧʦʵʤʳ ʩʦ ʩʣʦʚʦʤ ʤʦʞʥʦ ʪʨʘʢʪʦʚʘʪʴ ʥʝ ʪʦʣʴʢʦ ʢʘʢ ʩʦʭʨʘʥʝʥʠʝ ʠʩʭʦʜʥʦʛʦ ʣʠʪʝʨʘʪʫʨʥʦʛʦ 

ʞʘʥʨʦʚʦʛʦ ʠʜʝʥʪʠʬʠʢʘʪʦʨʘ, ʥʦ ʠ ʤʝʪʘʬʦʨʠʯʝʩʢʠ, ʢʘʢ ʧʘʨʘʣʣʝʣʴ ʢ ʧʦʵʪʠʯʝʩʢʦʤʫ ʤʠʨʫ ʝʝ ʘʚʪʦʨʘ. 

ʊʝʤ ʙʦʣʝʝ, ʯʪʦ ʩʘʤ ʢʦʤʧʦʟʠʪʦʨ ʥʘʤʝʢʘʝʪ ʥʘ ʵʪʦ, ʛʦʚʦʨʷ ʦʙ ʦʙʱʝʤ ʚʧʝʯʘʪʣʝʥʠʠ ʦʪ ʩʪʠʭʦʚ, 

ʩʦʙʨʘʥʥʳʭ ʚ ʧʦʵʪʠʯʝʩʢʦʡ ʘʥʪʦʣʦʛʠʠ. ɽʱʝ ʦʜʥʘ ʦʙʱʘʷ ʛʨʘʥʴ ʵʪʠʭ ʞʘʥʨʦʚ ð ʦʪʥʦʩʠʪʝʣʴʥʘʷ 

ʩʚʦʙʦʜʘ ʠʭ ʬʦʨʤʳ, ʧʨʠ ʥʝʨʘʚʥʦʚʝʣʠʢʠʭ ʤʘʩʰʪʘʙʘʭ.  

ʀ, ʥʘʢʦʥʝʮ, ʪʨʝʪʠʡ ʣʠʨʠʯʝʩʢʠʡ ʞʘʥʨ ð ʜʦʡʥʘ, ʢʦʪʦʨʘʷ ʷʚʥʦ ʧʨʠʚʣʝʯʝʥʘ ʢʦʤʧʦʟʠʪʦʨʦʤ 

ʢʘʢ ʟʥʘʢ, ʢʘʢ ʦʜʥʦ ʠʟ ʭʘʨʘʢʪʝʨʥʳʭ ʧʨʦʷʚʣʝʥʠʡ ʥʘʮʠʦʥʘʣʴʥʦʛʦ ʤʠʨʦʦʱʫʱʝʥʠʷ. ʕʪʦ ʦʙʨʘʱʝʥʠʝ ʢ 

ʥʝʟʘʤʫʪʥʝʥʥʳʤ ʨʦʜʥʠʢʘʤ ʤʫʟʳʢʘʣʴʥʦ-ʧʦʵʪʠʯʝʩʢʦʛʦ ʬʦʣʴʢʣʦʨʘ ʄʦʣʜʦʚʳ, ʧʦ ʟʘʤʳʩʣʫ 

ʢʦʤʧʦʟʠʪʦʨʘ ʩʦʩʪʘʚʣʷʝʪ ʩʚʦʝʛʦ ʨʦʜʘ ʢʠʥʝʤʘʪʦʛʨʘʬʠʯʝʩʢʠʡ ʧʨʠʝʤ flashback ð ʷʨʢʘʷ 
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ʨʝʪʨʦʩʧʝʢʮʠʷ ʢʘʜʨʘ ʠʟ ʧʨʦʰʣʦʛʦ, ʚ ʝʛʦ ʧʝʨʚʦʟʜʘʥʥʦʤ ʚʠʜʝ, ʩʫʜʷ ʧʦ ʦʨʠʛʠʥʘʣʴʥʦʡ, ʮʠʪʘʪʥʦʡ 

ʬʦʨʤʝ ʧʦʜʘʯʠ ʜʦʡʥʳ. ʉ ʜʨʫʛʦʡ ʩʪʦʨʦʥʳ, ʚ ʵʪʦʤ ʤʦʞʥʦ ʫʚʠʜʝʪʴ ʠ ʦʙʨʘʱʝʥʠʝ ʢ ʦʜʥʦʤʫ ʠʟ ʢʦʜʦʚ 

ʩʦʚʨʝʤʝʥʥʦʡ ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ ʄʦʣʜʦʚʳ, ʪʘʢ ʢʘʢ ñʣʠʨʠʢʘ ʚʳʟʳʚʘʝʪ ʘʩʩʦʮʠʘʮʠʠ, 

ʤʦʣʥʠʝʥʦʩʥʦ ʜʦʚʦʜʷʱʠʝ ʜʦ ʩʦʟʥʘʥʠʷ ʯʠʪʘʪʝʣʷ ʦʙʨʘʟ, ʦʙʳʯʥʦ ʫʞʝ ʩʫʱʝʩʪʚʫʶʱʠʡ ʚ ʢʫʣʴʪʫʨʥʦʤ 

ʩʦʟʥʘʥʠʠ ʵʧʦʭʠò [6, ʩ.157]. 

3. ʇʨʝʣʦʤʣʝʥʠʝ ʞʘʥʨʦʚʦʡ ʩʧʝʮʠʬʠʢʠ ʧʦʵʪʠʯʝʩʢʦʛʦ ʪʝʢʩʪʘ ʚ ʦʙʨʘʟʥʦʤ ʩʪʨʦʝ 

ʩʦʯʠʥʝʥʠʷ. ʉʦʩʪʘʚʥʦʡ ʭʘʨʘʢʪʝʨ ʧʦʵʪʠʯʝʩʢʦʡ ʦʩʥʦʚʳ ʕʣʝʛʠʯʝʩʢʦʡ ʧʦʵʤʳ, ʦʜʥʘʢʦ, ʥʝ ʧʨʠʚʦʜʠʪ ʢ 

ʦʱʫʱʝʥʠʶ ʤʦʟʘʠʯʥʦʩʪʠ. ʂʘʞʫʱʘʷʩʷ ʢʘʣʝʡʜʦʩʢʦʧʠʯʥʦʩʪʴ ʦʙʨʘʟʦʚ, ʥʝʨʝʜʢʦ ʧʨʠʩʫʱʘʷ ʦʙʨʘʟʮʘʤ 

ʧʦʩʪʤʦʜʝʨʥʠʩʪʩʢʦʡ ʧʦʵʟʠʠ, ʚ ʜʘʥʥʦʤ ʩʣʫʯʘʝ ʚʦʩʧʨʠʥʠʤʘʝʪʩʷ ʢʘʢ ʧʨʦʷʚʣʝʥʠʝ ʘʚʪʦʨʩʢʦʡ 

ʨʝʬʣʝʢʩʠʠ ʧʦ ʧʦʚʦʜʫ ʜʫʭʦʚʥʦʡ ʣʠ ʫʪʨʘʪʳ ʙʦʞʝʩʪʚʝʥʥʳʭ ʟʘʧʦʚʝʜʝʡ, ʧʝʨʩʦʥʘʣʴʥʳʭ ʣʠ 

ʧʝʨʝʞʠʚʘʥʠʡ ʣʠʯʥʦʩʪʠ, ʢʫʣʴʪʫʨʥʦʛʦ ʣʠ ʨʘʟʨʳʚʘ ʩ ʪʨʘʜʠʮʠʦʥʥʳʤʠ ʮʝʥʥʦʩʪʷʤʠ ʠ ʪ. ʧ. ð ʚʩʝ ʵʪʠ 

ʪʨʘʢʪʦʚʢʠ ʚʧʦʣʥʝ ʦʙʦʩʥʦʚʘʥʳ. ɺ ʚʳʙʨʘʥʥʳʭ ʢʦʤʧʦʟʠʪʦʨʦʤ ʧʦʵʪʠʯʝʩʢʠʭ ʩʪʨʦʯʢʘʭ 

ʦʙʥʘʨʫʞʠʚʘʝʪʩʷ ʥʝʤʘʣʦ ʦʙʨʘʟʦʚ ʠ ʤʦʪʠʚʦʚ, ʪʠʧʠʯʥʳʭ ʜʣʷ ʵʣʝʛʠʯʝʩʢʦʡ ʩʬʝʨʳ ʣʠʨʠʢʠ ð ʵʪʦ 

ʫʧʦʤʠʥʘʥʠʝ ʦ ʩʪʘʨʦʤ ʚʦʩʧʦʤʠʥʘʥʠʠ, ʦʙ (ʫʪʨʝʥʥʝʤ) ʪʫʤʘʥʝ, ʩʝʜʦʤ ʣʝʩʝ, ʧʦʞʫʭʣʦʡ ʪʨʘʚʝ, 

ʦʜʠʥʦʯʝʩʪʚʝ, ʩʪʘʨʦʩʪʠ ʠ ʪ. ʧ. ɿʘʩʪʳʣʦʩʪʴ ʧʦʟʜʥʝʡ ʦʩʝʥʠ, ʣʝʩ ʩ ʤʝʨʪʚʳʤʠ ʪʨʘʚʦʡ ʠ ʣʠʩʪʴʷʤʠ 

ʚʳʟʳʚʘʝʪ ʘʩʩʦʮʠʘʮʠʠ ʩ ʫʚʷʜʘʥʠʝʤ ʧʨʠʨʦʜʳ, ʫʛʘʩʘʥʠʝʤ ʞʠʟʥʠ, ʧʨʝʜʯʫʚʩʪʚʠʝʤ ʥʘʩʪʫʧʣʝʥʠʷ 

ʟʠʤʳ-ʩʤʝʨʪʠ, ʯʝʤʫ ʩʧʦʩʦʙʩʪʚʫʶʪ ʠ ʥʘʤʝʢʠ ʥʘ ʧʝʨʝʭʦʜ ʚ ʠʥʳʝ ʤʠʨʳ. ʊʝʤ ʙʦʣʝʝ, ʯʪʦ ʤʠʨ ʚ ʢʘʢʦʡ-

ʪʦ ʤʦʤʝʥʪ ʦʢʘʟʳʚʘʝʪʩʷ ʧʝʨʝʚʝʨʥʫʪʳʤ ð ʣʝʩ ʧʘʜʘʝʪ ʢ ʟʚʝʟʜʘʤ. ʉʦʩʪʘʚʣʷʶʱʠʝ ʵʪʦʡ ʩʪʨʦʯʢʠ ð 

ʣʝʩ (ʢʦʜʨʳ) ʠ ʟʚʝʟʜʳ, ʧʨʠʩʫʪʩʪʚʫʶʱʠʝ ʟʜʝʩʴ ʢʘʢ ʩʠʤʚʦʣ ʥʝʜʦʩʪʠʞʠʤʦ-ʧʨʝʢʨʘʩʥʳʭ ʤʠʨʦʚ, 

ʷʚʣʷʶʪʩʷ ʪʠʧʠʯʥʳʤʠ ʨʫʤʳʥʩʢʠʤʠ ʦʙʨʘʟʘʤʠ ʥʘʮʠʦʥʘʣʴʥʦʡ ʧʦʵʟʠʠ, ʠʨʨʘʜʠʠʨʫʶʱʠʤʠ ʚ ʩʣʦʡ 

ʘʨʭʝʪʠʧʠʯʝʩʢʠʭ ʧʨʝʜʩʪʘʚʣʝʥʠʡ.  

ʀʭ ʥʝʩʧʝʰʥʦʝ ʥʘʥʠʟʳʚʘʥʠʝ ʩʦʟʜʘʝʪ ʪʦʩʢʣʠʚʦ-ʪʷʛʦʩʪʥʦʝ ʦʱʫʱʝʥʠʝ, ʢʦʪʦʨʦʝ 

ʩʦʦʪʚʝʪʩʪʚʫʝʪ ʵʤʦʮʠʦʥʘʣʴʥʦʤʫ ʩʦʩʪʦʷʥʠʶ ʵʣʝʛʠʯʝʩʢʦʡ ʧʝʯʘʣʠ ð ʚʳʨʘʞʝʥʠʝ, ʩʪʘʚʰʝʝ ʨʝʯʝʚʳʤ 

ʰʪʘʤʧʦʤ. ɺ ʪʦ ʞʝ ʚʨʝʤʷ ʜʣʷ ʧʦʩʪʨʦʝʥʠʷ ʤʫʟʳʢʘʣʴʥʦʡ ʢʦʤʧʦʟʠʮʠʠ ʚʘʞʥʦ ʜʚʠʞʝʥʠʝ ʵʪʦʛʦ 

ʵʤʦʮʠʦʥʘʣʴʥʦʛʦ ʩʦʩʪʦʷʥʠʷ, ʢʦʪʦʨʦʝ ʚ ʇʦʵʤʝ ʨʘʟʚʠʚʘʝʪʩʷ ʦʪ ʠʥʪʫʠʪʠʚʥʳʭ ʧʨʝʜʯʫʚʩʪʚʠʡ ʠ 

ʚʠʜʝʥʠʡ ʯʝʨʝʟ ʧʦʛʨʫʞʝʥʠʝ ʠ ʧʨʝʙʳʚʘʥʠʝ, ʪ. ʝ. ʢʫʣʴʪʠʚʠʨʦʚʘʥʠʝ ʝʛʦ ʠ ʦʜʥʦʚʨʝʤʝʥʥʦ ð ʜʫʭʦʚʥʦʝ 

ʚʠʜʝʥʠʝ ʩʠʤʚʦʣʦʚ (ʜʦʡʥʘ), ʢ ʚʥʫʪʨʝʥʥʝʡ ʜʨʘʤʘʪʠʟʘʮʠʠ (ʙʣʘʛʦʜʘʨʷ ʚʚʝʜʝʥʠʶ ʟʥʘʢʦʚ ʜʨʫʛʠʭ 

ʤʠʨʦʚ ʚ ʪʝʢʩʪʝ). 

ʇʦʵʪʠʯʝʩʢʠʡ ʪʝʢʩʪ, ʩʦʙʨʘʥʥʳʡ ʠʟ ʬʨʘʛʤʝʥʪʦʚ ʨʘʟʥʳʭ ʩʪʠʭʦʚ ʦʜʥʦʡ ʢʥʠʛʠ ɺ. ʄʘʪʝʷ, 

ʜʝʤʦʥʩʪʨʠʨʫʝʪ, ʥʘ ʥʘʰ ʚʟʛʣʷʜ, ʧʦʛʨʘʥʠʯʥʳʡ ʭʘʨʘʢʪʝʨ ʝʛʦ ʪʚʦʨʯʝʩʪʚʘ, ʦʧʨʝʜʝʣʷʝʤʳʡ 

ʢʦʣʝʙʘʥʠʷʤʠ ʦʪ ʧʩʠʭʦʣʦʛʠʯʝʩʢʦʛʦ ʪʠʧʘ ʢ ʚʠʟʠʦʥʝʨʩʢʦʤʫ, ʧʦ ʂ.ɻ. ʖʥʛʫ [7]. çʉʦʜʝʨʞʘʥʠʝ 

ʧʩʠʭʦʣʦʛʠʯʝʩʢʦʛʦ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʪʚʦʨʯʝʩʪʚʘ, ð ʢ ʢʦʪʦʨʦʤʫ ʧʩʠʭʦʣʦʛ ʦʪʥʦʩʠʣ ʚ ʪʦʤ ʯʠʩʣʝ ʠ 

ʙʦʣʴʰʫʶ ʯʘʩʪʴ ʣʠʨʠʯʝʩʢʠʭ ʩʪʠʭʦʪʚʦʨʝʥʠʡ, ð ʧʨʦʠʩʭʦʜʠʪ ʥʝʠʟʤʝʥʥʦ ʠʟ ʦʙʣʘʩʪʝʡ ʯʝʣʦʚʝʯʝʩʢʦʛʦ 

ʦʧʳʪʘ, ʠʟ ʧʩʠʭʦʣʦʛʠʯʝʩʢʦʛʦ ʧʝʨʝʜʥʝʛʦ ʧʣʘʥʘ, ʥʘʧʦʣʥʝʥʥʦʛʦ ʥʘʠʙʦʣʝʝ ʩʠʣʴʥʳʤʠ 

ʧʝʨʝʞʠʚʘʥʠʷʤʠè ð ʫʪʚʝʨʞʜʘʣ ʂ.ɻ. ʖʥʛ [7, ʩ.106]. ɺ ʪʦ ʞʝ ʚʨʝʤʷ ʧʨʠ ʚʠʟʠʦʥʝʨʩʢʦʤ ʪʠʧʝ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʪʚʦʨʯʝʩʪʚʘ çʧʦʪʨʷʩʘʶʱʝʝ ʟʨʝʣʠʱʝ ʤʦʱʥʦʛʦ ʷʚʣʝʥʠʷ ʧʦʚʩʶʜʫ ʚʳʭʦʜʠʪ ʟʘ 

ʧʨʝʜʝʣʳ ʯʝʣʦʚʝʯʝʩʢʦʛʦ ʚʦʩʧʨʠʷʪʠʷè, ʠ çʟʥʘʯʠʤʦʩʪʴ ʠ ʚʝʩʦʤʦʩʪʴ ʩʦʩʪʦʷʪ ʟʜʝʩʴ ʚ ʥʝʠʤʦʚʝʨʥʦʤ 

ʭʘʨʘʢʪʝʨʝ ʵʪʦʛʦ ʧʝʨʝʞʠʚʘʥʠʷ, ʢʦʪʦʨʦʝ ʚʨʘʞʜʝʙʥʦ ʠ ʭʦʣʦʜʥʦ ʠʣʠ ʚʘʞʥʦ ʠ ʪʦʨʞʝʩʪʚʝʥʥʦ ʚʩʪʘʝʪ 

ʠʟ ʚʥʝʚʨʝʤʝʥʥʳʭ ʛʣʫʙʠʥè [7, ʩ.107]. ʅʝʩʦʤʥʝʥʥʦ, ʠʤʝʥʥʦ ʪʨʘʥʩʮʝʥʜʝʥʪʥʦʩʪʴ ʧʦʵʟʠʠ ʧʨʠʚʣʝʢʣʘ 

ʢʦʤʧʦʟʠʪʦʨʘ, ʫʚʠʜʝʚʰʝʛʦ ʚ ʠʟʙʨʘʥʥʳʭ ʩʪʨʦʢʘʭ ʚʦʟʤʦʞʥʦʩʪʴ ʥʝ ʪʦʣʴʢʦ ʧʦʛʨʫʞʝʥʠʷ ʚ ʛʣʫʙʠʥʳ 

ʵʣʝʛʠʯʝʩʢʦʛʦ, ʥʦ ʠ ʚʦʧʣʦʱʝʥʠʷ ʩʦʩʪʦʷʥʠʡ ʧʨʝʙʳʚʘʥʠʷ ʥʘ ʛʨʘʥʠ, ʩʦʧʦʩʪʘʚʣʝʥʠʷ ʤʠʨʦʚ.  

ʇʦʵʪ ʩʣʦʚʥʦ ʧʳʪʘʝʪʩʷ ʟʘʛʣʷʥʫʪʴ ʚ ʟʘʢʨʳʪʳʝ ʦʪ ʯʝʣʦʚʝʯʝʩʢʦʛʦ ʚʟʦʨʘ ʥʝʧʦʩʪʠʞʠʤʳʝ 

ʛʣʫʙʠʥʳ çʜʨʫʛʠʭ ʤʠʨʦʚ, ʝʜʚʘ ʟʘʤʝʪʥʳʭè ð çʩʪʘʥʦʚʷʱʝʛʦʩʷ ʠ ʝʱʝ ʥʝ ʩʪʘʚʰʝʛʦè, ʣʠʙʦ ʢʘʩʘʷʩʴ 

ʘʫʨʦʡ ʩʚʦʝʡ ʨʫʢʠ ʧʨʝʜʤʝʪʦʚ ð çʠ ʦʪʢʨʳʚʘʶʪʩʷ ʜʨʫʛʠʝ ʧʨʦʩʪʨʘʥʩʪʚʘ...è. ʅʦ ʚ ʙʦʣʴʰʠʥʩʪʚʝ 

ʧʦʵʪʠʯʝʩʢʠʭ ʩʪʨʦʢ ʨʘʟʣʠʪ ʦʙʨʘʟ ʛʣʫʙʦʢʦʡ ʧʝʯʘʣʠ, ʧʦʨʦʞʜʝʥʥʦʡ ʦʩʦʟʥʘʥʠʝʤ ʙʨʝʥʥʦʩʪʠ ʙʳʪʠʷ ʠ 

ʚʝʣʠʯʠʷ ʤʠʨʘ, ʤʘʪʝʨʠʘʣ ʧʝʨʝʞʠʚʘʥʠʷ ʥʝ ʩʦʜʝʨʞʠʪ ʚ ʩʝʙʝ ʥʠʯʝʛʦ ʥʝʦʙʳʯʥʦʛʦ; ʥʘʧʨʦʪʠʚ, ʟʜʝʩʴ 
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ʧʨʠʚʳʯʥʳʝ ʤʦʪʠʚʳ ʦʜʠʥʦʯʝʩʪʚʘ, ʪʱʝʪʥʦʩʪʠ ʞʠʟʥʠ, ʩʫʜʴʙʳ, ʩʪʘʨʦʩʪʠ, ʚʝʯʥʦʡ ʧʨʠʨʦʜʳ ʯʝʣʦʚʝʢʘ 

ʠ ʨʝʟʦʥʠʨʫʶʱʝʡ ʩ ʝʛʦ ʯʫʚʩʪʚʘʤʠ ʞʠʚʦʡ ʧʨʠʨʦʜʦʡ.  

ʋʩʪʘʥʦʚʣʝʥʥʘʷ ʵʣʝʛʠʯʝʩʢʘʷ ʪʦʧʠʢʘ ʧʦʵʟʠʠ ɺ. ʄʘʪʝʷ ð ʪʠʧʠʯʥʳʝ ʦʙʨʘʟʳ, ʫʩʪʦʡʯʠʚʳʝ 

ʪʝʤʘʪʠʯʝʩʢʠʝ ʤʦʪʠʚʳ, ʮʠʪʘʪʘ ʠ ʪ.ʧ. ð ʥʝ ʤʦʛʣʘ ʥʝ ʦʪʨʘʟʠʪʴʩʷ ʥʘ ʤʫʟʳʢʘʣʴʥʦ-ʢʦʤʧʦʟʠʮʠʦʥʥʦʤ 

ʨʝʰʝʥʠʠ ʕʣʝʛʠʯʝʩʢʦʡ ʧʦʵʤʳ ð ʝʝ ʠʥʪʦʥʘʮʠʦʥʥʦ-ʪʝʤʘʪʠʯʝʩʢʦʡ ʦʩʥʦʚʝ, ʬʘʢʪʫʨʝ ʠ ʦʨʢʝʩʪʨʦʚʢʝ, 

ʞʘʥʨʦʚʳʭ ʧʨʠʟʥʘʢʘʭ. ʕʣʝʛʠʯʝʩʢʠʡ ʢʦʥʪʝʢʩʪ, ʩʬʦʨʤʠʨʦʚʘʥʥʳʡ ʠʟʙʨʘʥʥʳʤʠ ʧʦʵʪʠʯʝʩʢʠʤʠ 

ʩʪʨʦʢʘʤʠ, ʧʝʨʝʜʘʶʱʠʤʠ ʦʧʨʝʜʝʣʝʥʥʦʝ ʤʠʨʦʦʱʫʱʝʥʠʝ, ʧʦʪʨʝʙʦʚʘʣ ʦʪ ʢʦʤʧʦʟʠʪʦʨʘ 

ʩʦʦʪʚʝʪʩʪʚʫʶʱʝʡ ʤʫʟʳʢʘʣʴʥʦʡ ʧʦʵʪʠʢʠ. 

4. ʄʫʟʳʢʘʣʴʥʘʷ ʧʦʵʪʠʢʘ ʕʣʝʛʠʯʝʩʢʦʡ ʧʦʵʤʳ. ʂʦʤʧʦʟʠʪʦʨ ʘʢʪʫʘʣʠʟʠʨʫʝʪ ʩʦʩʪʦʷʥʠʝ 

ʩʦʟʝʨʮʘʪʝʣʴʥʦʩʪʠ, ʠʣʣʶʟʦʨʥʦʩʪʠ, ʩʦʟʜʘʚʘʝʤʦʝ ʙʣʘʛʦʜʘʨʷ ʧʝʨʝʯʠʩʣʝʥʥʳʤ ʦʙʨʘʟʘʤ ʧʦʵʪʠʯʝʩʢʦʛʦ 

ʪʝʢʩʪʘ, ʩ ʧʦʤʦʱʴʶ ʦʧʨʝʜʝʣʸʥʥʦʛʦ ʢʨʫʛʘ ʤʫʟʳʢʘʣʴʥʳʭ ʩʨʝʜʩʪʚ. ɽʜʠʥʩʪʚʦ ʥʘʩʪʨʦʝʥʠʷ ʠ 

ʚʘʨʠʘʪʠʚʥʦʩʪʴ ʠʟʙʨʘʥʥʦʡ ʪʝʤʳ ð ʚ ʜʘʥʥʦʤ ʩʣʫʯʘʝ ʥʶʘʥʩʠʨʦʚʢʘ ʵʣʝʛʠʯʝʩʢʦʛʦ ʩʦʩʪʦʷʥʠʷ, ð 

ʩʚʦʡʩʪʚʝʥʥʳʝ ʣʠʨʠʯʝʩʢʠʤ ʦʙʨʘʟʮʘʤ, ʦʙʝʩʧʝʯʠʚʘʶʪʩʷ ʟʚʫʢʦʚʳʩʦʪʥʦʡ ʠ ʠʥʪʦʥʘʮʠʦʥʥʦʡ 

ʦʨʛʘʥʠʟʘʮʠʝʡ ʕʣʝʛʠʯʝʩʢʦʡ ʧʦʵʤʳ. ʇʷʪʴ ʨʘʟʜʝʣʦʚ ʧʨʦʠʟʚʝʜʝʥʠʷ ʦʙʲʝʜʠʥʷʶʪʩʷ ʩʦʚʨʝʤʝʥʥʦʡ 

ʤʦʜʘʣʴʥʦʩʪʴʶ (ʥʝʦʤʦʜʘʣʴʥʦʩʪʴ), ʧʨʠʟʥʘʢʘʤʠ ʢʦʪʦʨʦʡ ʷʚʣʷʶʪʩʷ: ʣʠʥʝʘʨʥʘʷ ʢʦʦʨʜʠʥʘʮʠʷ 

ʦʨʢʝʩʪʨʦʚʦʡ ʪʢʘʥʠ, ʢʦʥʩʪʨʫʠʨʦʚʘʥʠʝ ʤʝʣʦʜʠʯʝʩʢʠʭ ʣʠʥʠʡ ʧʫʪʝʤ ʩʮʝʧʣʝʥʠʷ ʢʨʘʪʢʠʭ ʬʦʨʤʫʣ, 

ʣʘʜʦʚʘʷ ʧʝʨʝʤʝʥʥʦʩʪʴ, ʚʦʟʥʠʢʘʶʱʘʷ ʙʣʘʛʦʜʘʨʷ ʨʘʙʦʪʝ ʩ ʨʘʟʥʳʤʠ ʦʪʨʝʟʢʘʤʠ (ʩʧʝʢʪʨʘʤʠ) 

ʟʚʫʢʦʨʷʜʦʚ, ʚ ʪʦʤ ʯʠʩʣʝ ʠ ʭʨʦʤʘʪʠʟʠʨʦʚʘʥʥʳʭ, ʠ ʠʭ ʜʘʣʴʥʝʡʰʝʤʫ ʩʫʤʤʠʨʦʚʘʥʠʶ, ʥʝʩʤʦʪʨʷ ʥʘ 

ʦʪʩʫʪʩʪʚʠʝ ʩʪʘʙʠʣʴʥʳʭ ʟʚʫʢʦʨʷʜʥʳʭ ʤʦʜʝʣʝʡ.  

ʊʘʢʠʤ ʦʙʨʘʟʦʤ, ʚ ʇʦʵʤʝ ʚʳʷʚʣʷʝʪʩʷ ʟʦʥʘʣʴʥʦʝ ʦʩʤʳʩʣʝʥʠʝ ʟʚʫʢʦʚʦʛʦ ʧʨʦʩʪʨʘʥʩʪʚʘ ʥʘ 

ʦʩʥʦʚʝ ʦʪʜʝʣʴʥʳʭ ʩʝʛʤʝʥʪʦʚ, ʚ ʦʩʥʦʚʝ ʢʦʪʦʨʳʭ ʤʦʛʫʪ ʣʝʞʘʪʴ ʫʟʢʦʦʙʲʝʤʥʳʝ ʘʨʭʘʠʯʝʩʢʠʝ 

ʩʪʨʫʢʪʫʨʳ (ʩʝʢʫʥʜʦʚʳʝ ʠ ʪʨʠʭʦʨʜʦʚʳʝ ʢʦʥʩʪʨʫʢʮʠʠ). ʀʭ ʠʥʪʦʥʘʮʠʦʥʥʦʝ ʦʩʤʳʩʣʝʥʠʝ ʧʦʨʦʞʜʘʝʪ 

ʚʘʨʠʘʪʠʚʥʳʝ ʩʝʢʫʥʜʦʚʦ-ʪʝʨʮʦʚʳʝ ʬʦʨʤʫʣʳ ʩ ʪʝʨʮʦʚʦ-ʢʚʘʨʪʦʚʦʡ ʦʩʥʦʚʦʡ, ʢʘʢ ʥʘʧʨʠʤʝʨ, ʧʝʨʚʳʡ 

ʞʝ ʤʦʪʠʚ ʢʣʘʨʥʝʪʦʚ aïgisïfïfis (ʚ ʯʠʩʣʦʚʦʤ ʚʳʨʘʞʝʥʠʠ ð 131, ʛʜʝ ʝʜʠʥʠʮʘ ʨʘʚʥʘ ʧʦʣʫʪʦʥʫ) ʠʣʠ 

ʧʝʨʚʳʭ ʩʢʨʠʧʦʢ, ʜʫʙʣʠʨʦʚʘʥʥʳʭ ʬʣʝʡʪʘʤʠ ʚ ʥʦʚʦʤ ʟʚʫʢʦʚʦʤ ʩʝʛʤʝʥʪʝ d ïcis ïh ïc (121), ʘ ʪʘʢʞʝ 

ʝʛʦ ʚʘʨʠʘʥʪ ʫ ʚʩʪʫʧʠʚʰʝʛʦ ʛʦʣʦʩʘ hïdïcisïd (311) ʩ ʜʫʙʣʠʨʦʚʘʥʥʳʤ ʧʨʦʜʦʣʞʝʥʠʝʤ ʫ ʬʣʝʡʪ dï

cisïaisïh (131). ɿʘʤʝʪʠʤ, ʯʪʦ ʩ ʧʝʨʚʳʭ ʞʝ ʪʘʢʪʦʚ ʧʨʦʠʟʚʝʜʝʥʠʷ ʧʨʝʦʙʣʘʜʘʶʪ ʤʦʪʠʚʳ 

ʥʠʩʭʦʜʷʱʝʛʦ ʤʝʣʦʜʠʯʝʩʢʦʛʦ ʧʨʦʬʠʣʷ, ʥʘʯʘʣʦ ʵʣʝʤʝʥʪʦʚ ʩ ʤʝʣʦʜʠʯʝʩʢʦʡ ʚʝʨʰʠʥʳ, ʯʪʦ ʧʨʠ 

ʪʠʭʦʡ ʜʠʥʘʤʠʢʝ, ʨʘʟʨʝʞʝʥʥʦʡ ʬʘʢʪʫʨʝ ʩ ʥʝʙʦʣʴʰʠʤ ʢʦʣʠʯʝʩʪʚʦʤ ʟʚʫʢʦʚʳʭ ʩʦʙʳʪʠʡ 

ʩʧʦʩʦʙʩʪʚʫʝʪ ʩʦʟʜʘʥʠʶ ʵʣʝʛʠʯʝʩʢʦʛʦ ʭʘʨʘʢʪʝʨʘ. 

ʇʦʜʦʙʥʦʝ ʦʩʤʳʩʣʝʥʠʝ ʣʘʜʦʚʦʛʦ ʧʨʦʩʪʨʘʥʩʪʚʘ ʚ ʇʦʵʤʝ ʠʤʝʝʪ, ʢʘʢ ʤʠʥʠʤʫʤ, ʜʚʘ ʧʨʷʤʳʭ 

ʩʣʝʜʩʪʚʠʷ: ʩʦʯʝʪʘʥʠʝ ʨʘʟʥʳʭ ʣʘʜʦʚʳʭ ʩʝʛʤʝʥʪʦʚ ʫ ʠʥʩʪʨʫʤʝʥʪʦʚ ʚ ʦʨʢʝʩʪʨʦʚʦʡ ʬʘʢʪʫʨʝ ʧʨʠ 

ʣʠʥʝʘʨʥʦ-ʤʝʣʦʜʠʯʝʩʢʦʡ ʢʦʦʨʜʠʥʘʮʠʠ ʠʭ, ʢʘʢ ʧʨʘʚʠʣʦ, ʩ ʫʯʘʩʪʠʝʤ ʛʝʪʝʨʦʬʦʥʠʠ, ʧʨʦʠʟʚʦʜʠʪ 

ʵʬʬʝʢʪ ʧʦʣʠʤʦʜʘʣʴʥʦʩʪʠ (ʥʘʧʨʠʤʝʨ, ʚ ʪʨʝʪʴʝʤ ʨʘʟʜʝʣʝ, ʪ.127ï166). ʂʨʦʤʝ ʪʦʛʦ, ʧʨʠ ʦʙʱʝʡ 

ʚʘʨʠʘʥʪʥʦʩʪʠ ʢʘʢ ʦʩʥʦʚʥʦʛʦ ʧʨʠʥʮʠʧʘ ʨʘʟʚʠʪʠʷ, ʥʘʣʦʞʝʥʠʷ ʤʦʪʠʚʦʚ ʨʘʟʣʠʯʥʦʡ ʩʪʨʫʢʪʫʨʳ, 

ʨʝʘʣʴʥʳʝ ʣʠʙʦ ʛʠʧʦʪʝʪʠʯʝʩʢʠ ʨʝʟʫʣʴʪʠʨʫʶʱʠʝ, ʧʨʠʚʦʜʷʪ ʢ ʢʦʥʝʯʥʦʤʫ ʨʝʟʫʣʴʪʘʪʫ ð 

ʩʫʤʤʘʨʥʦʤʫ 9ï12-ʪʦʥʦʚʦʤʫ ʟʚʫʢʦʨʷʜʥʦʤʫ ʩʦʩʪʘʚʫ. ʅʘʢʦʥʝʮ, ʥʘ ʢʦʤʧʦʟʠʮʠʦʥʥʦʤ ʫʨʦʚʥʝ ʪʘʢʦʛʦ 

ʨʦʜʘ ʤʦʜʘʣʴʥʦ-ʤʝʣʦʜʠʯʝʩʢʠʡ ʤʫʟʳʢʘʣʴʥʳʡ ʤʘʪʝʨʠʘʣ ʪʷʛʦʪʝʝʪ ʢ ʬʘʟʦʚʦʤʫ ʧʨʠʥʮʠʧʫ 

ʦʨʛʘʥʠʟʘʮʠʠ, ʧʨʦʭʦʜʷ ʥʝʩʢʦʣʴʢʦ ʵʪʘʧʦʚ ʚ ʩʚʦʝʤ ʨʘʟʚʝʨʪʳʚʘʥʠʠ, ʯʪʦ ʧʦʣʥʦʩʪʴʶ ʩʦʦʪʚʝʪʩʪʚʫʝʪ 

ʘʚʪʦʨʩʢʦʡ ʢʦʥʮʝʧʮʠʠ ʩʦʯʠʥʝʥʠʷ, ʧʨʦʷʩʥʷʝʤʦʡ ʝʝ ʧʦʵʪʠʯʝʩʢʦʡ ʦʩʥʦʚʦʡ, ʪʝʢʩʪʦʤ ʘʥʥʦʪʘʮʠʠ ʠ 

ʟʘʛʣʘʚʠʝʤ. 

ɽʱʝ ʦʜʥʘ ʦʙʣʘʩʪʴ ʚʳʨʘʟʠʪʝʣʴʥʳʭ ʩʨʝʜʩʪʚ, ʢ ʢʦʪʦʨʦʡ ʦʙʨʘʪʠʣʩʷ ɻ. ʏʦʙʘʥʫ ʚ ʩʚʦʝʡ ʇʦʵʤʝ 

ʜʣʷ ʚʦʧʣʦʱʝʥʠʷ ʵʣʝʛʠʯʝʩʢʦʡ ʦʙʨʘʟʥʦʩʪʠ ð ʵʪʦ ʝʝ ʦʨʠʛʠʥʘʣʴʥʦʝ ʪʝʤʙʨʦʚʦ-ʬʘʢʪʫʨʥʦʝ ʨʝʰʝʥʠʝ, 

ʦʪʨʘʞʘʶʱʝʝ ʦʜʥʫ ʠʟ ʦʩʥʦʚʥʳʭ ʪʝʥʜʝʥʮʠʡ ʢʦʤʧʦʟʠʪʦʨʩʢʦʛʦ ʧʦʠʩʢʘ ʚ ʦʙʣʘʩʪʠ ʦʙʥʦʚʣʝʥʠʷ 

ʪʝʤʙʨʦʢʦʣʦʨʠʪʘ ʦʨʢʝʩʪʨʦʚʦʡ ʪʢʘʥʠ ʚ ʍʍ ʚʝʢʝ. ʊʱʘʪʝʣʴʥʘʷ, ʜʝʪʘʣʴʥʘʷ ʧʨʦʨʘʙʦʪʢʘ ʦʨʢʝʩʪʨʦʚʦʡ 

ʬʘʢʪʫʨʳ, ʚʥʠʤʘʥʠʝ ʢ ʤʝʣʴʯʘʡʰʠʤ ʝʝ ʵʣʝʤʝʥʪʘʤ, ʥʝʩʦʤʥʝʥʥʦ, ʧʦʚʣʠʷʣʠ ʥʘ ʪʝʤʙʨʦʚʫʶ 

ʢʨʘʩʦʯʥʦʩʪʴ ʧʨʦʠʟʚʝʜʝʥʠʷ.  
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ɼʣʷ ʩʦʟʜʘʥʠʷ ʦʱʫʱʝʥʠʷ ʟʳʙʢʦʡ ʪʫʤʘʥʥʦʩʪʠ, ʧʝʨʝʜʘʯʠ ʩʦʩʪʦʷʥʠʷ ʚʠʜʝʥʠʷ-

ʚʦʩʧʦʤʠʥʘʥʠʷ, ʫʩʠʣʠʚʘʶʱʝʛʦ ʘʩʩʦʮʠʘʪʠʚʥʦʩʪʴ, ʢʦʤʧʦʟʠʪʦʨ ʟʘʜʝʡʩʪʚʦʚʘʣ ʩʦʚʨʝʤʝʥʥʳʝ 

ʪʝʤʙʨʦʢʦʣʦʨʠʩʪʠʯʝʩʢʠʝ ʩʚʦʡʩʪʚʘ ʦʨʢʝʩʪʨʦʚʦʡ ʪʢʘʥʠ, ʚʦʩʧʦʣʴʟʦʚʘʚʰʠʩʴ ʧʨʠʝʤʦʤ ʨʘʟʜʝʣʝʥʠʷ 

(divisi) ʩʪʨʫʥʥʳʭ ʥʘ ʙʦʣʴʰʦʝ ʢʦʣʠʯʝʩʪʚʦ ʣʠʥʠʡ ð ʦʜʥʠʤ ʠʟ ʧʨʠʤʝʯʘʪʝʣʴʥʳʭ ʬʘʢʪʫʨʥʳʭ 

ʧʨʠʝʤʦʚ ʚ ʤʫʟʳʢʝ ʚʪʦʨʦʡ ʧʦʣʦʚʠʥʳ ʍʍ ʚ. ʂʘʢ ʠʟʚʝʩʪʥʦ, ʩʪʨʫʥʥʳʡ ʢʚʠʥʪʝʪ ʚ ʦʨʢʝʩʪʨʝ ð ʚʧʦʣʥʝ 

ʩʘʤʦʜʦʩʪʘʪʦʯʥʘʷ ʛʨʫʧʧʘ, ʥʝʙʳʚʘʣʦ ʛʠʙʢʘʷ ʠ ʧʦʜʚʠʞʥʘʷ, ʩʧʦʩʦʙʥʘʷ ʠʩʧʦʣʥʷʪʴ ʥʝ ʪʦʣʴʢʦ 

ʤʝʣʦʜʠʯʝʩʢʠʝ ʣʠʥʠʠ, ʥʦ ʠ ʩʦʧʨʦʚʦʞʜʘʪʴ ʠʭ ʤʥʦʛʦʟʚʫʯʥʳʤʠ ʩʦʯʝʪʘʥʠʷʤʠ ʙʝʟ ʧʨʠʤʝʥʝʥʠʷ divisi. 

ʆʥʦ, ʩʦʛʣʘʩʥʦ ʅ. ʈʠʤʩʢʦʤʫ-ʂʦʨʩʘʢʦʚʫ, ʚʩʪʨʝʯʘʝʪʩʷ ʧʨʝʠʤʫʱʝʩʪʚʝʥʥʦ ʥʘ p, ʪ.ʢ. ʫʤʝʥʴʰʘʝʪ ʩʠʣʫ 

ʟʚʫʯʘʥʠʷ ʩʪʨʫʥʥʳʭ, ʢʨʦʤʝ ʪʦʛʦ, ʯʘʱʝ ʚʩʪʨʝʯʘʝʪʩʷ ʜʝʣʝʥʠʝ ʥʘ 2 ʧʘʨʪʠʠ, ʘ ʚ ʧʘʨʪʠʪʫʨʝ ɻ. ʏʦʙʘʥʫ 

ð ʦʪ 2 ʜʦ 5.  

Divisi ʩʪʨʫʥʥʳʭ, ʢʨʦʤʝ ʧʘʨʪʠʡ ʚʠʦʣʦʥʯʝʣʠ ʠ ʢʦʥʪʨʘʙʘʩʘ, ʧʦʷʚʣʷʝʪʩʷ ʩ ʧʝʨʚʳʭ ʪʘʢʪʦʚ 

ʧʨʦʠʟʚʝʜʝʥʠʷ, ʩʦʟʜʘʚʘʷ ʵʬʬʝʢʪ ʘʢʚʘʨʝʣʴʥʦʡ ʟʚʫʯʥʦʩʪʠ, ʢʦʪʦʨʳʡ ʩʦʭʨʘʥʷʝʪʩʷ ʠ ʚ ʜʘʣʴʥʝʡʰʝʤ. 

ʈʦʣʴ ʵʪʦʛʦ ʦʨʢʝʩʪʨʦʚʦʛʦ ʧʨʠʝʤʘ ʦʩʦʙʝʥʥʦ ʚʦʟʨʘʩʪʘʝʪ ʚ ʪʨʝʪʴʝʤ ʨʘʟʜʝʣʝ (ʥʘʯʠʥʘʷ ʩ ʪ.127), ʛʜʝ 

ʧʘʨʪʠʠ ʧʝʨʚʳʭ ʠ ʚʪʦʨʳʭ ʩʢʨʠʧʦʢ ʜʝʣʷʪʩʷ ʩʦʦʪʚʝʪʩʪʚʝʥʥʦ ʥʘ 5 ʠ 4 ʣʠʥʠʠ. ʇʨʠ 

ʘʢʪʠʚʠʟʠʨʦʚʘʚʰʝʤʩʷ ʨʠʪʤʠʯʝʩʢʦʤ ʜʚʠʞʝʥʠʠ ʰʝʩʪʥʘʜʮʘʪʳʤʠ ʜʣʠʪʝʣʴʥʦʩʪʷʤʠ ʢʦʤʧʦʟʠʪʦʨ 

ʜʦʙʠʚʘʣʩʷ ʥʝʦʙʭʦʜʠʤʦʛʦ ʝʤʫ ʙʦʣʝʝ ʧʨʦʟʨʘʯʥʦʛʦ ʟʚʫʯʘʥʠʷ, ʚ ʩʦʯʝʪʘʥʠʠ ʩ ʪʠʭʦʡ ʜʠʥʘʤʠʢʦʡ, 

ʚʳʧʠʩʘʥʥʳʤ ʫʢʘʟʘʥʠʝʤ senza accenti ʠ ʥʝʧʣʦʪʥʳʤ ʨʘʩʧʦʣʦʞʝʥʠʝʤ ʛʦʣʦʩʦʚ. ʕʪʦʪ ʧʣʘʩʪ 

ʜʫʙʣʠʨʫʝʪʩʷ ʚʳʩʦʢʠʤʠ ʜʝʨʝʚʷʥʥʳʤʠ ʜʫʭʦʚʳʤʠ (ʬʣʝʡʪʳ ʩ ʢʣʘʨʥʝʪʘʤʠ), ʚ ʢʦʪʦʨʳʭ ʣʠʥʠʠ ʪʘʢʞʝ 

ʨʘʟʜʝʣʝʥʳ ʤʝʞʜʫ ʪʨʝʤʷ ʘʪʦʤʠʟʠʨʦʚʘʥʥʳʤʠ ʧʘʨʪʠʷʤʠ ʙʣʘʛʦʜʘʨʷ ʢʨʘʪʢʦʩʪʠ ʤʝʣʦʜʠʯʝʩʢʠʭ 

ʤʦʪʠʚʦʚ ʠ ʬʨʘʟ, ʨʘʟʜʝʣʝʥʥʳʭ ʯʘʩʪʳʤʠ ʧʘʫʟʘʤʠ, ʩʧʣʘʥʠʨʦʚʘʥʥʳʤʠ ʢ ʪʦʤʫ ʞʝ ʚ ʜʠʘʛʦʥʘʣʴʥʦʤ 

ʧʦʨʷʜʢʝ.  

ʅʝʩʤʦʪʨʷ ʥʘ ʨʘʟʜʝʣʝʥʠʝ ʛʨʫʧʧʳ ʧʝʨʚʳʭ ʠ ʚʪʦʨʳʭ ʩʢʨʠʧʦʢ ʚʥʘʯʘʣʝ ʥʘ ʩʝʤʴ, ʘ ʟʘʪʝʤ ʠ ʥʘ 

ʜʝʚʷʪʴ ʩʘʤʦʩʪʦʷʪʝʣʴʥʳʭ ʛʦʣʦʩʦʚ, ʦʱʫʱʝʥʠʷ ʧʨʝʜʝʣʴʥʦʡ ʤʝʣʦʜʠʟʘʮʠʠ ʦʨʢʝʩʪʨʦʚʦʛʦ ʟʚʫʯʘʥʠʷ ʥʝ 

ʚʦʟʥʠʢʘʝʪ. ʆʙʲʷʩʥʝʥʠʝʤ ʩʣʫʞʘʪ ʦʩʦʙʝʥʥʦʩʪʠ ʠʥʪʦʥʘʮʠʦʥʥʥʦ-ʪʝʤʘʪʠʯʝʩʢʦʛʦ ʤʘʪʝʨʠʘʣʘ 

(ʩʝʢʫʥʜʦʚʦ-ʪʝʨʮʦʚʳʡ ʢʦʤʧʣʝʢʩ), ʢʦʪʦʨʳʡ ʥʝ ʩʪʨʝʤʠʪʩʷ ʢ ʤʝʣʦʜʠʯʝʩʢʦʡ ʷʨʢʦʩʪʠ, 

ʟʘʧʦʤʠʥʘʝʤʦʩʪʠ, ʘ ʪʘʢʞʝ ʬʘʢʪʫʨʥʳʡ ʧʨʠʝʤ, ʦʙʝʩʧʝʯʠʚʰʠʡ ʠʩʢʦʤʦʝ ʢʘʯʝʩʪʚʦ ʟʚʫʢʦʚʦʛʦ ʦʙʨʘʟʘ 

ʧʨʠʛʣʫʰʝʥʥʦʛʦ, ʩʥʦʚʠʜʝʥʯʝʩʢʦʛʦ, ʠʣʣʶʟʦʨʥʦʛʦ ʭʘʨʘʢʪʝʨʘ, ð ʦʨʢʝʩʪʨʦʚʦ-ʘʥʩʘʤʙʣʝʚʘʷ 

ʛʝʪʝʨʦʬʦʥʠʷ. ɺʦʟʤʦʞʥʦʩʪʴ ʨʘʟʜʝʣʝʥʠʷ ʧʘʨʪʠʡ ʩʪʨʫʥʥʳʭ divisi ʠʩʧʦʣʴʟʫʝʪʩʷ ʢʦʤʧʦʟʠʪʦʨʦʤ ʚ 

ʮʝʣʷʭ ʩʦʟʜʘʥʠʷ ʛʝʪʝʨʦʬʦʥʥʳʭ ʣʠʥʠʡ ʫʥʠʩʦʥʥʦ-ʚʘʨʠʘʥʪʥʦʛʦ ʪʠʧʘ, ʘ ʥʝ ʜʣʷ ʫʩʠʣʝʥʠʷ 

ʛʘʨʤʦʥʠʯʝʩʢʦʛʦ ʟʚʫʯʘʥʠʷ.  

ʉʦʯʝʪʘʥʠʝ ʥʝʩʧʝʰʥʦʛʦ ʜʚʠʞʝʥʠʷ ʠ ʩʪʘʪʠʢʠ, ʤʠʥʠʤʘʣʴʥʦʡ ʟʚʫʢʦʚʦʡ ʩʦʙʳʪʠʡʥʦʩʪʠ, 

ʨʘʟʨʝʞʝʥʥʦʩʪʠ ʠ ʧʦʚʪʦʨʥʦʩʪʠ ʦʙʝʩʧʝʯʠʚʘʝʪ ʫʥʠʢʘʣʴʥʳʡ ʟʚʫʢʦʚʦʡ ʵʬʬʝʢʪ. ʆʥ ʩʦʭʨʘʥʷʝʪʩʷ ʠ ʧʨʠ 

ʫʩʠʣʝʥʠʠ ʬʠʛʫʨʘʮʠʦʥʥʦʛʦ ʜʚʠʞʝʥʠʷ ʰʝʩʪʥʘʜʮʘʪʳʭ ʚ ʚʝʨʭʥʝʤ ʨʝʛʠʩʪʨʝ ʚʦ ʚʪʦʨʦʤ ʨʘʟʜʝʣʝ 

(ʥʘʯʠʥʘʷ ʩ ʪ.40), ʘ ʪʘʢʞʝ ʚ ʪʨʝʪʴʝʤ (ʩ ʪ.127). ʇʣʘʩʪ, ʦʙʨʘʟʦʚʘʥʥʳʡ ʥʘʣʦʞʝʥʠʝʤ ʨʘʟʥʳʭ ʟʚʫʢʦʚʳʭ 

ʣʠʥʠʡ ʚ ʚʝʨʭʥʝʤ ʦʨʢʝʩʪʨʦʚʦʤ ʨʝʛʠʩʪʨʝ, ʩʪʘʥʦʚʠʪʩʷ ʬʦʥʦʤ ʜʣʷ ʦʪʜʝʣʴʥʳʭ ʟʚʫʢʦʚʳʭ ʚʩʧʳʰʝʢ 

ʥʠʟʢʠʭ ʠʥʩʪʨʫʤʝʥʪʦʚ, ʟʘʜʝʨʞʠʚʘʝʤʳʭ ʥʘ ʧʝʜʘʣʠ, ð ʬʘʛʦʪʘ ʩ ʢʦʥʪʨʘʬʘʛʦʪʦʤ, ʚʠʦʣʦʥʯʝʣʝʡ ʩ 

ʢʦʥʪʨʘʙʘʩʘʤʠ ʠ ʚʘʣʪʦʨʥ ʩ ʪʫʙʦʡ. ʄʥʦʛʦʤʝʨʥʦʩʪʴ ʟʚʫʢʦʚʦʛʦ ʧʨʦʩʪʨʘʥʩʪʚʘ ʝʱʝ ʙʦʣʝʝ ʫʩʠʣʠʚʘʝʪʩʷ 

ʙʣʘʛʦʜʘʨʷ ʧʨʠʩʦʝʜʠʥʷʝʤʦʤʫ ʪʝʤʙʨʫ ʢʦʣʦʢʦʣʴʯʠʢʦʚ. 

ʊʦʥʢʫʶ ʠʣʣʶʟʠʶ çʢʨʘʩʦʢ, ʠʩʯʝʟʘʶʱʠʭ ʚ ʫʪʨʝʥʥʝʤ ʪʫʤʘʥʝè, ʩʦʟʜʘʝʪ ʦʱʫʱʝʥʠʝ 

ʜʚʠʞʝʥʠʷ ʚ ʨʘʟʥʳʭ ʧʣʦʩʢʦʩʪʷʭ, ʦʙʨʘʟʫʶʱʝʝʩʷ ʚ ʨʝʟʫʣʴʪʘʪʝ ʩʧʝʮʠʬʠʯʝʩʢʦʡ ʬʦʨʤʳ ʬʘʢʪʫʨʥʦ-

ʨʠʪʤʠʯʝʩʢʦʛʦ ʠʟʣʦʞʝʥʠʷ. Divisi ʩʢʨʠʧʦʢ ʠ ʬʣʝʡʪ ʩ ʢʣʘʨʥʝʪʘʤʠ, ʚʘʨʠʘʥʪʥʘʷ ʛʝʪʝʨʦʬʦʥʠʷ 

ʩʦʯʝʪʘʶʪʩʷ ʚ ʜʘʥʥʦʤ ʨʘʟʜʝʣʝ ʩ ʚʘʨʴʠʨʦʚʘʥʥʦʡ ʦʩʪʠʥʘʪʥʦʩʪʴʶ. ʀʟʦʨʠʪʤʠʯʝʩʢʦʝ ʦʩʪʠʥʘʪʦ 

ʩʢʣʘʜʳʚʘʝʪʩʷ ʠʟ ʜʚʘʜʮʘʪʠʢʨʘʪʥʦʛʦ ʥʝʠʟʤʝʥʥʦʛʦ ʧʦʚʪʦʨʝʥʠʷ ʜʚʫʭʪʘʢʪʥʳʭ ʤʝʣʦʜʠʢʦ-

ʨʠʪʤʠʯʝʩʢʠʭ ʬʦʨʤʫʣ ʚ ʢʘʞʜʦʡ ʠʟ ʜʝʚʷʪʠ ʨʘʟʣʠʯʥʳʭ ʣʠʥʠʡ, ʩʬʦʨʤʠʨʦʚʘʥʥʳʭ ʧʷʪʥʘʜʮʘʪʴʶ 

ʦʨʢʝʩʪʨʦʚʳʤʠ ʧʘʨʪʠʷʤʠ (ʥʘ ʦʩʥʦʚʝ ʜʫʙʣʠʨʦʚʦʢ ʠ divisi). ʅʝʩʤʦʪʨʷ ʥʘ ʚʘʨʠʘʥʪʥʦʝ ʩʦʦʪʥʦʰʝʥʠʝ 

ʙʦʣʴʰʠʥʩʪʚʘ ʫʯʘʩʪʚʫʶʱʠʭ ʣʠʥʠʡ, ʨʝʘʣʠʟʫʶʱʠʭ ʠʜʝʶ ʛʝʪʝʨʦʬʦʥʥʦʛʦ ʤʥʦʛʦʛʦʣʦʩʠʷ, ʘ ʪʘʢʞʝ 

ʢʨʘʪʢʦʩʪʴ ʦʩʪʠʥʘʪʥʦʡ ʬʦʨʤʫʣʳ ʠ ʝʝ, ʢʘʢ ʧʨʘʚʠʣʦ, ʬʠʛʫʨʘʮʠʦʥʥʳʡ ʭʘʨʘʢʪʝʨ, ʚʦʟʥʠʢʘʝʪ 
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ʦʱʫʱʝʥʠʝ ʚʥʫʪʨʝʥʥʝʛʦ ʩʚʦʙʦʜʥʦʛʦ ʜʚʠʞʝʥʠʷ, ʧʦʩʢʦʣʴʢʫ ʥʘʣʦʞʝʥʠʝ ʵʪʠʭ ʣʠʥʠʡ ʧʨʠʚʦʜʠʪ ʢ 

ʧʨʠʭʦʪʣʠʚʦʡ ʟʚʫʢʦʚʦʡ ʠ ʨʠʪʤʠʯʝʩʢʦʡ ʠʛʨʝ. ɺ ʮʝʣʦʤ, ʦʪʤʝʪʠʤ ʙʦʣʴʰʫʶ ʥʘʛʨʫʟʢʫ ʥʘ ʩʪʨʫʥʥʳʝ ʠ 

ʜʝʨʝʚʷʥʥʳʝ ʜʫʭʦʚʳʝ ʠʥʩʪʨʫʤʝʥʪʳ, ʚʳʩʪʫʧʘʶʱʠʝ, ʢʘʢ ʧʨʘʚʠʣʦ, ʚ ʢʦʤʙʠʥʘʮʠʷʭ, ʢʦʪʦʨʳʝ 

ʦʙʝʩʧʝʯʠʚʘʶʪ ʥʝʦʙʭʦʜʠʤʳʭ ʧʦ ʟʘʤʳʩʣʫ ʢʦʤʧʦʟʠʪʦʨʘ ʵʬʬʝʢʪ ʵʣʝʛʠʯʥʦʩʪʠ. 

ʂʨʫʛ ʤʫʟʳʢʘʣʴʥʳʭ ʩʨʝʜʩʪʚ, ʚʳʷʚʣʝʥʥʳʭ ʚ ʕʣʝʛʠʯʝʩʢʦʡ ʧʦʵʤʝ, ʚʧʦʣʥʝ ʩʦʦʪʚʝʪʩʪʚʫʝʪ 

ʘʨʩʝʥʘʣʫ ʚʦʧʣʦʱʝʥʠʷ ʵʣʝʛʠʯʝʩʢʦʛʦ ʤʦʜʫʩʘ, ʦʭʘʨʘʢʪʝʨʠʟʦʚʘʥʥʦʤʫ ʀ. ʄʘʨʠʯʝʚʦʡ ð ʨʦʩʩʠʡʩʢʠʤ 

ʠʩʩʣʝʜʦʚʘʪʝʣʝʤ ʵʣʝʛʠʡ ʚ ʨʫʩʩʢʦʡ ʤʫʟʳʢʝ, ʚ ʪʦʤ ʯʠʩʣʝ: ʦʙʱʝʝ ʧʨʠʛʣʫʰʝʥʥʦʝ ʟʚʫʯʘʥʠʝ, ʦʨʛʘʥʥʳʡ 

ʧʫʥʢʪ (ʧʝʜʘʣʠ) ʠ ʦʩʪʠʥʘʪʦ, ʨʦʚʥʳʡ ʨʠʪʤ ʬʠʛʫʨʘʮʠʡ ʩʦʧʨʦʚʦʞʜʝʥʠʷ ʠ ʨʝʜʢʠʝ ʩʤʝʥʳ ʛʘʨʤʦʥʠʠ, 

ʧʨʝʦʙʣʘʜʘʥʠʝ ʥʠʩʭʦʜʷʱʝʛʦ ʜʚʠʞʝʥʠʷ ʚ ʤʝʣʦʜʠʠ, çʤʦʪʠʚʳ ʚʟʜʦʭʘè (ʥʠʩʭʦʜʷʱʠʝ ʩʝʢʫʥʜʳ), 

ʚʦʩʭʦʜʷʱʠʝ ʢ ʘʨʠʠ lamento, ʟʘʜʝʨʞʘʥʠʷ (ʢʘʤʙʠʘʪʘ) ʠ ʤʝʣʦʜʠʠ, ʧʨʝʨʳʚʘʝʤʳʝ ʧʘʫʟʘʤʠ ʚ ʮʝʣʦʤ, 

ʭʨʦʤʘʪʠʟʘʮʠʷ, ʪʝʤʙʨʳ ʬʣʝʡʪʳ ʠ ʛʦʙʦʷ ʢʘʢ çʪʝʤʙʨʦʚʳʝ ʪʦʧʦʩʳ ʵʣʝʛʠʠè, ʙʦʣʴʰʘʷ ʨʦʣʴ ʩʪʨʫʥʥʳʭ 

ʢʘʢ ʥʦʩʠʪʝʣʝʡ ʤʝʣʦʜʠʯʝʩʢʦʛʦ ʥʘʯʘʣʘ ʠ ʪ.ʧ. ʇʨʠ ʵʪʦʤ ʠʩʩʣʝʜʦʚʘʪʝʣʴ ʦʧʨʝʜʝʣʷʶʱʝʝ ʟʥʘʯʝʥʠʝ 

ʦʪʜʘʝʪ çʪʦʧʦʩʫ ʵʣʝʛʠʯʝʩʢʦʛʦ ʚʨʝʤʝʥʠè, ʢʦʪʦʨʦʝ ʪʨʘʢʪʫʝʪʩʷ ʢʘʢ çʩʦʧʦʩʪʘʚʣʝʥʠʝ ʜʚʫʭ ʦʙʨʘʟʦʚ 

ʚʨʝʤʝʥʠ ð ʮʠʢʣʠʯʝʩʢʦʛʦ ʠ ʚʝʢʪʦʨʥʦʛʦè [8, ʩ.16]. ʀʤʝʥʥʦ ʚ ʥʝʤ, ʧʦ ʤʥʝʥʠʶ ʠʩʩʣʝʜʦʚʘʪʝʣʷ, 

çʥʘʭʦʜʷʪ ʚʳʨʘʞʝʥʠʝ ʢʦʥʩʪʘʥʪʳ ʞʘʥʨʘ, ʚʦʩʭʦʜʷʱʠʝ ʢ ʘʨʭʝʪʠʧʫ [ʨʠʪʫʘʣʴʥʦʤʫ ʧʣʘʯʫ ð ʀ. ʏ.-ʉ.]: 

ʜʚʘ ʤʠʨʘ, ʧʝʨʝʭʦʜ ʠʟ ʦʜʥʦʛʦ ʚ ʜʨʫʛʦʡ, ʤʝʥʷʶʱʘʷʩʷ ʩʫʱʥʦʩʪʴè ʯʝʣʦʚʝʢʘ [8, ʩ.18]. ʉʦʧʦʩʪʘʚʣʝʥʠʝ 

ʜʚʫʭ ʪʠʧʦʚ ʚʨʝʤʝʥʠ-ʧʨʦʩʪʨʘʥʩʪʚʘ ʥʝʨʝʜʢʦ ʦʪʨʘʞʘʝʪʩʷ ʚ ʢʦʤʧʦʟʠʮʠʠ ʠ ʘʨʭʠʪʝʢʪʦʥʠʢʝ 

ʤʫʟʳʢʘʣʴʥʳʭ ʵʣʝʛʠʡ. 

5. ʊʨʘʢʪʦʚʢʘ ʜʦʡʥʳ. ɺ ʩʚʷʟʠ ʩ ʵʪʠʤ ʦʩʦʙʦʛʦ ʚʥʠʤʘʥʠʷ ʟʘʩʣʫʞʠʚʘʝʪ ʬʘʢʪ ʚʢʣʶʯʝʥʠʷ 

ʧʦʜʣʠʥʥʦʛʦ ʬʦʣʴʢʣʦʨʥʦʛʦ ʦʙʨʘʟʮʘ ð ʜʦʡʥʳ (ʜʦʡʥʦʦʙʨʘʟʥʦʡ ʧʝʩʥʠ) ʚ ʕʣʝʛʠʯʝʩʢʫʶ ʧʦʵʤʫ. 

ɸʫʪʝʥʪʠʯʥʘʷ, ʩʦʣʴʥʘʷ, ʥʝʘʢʢʦʤʧʘʥʠʨʦʚʘʥʥʘʷ ʬʦʨʤʘ ʧʦʜʘʯʠ ʮʠʪʘʪʳ ʦʙʫʩʣʦʚʠʣʘ ʩʦʭʨʘʥʝʥʠʝ ʚʩʝʭ 

ʝʝ ʩʫʱʥʦʩʪʥʳʭ ʧʨʠʟʥʘʢʦʚ: ʙʝʟʘʢʮʝʥʪʥʳʡ ʠ ʥʝʩʠʤʤʝʪʨʠʯʥʳʡ ʨʠʪʤ (parlando rubato), ʩʚʦʙʦʜʥʦ 

ʣʴʶʱʘʷʩʷ, ʦʪʨʘʞʘʶʱʘʷ ʜʫʰʝʚʥʳʝ ʧʦʨʳʚʳ ʤʝʣʦʜʠʷ, ʥʝʨʝʜʢʦ ʥʠʩʭʦʜʷʱʝʛʦ ʧʨʦʬʠʣʷ, ʚʦʟʤʦʞʥʦ ʩ 

ʧʣʘʯʝʚʳʤʠ ʥʠʩʧʘʜʘʶʱʠʤʠ ʠʥʪʦʥʘʮʠʷʤʠ, ʩʚʦʙʦʜʥʘʷ ʬʦʨʤʘ, ʯʪʦ ʚʧʦʣʥʝ ʚʧʠʩʳʚʘʝʪʩʷ ʚ ʦʙʱʫʶ 

ʵʣʝʛʠʯʝʩʢʫʶ ʢʦʥʮʝʧʮʠʶ ʧʨʦʠʟʚʝʜʝʥʠʷ. 

ɺ ʪʝʢʩʪʝ ʘʚʪʦʨʩʢʦʡ ʜʦʡʥʳ ʤʦʞʥʦ ʦʙʥʘʨʫʞʠʪʴ ʩʣʝʜʳ ʝʱʝ ʦʜʥʦʛʦ ʩʣʦʷ ʦʙʨʘʟʥʳʭ 

ʧʨʝʜʩʪʘʚʣʝʥʠʡ ʦ ʤʠʨʝ ð ʭʨʠʩʪʠʘʥʩʢʠʭ ʨʝʤʠʥʠʩʮʝʥʮʠʡ. ʆʥʠ ʩʚʷʟʘʥʳ ʥʝ ʪʦʣʴʢʦ ʩ ʧʨʷʤʳʤ 

ʫʧʦʤʠʥʘʥʠʝʤ ʦʜʥʦʛʦ ʠʟ ʚʘʞʥʝʡʰʠʭ ʘʪʨʠʙʫʪʦʚ ʭʨʠʩʪʠʘʥʩʪʚʘ ð çʥʦʰʫ ʩʚʦʡ ʢʨʝʩʪè, ʥʦ ʠ ʩ 

ʤʦʪʠʚʘʤʠ ʩʢʦʨʦʪʝʯʥʦʩʪʠ ʞʠʟʥʠ (ç̫  ʩʪʘʨʠʢè) ʠ ʩʢʦʨʙʠ ʢʘʢ ʦʪʨʘʞʝʥʠʝ ʭʨʠʩʪʠʘʥʩʢʠʭ 

ʧʨʝʜʩʪʘʚʣʝʥʠʡ ʦ ʙʨʝʥʥʦʩʪʠ ʤʠʨʘ. ʈʘʟʚʠʚʘʷ ʵʪʫ ʠʜʝʶ, ʧʨʠʭʦʜʠʤ ʢ ʚʳʚʦʜʫ ʦ ʙʦʣʝʝ ʛʣʫʙʦʢʦʤ 

ʩʤʳʩʣʝ ʜʦʡʥʳ, ʚʢʣʶʯʝʥʥʦʡ ʢʦʤʧʦʟʠʪʦʨʦʤ ʚ ʩʚʦʝ ʧʨʦʠʟʚʝʜʝʥʠʝ, ʢʘʢ ʟʥʘʢʘ ʙʦʣʝʝ ʜʨʝʚʥʝʡ 

ʩʠʤʚʦʣʠʢʠ ð ʤʠʬʦʣʦʛʠʯʝʩʢʦʡ.  

ɼʦʡʥʘ, ʦʙʣʘʜʘʶʱʘʷ ʙʦʣʴʰʠʤ ʩʠʤʚʦʣʠʯʝʩʢʠʤ ʧʦʪʝʥʮʠʘʣʦʤ, ʙʝʩʭʠʪʨʦʩʪʥʘʷ ʠʣʠ ʛʣʫʙʦʢʦ 

ʵʤʦʮʠʦʥʘʣʴʥʘʷ ʠʩʧʦʚʝʜʴ-ʧʨʠʟʥʘʥʠʝ ʚ ʩʚʦʠʭ ʧʝʨʝʞʠʚʘʥʠʷʭ, ʩʨʝʜʦʪʦʯʠʝ ʩʦʩʪʦʷʥʠʷ ʪʦʩʢʠ, 

ʧʨʝʜʚʝʯʥʦʡ ʛʨʫʩʪʠ, ʨʘʟʣʠʪʦʡ ʚ ʝʝ ʩʣʦʚʘʭ ʠ ʦʙʨʘʟʘʭ, ʥʘʭʦʜʷʱʝʡ ʢʦʥʮʝʥʪʨʠʨʦʚʘʥʥʦʝ ʚʳʨʘʞʝʥʠʝ ʚ 

ʩʧʝʮʠʬʠʯʝʩʢʠ-ʨʫʤʳʥʩʢʦʤ ʧʦʥʷʪʠʠ dor, ʨʦʞʜʘʝʪ ʘʩʩʦʮʠʘʮʠʠ ʩ ʤʠʬʦʣʦʛʠʯʝʩʢʠʤ ʩʶʞʝʪʦʤ 

ʠʟʛʥʘʥʠʷ ʠʟ ʨʘʷ. ɺ ʦʙʱʝʡ ʢʦʤʧʦʟʠʮʠʠ ʕʣʝʛʠʯʝʩʢʦʡ ʧʦʵʤʳ ʘʚʪʦʨʩʢʘʷ ʜʦʡʥʘ, ʜʘʥʥʘʷ ʚ ʘʫʪʝʥʪʠʯʥʦʤ 

ʟʚʫʯʘʥʠʠ ʚ ʘʫʜʠʦʟʘʧʠʩʠ, ʚʦʧʣʦʱʘʝʪ ʩʦʩʪʦʷʥʠʝ ʙʝʟʳʩʭʦʜʥʦʡ ʛʨʫʩʪʠ ʠ ʫʥʳʥʠʷ ʧʦ ʧʦʚʦʜʫ 

ʥʝʚʦʟʤʦʞʥʦʩʪʠ ʚʦʟʚʨʘʱʝʥʠʷ ʚ ʠʟʥʘʯʘʣʴʥʦʝ ʩʦʩʪʦʷʥʠʝ ʨʘʡʩʢʦʛʦ ʙʣʘʞʝʥʩʪʚʘ. 

ʕʪʦ ʚʢʣʶʯʝʥʠʝ ʧʦʜʣʠʥʥʦʛʦ ʬʦʣʴʢʣʦʨʥʦʛʦ ʤʘʪʝʨʠʘʣʘ ʚ ʘʚʪʦʨʩʢʦʝ ʧʨʦʠʟʚʝʜʝʥʠʝ ʥʝ 

ʧʨʠʚʦʜʠʪ ʢ ʵʬʬʝʢʪʫ ʢʦʣʣʘʞʘ ʠʟ-ʟʘ ʦʪʩʫʪʩʪʚʠʷ ʩʪʠʣʝʚʦʛʦ ʨʘʟʤʝʞʝʚʘʥʠʷ. ʅʘ ʠʥʪʦʥʘʮʠʦʥʥʦʤ 

ʫʨʦʚʥʝ ʜʦʡʥʘ ʦʢʘʟʳʚʘʝʪʩʷ ʧʦʜʛʦʪʦʚʣʝʥʥʦʡ ʧʨʝʜʰʝʩʪʚʫʶʱʠʤ ʨʘʟʚʠʪʠʝʤ, ʢʦʪʦʨʦʝ ʦʨʛʘʥʠʯʥʦ 

ʛʦʪʦʚʠʪ ʝʝ ʧʦʷʚʣʝʥʠʝ, ʥʝ ʧʨʝʚʨʘʱʘʷʩʴ, ʪʝʤ ʥʝ ʤʝʥʝʝ, ʚ ʤʦʜʝʨʥʠʟʠʨʦʚʘʥʥʫʶ ʟʚʫʢʦʚʫʶ ʘʨʭʘʠʢʫ, ʩ 

ʦʜʥʦʡ ʩʪʦʨʦʥʳ, ʠ ʥʝ ʧʨʠʚʦʜʷ ʢ ʦʙʨʘʟʥʦ-ʩʪʠʣʝʚʦʤʫ ʨʘʩʩʣʦʝʥʠʶ, ʧʦʣʠʩʪʠʣʠʩʪʠʢʝ ð ʩ ʜʨʫʛʦʡ. ʅʝ 

ʩʠʥʪʝʟʠʨʫʷ ʠʥʪʦʥʘʮʠʦʥʥʦ-ʪʝʤʘʪʠʯʝʩʢʠʝ ʵʣʝʤʝʥʪʳ (ʪʦ ʝʩʪʴ, ʥʝ ʨʘʩʪʚʦʨʷʷ ʠʭ ʜʨʫʛ ʚ ʜʨʫʛʝ), ʘ 

ʠʥʪʝʛʨʠʨʫʷ "ʩʠʤʙʠʦʪʠʯʝʩʢʠʤ" ʩʧʦʩʦʙʦʤ, ɻ. ʏʦʙʘʥʫ ʧʨʠʤʝʥʷʝʪ ʟʜʝʩʴ ʤʝʪʦʜ, ʥʝʦʜʥʦʢʨʘʪʥʦ 

ʦʧʨʦʙʦʚʘʥʥʳʡ ʠʤ ʚ ʪʘʢʠʭ ʧʨʦʠʟʚʝʜʝʥʠʷʭ, ʢʘʢ, ʥʘʧʨʠʤʝʨ, ʂʦʜ ʕʥʝʩʢʫ ʠ ʜʨ. 
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ʆʧʠʨʘʷʩʴ ʥʘ ʩʨʘʚʥʠʪʝʣʴʥʦ ʦʜʥʦʨʦʜʥʳʡ ʚ ʠʥʪʦʥʘʮʠʦʥʥʦʤ ʦʪʥʦʰʝʥʠʠ ʤʘʪʝʨʠʘʣ, ʚ 

ʢʦʪʦʨʦʤ ʧʨʝʦʙʣʘʜʘʝʪ ʩʝʢʫʥʜʦʚʦ-ʪʝʨʮʦʚʳʡ ʢʦʤʧʣʝʢʩ, ʢʦʤʧʦʟʠʪʦʨ ʧʫʪʝʤ ʩʦʦʪʚʝʪʩʪʚʫʶʱʝʡ 

ʨʘʙʦʪʳ ʧʦʜʘʝʪ ʝʛʦ ʚ ʨʘʟʣʠʯʥʳʭ ʠʧʦʩʪʘʩʷʭ: ʚ ʵʣʝʛʠʯʝʩʢʠ-ʧʦʥʠʢʘʶʱʠʭ ʪʦʥʘʭ ʩ ʧʦʤʦʱʴʶ 

ʫʪʦʥʯʝʥʥʳʭ ʦʨʢʝʩʪʨʦʚʳʭ ʢʨʘʩʦʢ; ʚ ʦʨʠʛʠʥʘʣʴʥʦʤ, ʧʝʨʚʦʟʜʘʥʥʦʤ ʚʠʜʝ ʥʝʦʙʨʘʙʦʪʘʥʥʦʡ 

ʬʦʣʴʢʣʦʨʥʦʡ ʮʠʪʘʪʳ ʠ ʚ ʵʤʦʮʠʦʥʘʣʴʥʦ-ʧʨʠʧʦʜʥʷʪʦʤ ʪʦʥʫʩʝ ʤʠʨʘʞʘ çʜʨʫʛʠʭ ʤʠʨʦʚè (ʠʣʠ 

ʚʦʟʤʦʞʥʦʛʦ ʙʫʜʦʨʘʞʘʱʝʛʦ ʚʦʩʧʦʤʠʥʘʥʠʷ ʦ ɿʦʣʦʪʦʤ ʚʝʢʝ). ʉʪʘʨʠʥʥʳʝ çʦʜʝʞʜʳè, ʢʦʪʦʨʳʝ 

çʥʘʙʨʘʩʳʚʘʝʪè ʢʦʤʧʦʟʠʪʦʨ ʥʘ ʩʚʦʝ ʧʨʦʠʟʚʝʜʝʥʠʝ ð ʩ ʦʜʥʦʡ ʩʪʦʨʦʥʳ, ʠ ʵʣʝʤʝʥʪ ʜʨʘʤʘʪʠʟʘʮʠʠ, 

ʢʦʪʦʨʳʡ, ʚʧʨʦʯʝʤ, ʩʚʦʡʩʪʚʝʥʝʥ ʨʦʤʘʥʪʠʯʝʩʢʠʤ ʣʠʪʝʨʘʪʫʨʥʳʤ ʵʣʝʛʠʷʤ ʠ ʧʦʵʤʘʤ, ð ʩ ʜʨʫʛʦʡ, 

ʷʚʥʦ ʧʨʠʟʚʘʥʳ ʥʝ ʧʨʦʩʪʦ ʧʦʢʘʟʘʪʴ ʥʶʘʥʩʳ ʦʧʨʝʜʝʣʝʥʥʦʛʦ ʥʘʩʪʨʦʝʥʠʷ, ʥʦ ʧʦʜʯʝʨʢʥʫʪʴ 

ʚʦʟʚʳʰʝʥʥʦʝ, ʤʠʩʪʠʯʝʩʢʦʝ ʩʦʩʪʦʷʥʠʝ ʜʫʭʘ, ʧʝʯʘʣʷʱʝʛʦʩʷ, ʪʦʤʷʱʝʛʦʩʷ, ʥʦ ʚʩʝ ʞʝ ʛʦʪʦʚʦʛʦ 

ʦʙʨʝʩʪʠ ʚ ʩʝʙʝ ʥʦʚʳʝ ʩʠʣʳ.  

ɺ ʪʦ ʞʝ ʚʨʝʤʷ, ʥʝ ʧʨʦʪʠʚʦʧʦʩʪʘʚʣʷʷ ʩʯʘʩʪʣʠʚʦʝ ʧʨʦʰʣʦʝ ʙʝʟʳʩʭʦʜʥʦʤʫ ʥʘʩʪʦʷʱʝʤʫ, 

ɻ. ʏʦʙʘʥʫ ʥʝ ʩʣʝʜʫʝʪ ʧʦ ʧʫʪʠ ʚʥʫʪʨʝʥʥʝʡ ʜʨʘʤʘʪʠʟʘʮʠʠ, ʧʨʝʜʧʠʩʘʥʥʦʡ ʵʣʝʛʠʯʝʩʢʠʤ 

ʠʥʚʘʨʠʘʥʪʦʤ. ʅʘ ʢʦʥʮʝʧʪʫʘʣʴʥʦʤ ʫʨʦʚʥʝ ʕʣʝʛʠʯʝʩʢʦʡ ʧʦʵʤʳ ʜʦʡʥʘ ʜʝʡʩʪʚʠʪʝʣʴʥʦ ʤʦʞʝʪ 

ʦʣʠʮʝʪʚʦʨʷʪʴ ʫʪʨʘʯʝʥʥʫʶ ʠʜʠʣʣʠʶ, ʚʥʦʩʷ ʢʦʥʪʨʘʩʪ ʮʠʢʣʠʯʝʩʢʦʛʦ ʚʨʝʤʝʥʠ ʧʦ ʦʪʥʦʰʝʥʠʶ ʢ 

ʚʝʢʪʦʨʥʦʤʫ ʦʙʨʘʤʣʷʶʱʠʭ ʝʝ ʯʘʩʪʝʡ. ʆʜʥʘʢʦ ʜʨʘʤʘʪʫʨʛʠʯʝʩʢʦʝ ʨʝʰʝʥʠʝ ʧʨʦʠʟʚʝʜʝʥʠʷ, 

ʥʘʦʙʦʨʦʪ, ʩʦʜʝʨʞʠʪ ʵʣʝʤʝʥʪ ʜʨʘʤʘʪʠʟʘʮʠʠ ð ʘʢʪʠʚʠʟʘʮʠʶ ʚʝʢʪʦʨʥʦʛʦ ʚʨʝʤʝʥʠ ʥʘ ʛʨʘʥʠʮʘʭ 4 ʠ 

5 ʨʘʟʜʝʣʦʚ, ʩʚʷʟʘʥʥʫʶ ʩ ʫʧʦʤʠʥʘʥʠʝʤ ʦ ʜʨʫʛʠʭ ʤʠʨʘʭ. ʊʝʤ ʩʘʤʳʤ, ʢʦʤʧʦʟʠʮʠʷ ʟʥʘʯʠʪʝʣʴʥʦ 

ʫʩʣʦʞʥʷʝʪʩʷ, ʚʦ-ʧʝʨʚʳʭ, ʚʚʝʜʝʥʠʝʤ ʧʦʜʣʠʥʥʦʛʦ ʬʦʣʴʢʣʦʨʥʦʛʦ ʦʙʨʘʟʮʘ, ʚʦ-ʚʪʦʨʳʭ, ʚʥʝʟʘʧʥʳʤ 

ʜʨʘʤʘʪʠʯʝʩʢʠʤ ʩʜʚʠʛʦʤ ʦʙʨʘʟʥʦʡ ʩʬʝʨʳ ʚ ʧʦʩʣʝʜʥʝʤ ʨʘʟʜʝʣʝ ʧʨʦʠʟʚʝʜʝʥʠʷ. ʇʩʠʭʦʣʦʛʠʯʝʩʢʦʝ 

ʦʱʫʱʝʥʠʝ ʛʨʘʥʠʮ ʤʠʨʦʚ ʚʦʟʥʠʢʘʝʪ ʜʚʘʞʜʳ: ʧʨʠ ʧʝʨʝʭʦʜʝ ʢ ʜʦʡʥʝ (4 ʨʘʟʜʝʣ), ʛʜʝ ʦʱʫʱʝʥʠʝ ʙʝʛʘ 

ʚʨʝʤʝʥʠ ʩʤʝʥʷʝʪʩʷ ʧʝʨʝʞʠʚʘʥʠʝʤ ʝʛʦ ʥʝʦʙʨʘʪʠʤʦʩʪʠ, ʠ ʨʝʟʢʦʡ ʩʤʝʥʦʡ ʦʧʪʠʢʠ ʥʘ ʜʨʘʤʘʪʠʯʝʩʢʫʶ 

ð ʚ ʥʘʯʘʣʝ 5 ʯʘʩʪʠ. ɼʦʙʘʚʠʚ ʢ ʵʪʦʡ ʩʤʝʥʝ ʭʨʦʥʦʪʦʧʦʚ ʣʠʨʠʢʦ-ʤʦʥʦʣʦʛʠʯʝʩʢʠʡ ʪʠʧ 

ʚʳʩʢʘʟʳʚʘʥʠʷ, ʤʥʦʛʦʬʘʟʥʦʩʪʴ ʦʙʱʝʡ ʢʦʤʧʦʟʠʮʠʠ, ʥʘʣʠʯʠʝ ʪʝʤʘʪʠʯʝʩʢʦʡ ʘʨʢʠ ʤʝʞʜʫ ʧʝʨʚʦʡ ʠ 

ʧʦʩʣʝʜʥʝʡ ʯʘʩʪʷʤʠ, ʩʢʚʦʟʥʦʝ ʚʘʨʠʘʥʪʥʦʝ ʜʚʠʞʝʥʠʝ ʠʥʪʦʥʘʮʠʦʥʥʦ-ʪʝʤʘʪʠʯʝʩʢʦʛʦ ʤʘʪʝʨʠʘʣʘ, 

ʧʨʦʨʘʩʪʘʥʠʝ ʥʦʚʳʭ ʠʥʪʦʥʘʮʠʦʥʥʳʭ ʦʙʨʘʟʦʚʘʥʠʡ, ʧʦʚʪʦʨʷʝʤʦʩʪʴ ʤʝʣʦʜʠʢʦ-ʨʠʪʤʠʯʝʩʢʠʭ ʬʦʨʤʫʣ 

(ʦʩʪʠʥʘʪʥʦʩʪʴ) ʠ ʪ.ʧ., ʢʦʥʩʪʘʪʠʨʫʝʤ ʥʘʣʠʯʠʝ ʦʧʨʝʜʝʣʷʶʱʠʭ ʢʘʯʝʩʪʚ ʧʦʵʤʳ ʚ ʨʘʩʩʤʘʪʨʠʚʘʝʤʦʤ 

ʧʨʦʠʟʚʝʜʝʥʠʠ ʢʘʢ ʨʝʟʫʣʴʪʘʪ ʤʝʞʞʘʥʨʦʚʦʛʦ ʩʠʥʪʝʟʘ. 

ɺ ʟʘʢʣʶʯʝʥʠʝ, ʦʙʦʙʱʠʤ ʥʘʙʣʶʜʝʥʠʷ, ʩʜʝʣʘʥʥʳʝ ʚ ʧʨʦʮʝʩʩʝ ʢʨʦʩʩ-ʞʘʥʨʦʚʦʛʦ ʘʥʘʣʠʟʘ 

ʕʣʝʛʠʯʝʩʢʦʡ ʧʦʵʤʳ ɻ. ʏʦʙʘʥʫ.  

1. ʊʨʘʢʪʦʚʢʘ ʞʘʥʨʦʚ ʵʣʝʛʠʠ ʠ ʧʦʵʤʳ ʢʦʤʧʦʟʠʪʦʨʦʤ ʚ ʕʣʝʛʠʯʝʩʢʦʡ ʧʦʵʤʝ ʩʚʠʜʝʪʝʣʴʩʪʚʫʝʪ ʦ 

ʪʨʘʥʩʬʦʨʤʘʮʠʠ ʩʘʤʦʛʦ ʧʦʜʭʦʜʘ ʢ ʞʘʥʨʦʚʳʤ ʤʦʜʝʣʷʤ: ʦʪʢʘʟʝ ʦʪ ʩʦʭʨʘʥʝʥʠʷ ʞʘʥʨʦʚʳʭ 

ʢʘʥʦʥʦʚ, ʧʨʠ ʩʦʭʨʘʥʝʥʠʠ ʥʝʢʦʝʛʦ çʦʙʨʘʟʘè ʠʭ, ʧʦʟʚʦʣʷʶʱʝʛʦ ʛʠʙʢʦ ʠʟʤʝʥʷʪʴ ʞʘʥʨʦʚʫʶ 

ʤʦʜʘʣʴʥʦʩʪʴ, ʚ ʟʘʚʠʩʠʤʦʩʪʠ ʦʪ ʪʚʦʨʯʝʩʢʠʭ ʫʩʪʘʥʦʚʦʢ ʘʚʪʦʨʘ. 

2. ɺ ʩʦʯʠʥʝʥʠʠ ʚʳʷʚʣʝʥʳ ʯʝʨʪʳ, ʢʦʥʩʪʠʪʫʪʠʚʥʳʝ ʜʣʷ ʵʣʝʛʠʯʝʩʢʦʛʦ ʥʘʯʘʣʘ (ʤʦʜʫʩʘ) ʥʘ 

ʩʦʜʝʨʞʘʪʝʣʴʥʦʤ ʫʨʦʚʥʝ: ʯʫʚʩʪʚʘ ʬʫʥʜʘʤʝʥʪʘʣʴʥʦʛʦ ʦʜʠʥʦʯʝʩʪʚʘ, ʫʪʨʘʪʳ (ʪʨʘʜʠʮʠʡ, 

ʘʨʭʘʠʯʝʩʢʠʭ ʩʚʷʟʝʡ, ʧʦʯʚʝʥʥʦʩʪʠ), ʵʤʦʮʠʦʥʘʣʴʥʳʝ ʩʦʩʪʦʷʥʠʷ, ʦʭʚʘʪʳʚʘʝʤʳʝ ʝʤʢʠʤ 

ʧʦʥʷʪʠʝʤ dor ʠ ʪ.ʧ.  

3. ɹʝʟʫʩʣʦʚʥʦ, ʵʣʝʛʠʯʝʩʢʦʝ ʚ ʇʦʵʤʝ ɻ. ʏʦʙʘʥʫ ʧʨʠʩʫʪʩʪʚʫʝʪ ʢʘʢ ʤʦʜʫʩ, ʘ ʥʝ ʢʘʢ ʞʘʥʨʦʚʘʷ 

ʬʦʨʤʘ. ʉʘʤʘ ʨʝʘʣʠʟʘʮʠʷ ʵʣʝʛʠʯʝʩʢʦʛʦ ʤʦʜʫʩʘ ð ʚ ʬʦʨʤʝ ʠ ʧʦʵʤʳ, ʠ ʜʦʡʥʳ, ʠ 

ʛʠʧʦʪʝʪʠʯʝʩʢʦʡ ʵʣʝʛʠʠ ð ʦʪʢʨʳʚʘʝʪ ʨʘʩʰʠʨʷʶʱʠʡʩʷ ʢʦʨʠʜʦʨ ʩʤʳʩʣʦʚ. ɺ ʪʘʢʦʡ 

ʪʨʘʢʪʦʚʢʝ ʤʦʜʫʩʘ ʤʦʞʥʦ ʛʦʚʦʨʠʪʴ ʦʙ ʵʩʪʝʪʠʟʘʮʠʠ ʵʣʝʛʠʯʝʩʢʦʛʦ ʢʦʤʧʣʝʢʩʘ, ʢʦʪʦʨʳʡ ʥʝ 

ʩʚʦʜʠʪʩʷ ʢ ʢʘʢʦʤʫ-ʪʦ ʦʜʥʦʤʫ ʦʪʪʝʥʢʫ ʠʣʠ ʜʘʞʝ ʛʘʤʤʝ ʙʣʠʟʢʠʭ ʯʫʚʩʪʚ ʠ ʥʘʩʪʨʦʝʥʠʡ, ʘ 

ʚʦʟʚʦʜʠʪʩʷ ʜʦ ʚʩʝʣʝʥʩʢʦʛʦ, ʧʨʝʜʚʝʯʥʦʛʦ (ʠʩʢʦʥʥʦʛʦ) ʯʫʚʩʪʚʘ, ʫʧʦʜʦʙʣʷʝʤʦʛʦ ʚ ʧʦʵʤʝ 

ʧʦʣʠʩʝʤʘʥʪʠʯʝʩʢʦʤʫ ʧʦʥʷʪʠʶ dor, ʠʤʝʶʱʝʛʦ ʥʘʮʠʦʥʘʣʴʥʫʶ ʦʢʨʘʩʢʫ.  

4. ʕʣʝʛʠʯʝʩʢʘʷ ʪʦʧʠʢʘ ʧʦʵʪʠʯʝʩʢʦʛʦ ʪʝʢʩʪʘ, ʘ ʪʘʢʞʝ ʤʫʟʳʢʘʣʴʥʳʝ ʩʨʝʜʩʪʚʘ, ʝʝ 

ʚʳʨʘʞʘʶʱʠʝ, ʥʘʭʦʜʷʪʩʷ ʚ ʧʦʣʥʦʡ ʛʘʨʤʦʥʠʠ. ʂ ʯʠʩʣʫ çʠʤʤʘʥʝʥʪʥʳʭ, ʧʨʠʩʫʱʠʭ ʤʫʟʳʢʝ 
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ʬʦʨʤ ʚʳʨʘʞʝʥʠʷ ʥʝʚʳʨʘʟʠʤʦʛʦè, ʤʦʞʥʦ ʦʪʥʝʩʪʠ ʩʨʝʜʩʪʚʘ çʦʩʪʘʥʦʚʣʝʥʥʦʛʦè ʠ 

ʮʠʢʣʠʯʝʩʢʦʛʦ ʚʨʝʤʝʥʠ ð ʨʘʟʥʦʛʦ ʨʦʜʘ ʦʩʪʠʥʘʪʥʦʩʪʴ, ʧʝʜʘʣʠ, ʚʘʨʠʘʥʪʥʫʶ ʛʝʪʝʨʦʬʦʥʠʶ, 

ʤʘʣʦʦʙʲʝʤʥʳʝ ʣʘʜʦʚʳʝ ʩʪʨʫʢʪʫʨʳ, ʪʠʭʫʶ ʜʠʥʘʤʠʢʫ ʠ ʪ.ʧ.  

5. ɻ. ʏʦʙʘʥʫ ʥʝ ʦʛʨʘʥʠʯʠʚʘʝʪʩʷ ʤʫʟʳʢʘʣʴʥʦʡ ʠʥʪʝʨʧʨʝʪʘʮʠʝʡ-ʢʦʤʤʝʥʪʠʨʦʚʘʥʠʝʤ 

ʠʟʙʨʘʥʥʳʭ ʧʦʵʪʠʯʝʩʢʠʭ ʩʪʨʦʢ ɺ. ʄʘʪʝʷ, ʨʘʩʢʨʳʚʘʷ ʠ ʫʛʣʫʙʣʷʷ ʤʫʟʳʢʘʣʴʥʳʤʠ ʩʨʝʜʩʪʚʘʤʠ 

ʩʬʝʨʫ ʵʣʝʛʠʯʝʩʢʦʡ ʦʙʨʘʟʥʦʩʪʠ. ʂʦʤʧʦʟʠʪʦʨʫ ʫʜʘʣʦʩʴ ʠʥʪʝʛʨʠʨʦʚʘʪʴ ʚ ʝʜʠʥʦʝ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʝ ʮʝʣʦʝ ʨʘʟʨʦʟʥʝʥʥʳʝ ʧʦʵʪʠʯʝʩʢʠʝ ʩʪʨʦʢʠ ʘʚʪʦʨʘ, ʩʚʦʠ ʤʫʟʳʢʘʣʴʥʳʝ 

ʧʨʝʜʩʪʘʚʣʝʥʠʷ ʧʦ ʠʭ ʧʨʦʯʪʝʥʠʠ ʠ ʚʦʟʥʠʢʰʠʡ ʚ ʧʨʦʮʝʩʩʝ ʦʙʦʙʱʘʶʱʠʡ ʬʦʣʴʢʣʦʨʥʳʡ 

ʦʙʨʘʟ ð ʬʦʣʴʢʣʦʨʠʟʠʨʦʚʘʥʥʫʶ ʜʦʡʥʫ, ʦʙʲʝʜʠʥʝʥʥʳʝ ʧʦ ʧʨʠʥʮʠʧʫ ʘʩʩʦʮʠʘʪʠʚʥʳʭ 

ʩʚʷʟʝʡ ʚ ʝʜʠʥʦʤ ʭʫʜʦʞʝʩʪʚʝʥʥʦʤ ʧʨʦʩʪʨʘʥʩʪʚʝ. ɺ ʧʨʦʮʝʩʩʝ ʩʦʟʜʘʥʠʷ ʩʦʯʠʥʝʥʠʷ ʜʦʡʥʘ 

ʩʪʘʣʘ ʪʝʤ ʘʜʝʢʚʘʪʥʳʤ, ʚ ʧʨʝʜʩʪʘʚʣʝʥʠʠ ʢʦʤʧʦʟʠʪʦʨʘ, ʦʙʨʘʟʦʤ, ʢʦʪʦʨʳʡ 

ʢʦʥʮʝʥʪʨʠʨʦʚʘʥʥʦ ʚʳʨʘʟʠʣ ʩʤʳʩʣʦʚʦʝ ʷʜʨʦ ʧʦʵʟʠʠ ɺ. ʄʘʪʝʷ, ʧʨʠ ʚʩʝʤ ʝʝ ʪʝʤʘʪʠʯʝʩʢʦʤ 

ʤʥʦʛʦʦʙʨʘʟʠʠ. ʕʪʦ ʦʙʝʩʧʝʯʠʣʦ ʦʨʛʘʥʠʯʥʦʩʪʴ ʦʙʨʘʱʝʥʠʷ ʢ ʜʦʡʥʝ, ʪʝʤ ʙʦʣʝʝ, ʚʟʷʪʦʡ ʚ 

ʘʚʪʦʨʩʢʦʤ ʠʩʧʦʣʥʝʥʠʠ ʧʦʵʪʘ. 

6. ʌʦʣʴʢʣʦʨʥʘʷ ʮʠʪʘʪʘ ʚ ʨʘʩʩʤʘʪʨʠʚʘʝʤʦʤ ʧʨʦʠʟʚʝʜʝʥʠʠ ʩʣʫʞʠʪ ʩʚʦʝʛʦ ʨʦʜʘ ʤʘʨʢʝʨʦʤ 

ʵʣʝʛʠʯʝʩʢʦʛʦ, ʦʜʥʠʤ ʠʟ ʚʘʞʥʝʡʰʠʭ ʤʦʪʠʚʦʚ ʢʦʪʦʨʦʛʦ ʷʚʣʷʝʪʩʷ ʢʦʤʧʣʝʢʩ ʫʪʨʘʪʳ, 

ʚʦʧʣʦʱʘʝʤʳʡ ʠʤʤʘʥʝʥʪʥʳʤʠ ʤʫʟʳʢʘʣʴʥʳʤʠ ʩʨʝʜʩʪʚʘʤʠ. ʈʝʬʣʝʢʩʠʠ ʧʦ ʧʦʚʦʜʫ ʧʨʠʯʠʥ 

ʫʪʨʘʪʳ ʠ ʝʝ ʠʩʪʦʣʢʦʚʘʥʠʝ ʚ ʩʦʯʠʥʝʥʠʠ ɻ. ʏʦʙʘʥʫ ð ʥʝ ʩʪʦʣʴʢʦ ʵʢʟʠʩʪʝʥʮʠʘʣʴʥʦʡ, 

ʩʢʦʣʴʢʦ ʜʫʭʦʚʥʦʡ ʧʨʠʨʦʜʳ. ʆʥʠ ʧʨʝʞʜʝ ʚʩʝʛʦ ʩʚʷʟʘʥʳ ʩ ʥʘʮʠʦʥʘʣʴʥʦ-ʠʩʪʦʨʠʯʝʩʢʠʤʠ 

ʧʣʘʩʪʘʤʠ (ʚ ʪʦʤ ʯʠʩʣʝ, ʯʠʩʪʳʤʠ ʦʙʨʘʟʮʘʤʠ ʨʦʜʥʦʛʦ ʬʦʣʴʢʣʦʨʘ ʢʘʢ ʠʩʪʦʯʥʠʢʘʤʠ 

ʪʚʦʨʯʝʩʢʦʛʦ ʚʜʦʭʥʦʚʝʥʠʷ). ɺʢʣʶʯʠʚ ʧʦʜʣʠʥʥʳʡ ʬʦʣʴʢʣʦʨʥʳʡ ʦʙʨʘʟʝʮ, ʢʦʪʦʨʳʡ ʩʪʘʣ 

ʞʘʥʨʦʚʦ-ʩʪʠʣʠʩʪʠʯʝʩʢʦʡ ʢʦʦʨʜʠʥʘʪʦʡ ʩʦʯʠʥʝʥʠʷ, ʢʦʤʧʦʟʠʪʦʨ ʚʳʨʘʟʠʣ ʚʦʩʧʨʠʥʠʤʘʝʤʳʡ 

ʠʤ ʢʘʢ ʜʨʘʤʘʪʠʯʝʩʢʠʡ ʨʘʟʨʳʚ ʣʠʯʥʦʛʦ ʚʨʝʤʝʥʠ ʠ ʚʨʝʤʝʥʠ ʙʝʟʥʘʯʘʣʴʥʦʛʦ, ʚʝʯʥʦʛʦ. 

7. ʀʩʧʦʣʴʟʦʚʘʥʠʝ ʮʠʪʘʪʳ, ʥʝʩʤʦʪʨʷ ʥʘ ʝʝ çʧʨʷʤʦʡ ʭʘʨʘʢʪʝʨè, ʩʣʫʞʠʪ ʥʝ ʪʦʣʴʢʦ 

ʣʦʢʘʣʠʟʘʮʠʠ ʵʣʝʛʠʯʝʩʢʦʛʦ ʥʘʯʘʣʘ, ʥʦ ʠ ʟʘʦʩʪʨʷʝʪ ʧʨʦʙʣʝʤʫ ʩʚʦʝʛʦ ʢʦʥʪʝʢʩʪʘ. ʂʦʤʧʦʟʠʪʦʨ 

ʦʪʢʘʟʳʚʘʝʪʩʷ ʦʪ ʨʝʢʦʥʩʪʨʫʢʮʠʠ ʪʨʘʜʠʮʠʦʥʥʳʡ ʩʨʝʜʳ ʜʣʷ ʟʘʠʤʩʪʚʦʚʘʥʥʦʛʦ ʤʫʟʳʢʘʣʴʥʦʛʦ 

ʦʪʨʳʚʢʘ ʚ ʧʦʣʴʟʫ ʢʦʥʩʪʨʫʠʨʦʚʘʥʠʷ ʥʦʚʦʛʦ ʤʫʟʳʢʘʣʴʥʦʛʦ ʧʨʦʩʪʨʘʥʩʪʚʘ. ɺʚʝʜʝʥʠʝ 

ʢʫʣʴʪʫʨʥʦ-ʤʫʟʳʢʘʣʴʥʳʭ ʧʨʦʝʢʮʠʡ ʥʝ ʪʦʣʴʢʦ ʫʩʣʦʞʥʷʝʪ ʵʤʦʮʠʦʥʘʣʴʥʫʶ ʧʝʨʩʧʝʢʪʠʚʫ, ʥʦ 

ʠ ʧʨʠʜʘʝʪ ʧʨʦʠʟʚʝʜʝʥʠʶ ʩʝʤʘʥʪʠʯʝʩʢʫʶ ʤʥʦʛʦʩʣʦʡʥʦʩʪʴ. 

8. ʅʝʩʤʦʪʨʷ ʥʘ ʧʦʯʪʠ ʛʝʥʝʪʠʯʝʩʢʫʶ ʩʚʷʟʴ ʨʦʤʘʥʪʠʯʝʩʢʦʡ ʧʦʵʤʳ ʩ ʵʣʝʛʠʝʡ, ʵʪʠ ʞʘʥʨʳ 

ʠʟʥʘʯʘʣʴʥʦ ʨʘʟʥʦʫʨʦʚʥʝʚʳʝ: ʩ ʦʜʥʦʡ ʩʪʦʨʦʥʳ ð ʤʠʥʠʘʪʶʨʘ, ʩ ʜʨʫʛʦʡ ð ʙʦʣʝʝ 

ʨʘʟʚʝʨʥʫʪʳʡ ʢʦʥʮʝʧʪʫʘʣʴʥʳʡ ʞʘʥʨ. ʇʦʵʪʦʤʫ ʵʣʝʛʠʯʥʦʩʪʴ ʦʢʘʟʳʚʘʝʪʩʷ ʫʪʦʯʥʷʶʱʠʤ 

ʢʘʯʝʩʪʚʦʤ ʧʦʵʤʳ, ʩʝʤʘʥʪʠʯʝʩʢʦʝ ʦʪʥʦʰʝʥʠʝ ʦʙʲʝʜʠʥʷʝʤʳʭ ʞʘʥʨʦʚ ʧʨʦʠʩʭʦʜʠʪ ʧʦ 

ʧʨʠʥʮʠʧʫ ʜʦʧʦʣʥʝʥʠʷ, ʢʦʥʢʨʝʪʠʟʘʮʠʠ, ʥʘ ʫʨʦʚʥʝ ʧʦʵʪʠʯʝʩʢʠʭ ʠ ʤʫʟʳʢʘʣʴʥʳʭ ʩʨʝʜʩʪʚ. 

ʇʝʨʝʢʣʶʯʝʥʠʝ ʚ ʜʦʡʥʫ ʚ ʬʦʨʤʝ ʮʠʪʘʪʳ, ʩ ʩʦʭʨʘʥʝʥʠʝʤ ʩʚʦʠʭ ʛʨʘʥʠʮ, ʥʝʩʤʦʪʨʷ ʥʘ ʝʝ 

ʠʥʪʦʥʘʮʠʦʥʥʫʶ ʧʦʜʛʦʪʦʚʢʫ ʚ ʧʨʝʜʳʜʫʱʠʭ ʨʘʟʜʝʣʘʭ, ʥʝ ʚʝʜʝʪ ʢ ʝʝ ʩʣʠʷʥʠʶ ʩ ʜʨʫʛʠʤʠ 

ʞʘʥʨʘʤʠ, ʟʜʝʩʴ ʤʦʞʥʦ ʫʩʤʦʪʨʝʪʴ ʜʘʞʝ ʛʝʪʝʨʦʛʣʦʩʩʠʶ. ɺ ʮʝʣʦʤ, ʤʝʭʘʥʠʟʤ ʞʘʥʨʦʚʦʛʦ 

ʚʟʘʠʤʦʜʝʡʩʪʚʠʷ ʚ ʕʣʝʛʠʯʝʩʢʦʡ ʧʦʵʤʝ ʤʦʞʥʦ ʦʮʝʥʠʪʴ, ʢʘʢ ʚʟʘʠʤʦʜʝʡʩʪʚʠʝ ʧʦ ʧʨʠʥʮʠʧʫ 

ʠʥʪʝʨʬʝʨʝʥʮʠʠ ʩʦ ʟʥʘʢʦʤ ʧʣʶʩ ð ʧʝʨʝʥʦʩʘ ʠʣʠ ʧʦʜʢʣʶʯʝʥʠʷ ʧʨʠʟʥʘʢʦʚ ʦʜʥʦʛʦ ʞʘʥʨʘ ʚ 

ʞʘʥʨʦʚʫʶ ʩʠʩʪʝʤʫ ʜʨʫʛʦʛʦ, ʯʪʦ ʜʘʝʪ ʥʦʚʳʡ ʩʠʥʪʝʟ. 

9. ɺ ʟʘʜʘʯʫ ʢʦʤʧʦʟʠʪʦʨʘ ʚʭʦʜʠʣ ʩʪʠʣʝʚʦʡ ʩʠʥʪʝʟ ʚʩʝʭ ʦʪʜʝʣʴʥʳʭ ʵʣʝʤʝʥʪʦʚ, ʪ.ʝ. ʥʝ ʧʨʦʩʪʦ 

ʚʳʩʪʨʘʠʚʘʥʠʝ ʠʭ ʧʦ ʧʨʠʥʮʠʧʫ ʦʙʨʘʟʥʦ-ʩʤʳʩʣʦʚʦʛʦ ʧʦʜʦʙʠʷ, ʘ ʚʳʩʰʝʝ ʦʙʲʝʜʠʥʝʥʠʝ ʩ 

ʦʧʦʨʦʡ ʥʘ ʦʩʥʦʚʥʳʝ ʧʘʨʘʤʝʪʨʳ ʩʪʠʣʷ ð ʝʜʠʥʩʪʚʦ ʠ ʩʢʦʦʨʜʠʥʠʨʦʚʘʥʥʦʩʪʴ ʢʦʤʧʦʥʝʥʪʦʚ 

ʧʨʠ ʩʦʟʜʘʥʠʠ ʥʦʚʦʡ ʮʝʣʦʩʪʥʦʩʪʠ ð ʤʫʟʳʢʘʣʴʥʦʛʦ ʧʨʦʠʟʚʝʜʝʥʠʷ. ɻʘʨʤʦʥʠʯʥʦʝ 

ʩʦʝʜʠʥʝʥʠʝ ʠʥʪʦʥʘʮʠʦʥʥʦʛʦ ʠ ʩʦʜʝʨʞʘʪʝʣʴʥʦʛʦ ʧʣʘʥʦʚ, ʚ ʪʦʤ ʯʠʩʣʝ ð ʠʥʪʦʥʘʮʠʦʥʥʘʷ 

ʩʧʘʷʥʥʦʩʪʴ ʚʩʝʭ ʨʘʟʜʝʣʦʚ ʧʨʦʠʟʚʝʜʝʥʠʷ, ʚʢʣʶʯʘʷ ʜʦʡʥʫ, ʦʙʝʩʧʝʯʠʚʘʝʪ ʩʝʤʘʥʪʠʯʝʩʢʦʝ 

ʝʜʠʥʩʪʚʦ ʧʦʵʪʠʯʝʩʢʦʛʦ ʠ ʤʫʟʳʢʘʣʴʥʦʛʦ ʨʷʜʦʚ ʕʣʝʛʠʯʝʩʢʦʡ ʧʦʵʤʳ. 
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10. ʀʜʝʷ ʮʠʢʣʘ ʇʦ ʧʨʦʯʪʝʥʠʠ ʤʦʞʝʪ ʪʨʘʢʪʦʚʘʪʴʩʷ ʚ ʵʩʪʝʪʠʯʝʩʢʦʤ ʩʤʳʩʣʝ ʢʘʢ ʨʝʬʣʝʢʩʠʷ ʧʦ 

ʧʦʚʦʜʫ ʪʨʘʜʠʮʠʡ, ʢʘʢ ʨʘʩʰʠʨʝʥʠʝ ʛʨʘʥʠʮ ʩʦʙʩʪʚʝʥʥʦʛʦ ʢʫʣʴʪʫʨʥʦʛʦ ʧʨʦʩʪʨʘʥʩʪʚʘ, 

ʢʦʥʩʪʨʫʠʨʦʚʘʥʠʝ ʥʦʚʦʛʦ ʚ ʨʝʟʦʥʘʥʩʝ ʩ ʪʨʘʜʠʮʠʝʡ. 
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GLANCE BEHIND THE CURTAIN/GLANCE FOR THE CURTAIN ɻ. ʏʆɹɸʅʋ: 

ʆʉʆɹɽʅʅʆʉʊʀ ʄɸʂʈʆʊɽʄɸʊʀʏɽʉʂʆʁ ʆʈɻɸʅʀɿɸʎʀʀ  

(ʅɸ ʇʈʀʄɽʈɽ ʇɽʈɺʆʁ ʏɸʉʊʀ) 

 

GLANCE BEHIND THE CURTAIN/GLANCE FOR THE CURTAIN DE GH. CIOBANU: 

PARTICULARITŀἩILE ORGANIZŀRII MACRO-TEMATICE  

(ĊN BAZA PRIMEI PŀRἩI) 

 

GLANCE BEHIND THE CURTAIN/GLANCE FOR THE CURTAIN BY GH. CIOBANU:  

FEATURES OF THE MACRO-THEMATIC ORGANIZATION 

(ON THE EXAMPLE OF THE FIRST PART) 

 

ELENA  SAMBRIἧ, 
doctor, conferenἪiar universitar interimar, 

Academia de MuzicŁ, Teatru Ἠi Arte Plastice 

 

ANASTASIA  PUTINA , 

masterandŁ, 

Academia de MuzicŁ, Teatru Ἠi Arte Plastice 
 

CZU 785.16.082.1.04:781.61 

ʉʦʯʠʥʝʥʠʝ ɻ. ʏʦʙʘʥʫ ĂGlance Behind The Curtain/Glance for The Curtainò ʦʪʥʦʩʠʪʩʷ ʢ ʞʘʥʨʦʚʦ 

ʤʥʦʛʦʩʦʩʪʘʚʥʳʤ ʧʨʦʠʟʚʝʜʝʥʠʷʤ, ʪʘʢ ʥʘʟʳʚʘʝʤʳʤ ʩʚʦʙʦʜʥʦ-ʩʤʝʰʘʥʥʳʤ ʞʘʥʨʘʤ. ɺ ʥʝʤ 

ʧʨʦʩʣʝʞʠʚʘʶʪʩʷ ʧʨʠʟʥʘʢʠ ʢʘʤʝʨʥʦʡ ʩʠʤʬʦʥʠʠ ʠ ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʦʡ ʤʫʟʳʢʠ. ʉʦʯʠʥʝʥʠʝ ʷʚʣʷʝʪʩʷ 

ʢʦʥʮʝʧʪʫʘʣʴʥʳʤ ʧʦ ʩʚʦʝʤʫ ʠʜʝʡʥʦʤʫ ʩʦʜʝʨʞʘʥʠʶ, ʟʜʝʩʴ ʦʨʛʘʥʠʯʥʦ ʧʝʨʝʧʣʝʪʘʶʪʩʷ ʨʘʟʣʠʯʥʳʝ 

ʬʠʣʦʩʦʬʩʢʠʝ ʠʜʝʠ ʠ ʧʦʵʪʠʯʝʩʢʠʝ ʦʙʨʘʟʳ. ʇʨʦʠʟʚʝʜʝʥʠʝ ʦʨʛʘʥʠʟʦʚʘʥʦ ʧʦ ʧʨʠʥʮʠʧʫ ʧʘʨʘʣʣʝʣʴʥʦʡ 

ʜʨʘʤʘʪʫʨʛʠʠ, ʦʩʥʦʚʘʥʥʦʡ ʥʘ ʨʘʟʚʠʪʠʠ ʪʨʝʭ ʤʘʢʨʦʪʝʤ, ʦʪʣʠʯʘʶʱʠʭʩʷ ʧʦ ʧʘʨʘʤʝʪʨʫ ʵʢʩʧʨʝʩʩʠʠ. 

ʂʣʶʯʝʚʳʝ ʩʣʦʚʘ: ʢʘʤʝʨʥʘʷ ʩʠʤʬʦʥʠʷ, ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʘʷ ʤʫʟʳʢʘ, ʧʘʨʘʣʣʝʣʴʥʘʷ ʜʨʘʤʘʪʫʨʛʠʷ, 

ʤʘʢʨʦʪʝʤʘ, ʧʘʨʘʤʝʪʨ ʵʢʩʧʨʝʩʩʠʠ 

 

Sub aspect genuistic, creaѿia lui Gh. Ciobanu ĂGlance Behind The Curtain/Glance for The Curtainò se 

referŁ la aѽa-numitele genuri libere-mixte, lucrŁri complexe ´n care pot fi observate elemente ale simfoniei de 

camerŁ ѽi ale muzicii instrumentale. Pe plan semantic, compoziѿia este conceptualŁ,, ´n care se ´mpletesc organic 

diverse idei filozofice ѽi imagini poetice. Lucrarea este organizatŁ dupŁ principiul dramaturgiei paralele, bazatŁ 

pe dezvoltarea a trei macro-teme diferite ca parametri de expresie.  

Cuvinte-cheie: simfonie de camerŁ, muzicŁ instrumentalŁ, dramaturgie paralelŁ, macro-temŁ, 

parametru de expresie 

 

The composition by Gh. Ciobanu òGlance Behind the Curtain/ Glance for the Curtainò refers to the 

genre-composed works, the so-called free-mixed genres. Here there are signs of chamber symphony and of 

instrumental music. The composition is conceptual in its ideological content, where various philosophical ideas 

and poetic images are organically intertwined. The work is organized according to the principle of parallel 

dramaturgy, based on the development of three macrothemes that differ in the expression parameter. 

Keywords: chamber symphony, instrumental music, parallel dramaturgy, macrotheme, expression 

parameter 

 

ɺʚʝʜʝʥʠʝ. ʇʨʦʠʟʚʝʜʝʥʠʝ ɻ. ʏʦʙʘʥʫ Glance Behind The Curtain/Glance for The Curtain 

ʚʧʝʨʚʳʝ ʧʨʦʟʚʫʯʘʣʦ ʚ 2016 ʛ. ʥʘ ʄʝʞʜʫʥʘʨʦʜʥʦʤ ʬʝʩʪʠʚʘʣʝ ɼʥʠ ʥʦʚʦʡ ʤʫʟʳʢʠ ʚ ʂʠʰʠʥʝʚʝ ʚ 

ʠʩʧʦʣʥʝʥʠʠ Elblag Chamber Orchestra ʧʦʜ ʨʫʢʦʚʦʜʩʪʚʦʤ ʇʘʚʣʘ ʂʦʪʣʘ. ɸʚʪʦʨ ʥʝ ʜʘʣ ʫʢʘʟʘʥʠʷ ʥʘ 

ʞʘʥʨ, ʘʢʮʝʥʪʠʨʫʷ ʚʥʠʤʘʥʠʝ ʥʘ ʦʩʦʙʝʥʥʦʩʪʷʭ ʢʦʤʧʦʟʠʪʦʨʩʢʦʛʦ ʟʘʤʳʩʣʘ. ʉʦʯʠʥʝʥʠʝ ʧʨʝʜʩʪʘʝʪ 



STUDIUL ARTELOR ѼI CULTUROLOGIE: istorie, teorie, practicŁ                             nr.2 (37), 2020 

________________________________________________________________________________ 

 

 
27 

 

ʢʘʢ ʞʘʥʨʦʚʦ ʤʥʦʛʦʩʦʩʪʘʚʥʦʝ, ʢʦʪʦʨʦʤʫ ʩʦʦʪʚʝʪʩʪʚʫʝʪ ʧʦʥʷʪʠʝ çʩʚʦʙʦʜʥʦ-ʩʤʝʰʘʥʥʳʡ ʞʘʥʨè 

(ɺ. ɸʢʩʝʥʦʚ).  

1. ʉʧʝʮʠʬʠʢʘ ʞʘʥʨʘ ʠ ʬʦʨʤʳ. ɺ ʧʝʨʚʫʶ ʦʯʝʨʝʜʴ, ʜʘʥʥʦʝ ʧʨʦʠʟʚʝʜʝʥʠʝ ʤʦʞʥʦ 

ʦʧʨʝʜʝʣʠʪʴ ʢʘʢ ʢʘʤʝʨʥʫʶ ʩʠʤʬʦʥʠʶ ʠʣʠ çʠʥʩʪʨʫʤʝʥʪʘʣʴʥʫʶ ʤʫʟʳʢʫè. ɺ XX ʚʝʢʝ ʧʦʷʚʣʷʝʪʩʷ 

ʦʛʨʦʤʥʦʝ ʢʦʣʠʯʝʩʪʚʦ ʨʘʟʣʠʯʥʳʭ ʪʨʘʢʪʦʚʦʢ ʵʪʠʭ ʞʘʥʨʦʚ. çʂʘʤʝʨʥʦʩʪʴ, ʧʨʝʞʜʝ ʚʦʚʩʝ ʥʝ 

ʩʚʦʡʩʪʚʝʥʥʘʷ ʩʠʤʬʦʥʠʯʝʩʢʦʤʫ ʞʘʥʨʫ, ʩʪʘʥʦʚʠʪʩʷ ʚʝʩʴʤʘ ʪʠʧʠʯʥʦʡ ʜʣʷ ñʢʚʘʟʠʩʠʤʬʦʥʠʡò ð 

ʩʠʤʬʦʥʠʡ ʤʘʣʳʭ ʬʦʨʤ, çʤʘʣʝʥʴʢʠʭ ʩʠʤʬʦʥʠʡè, ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʳʭ ñʤʫʟʳʢòè, ð ʧʠʰʝʪ 

ɺ. ʉʤʠʨʥʦʚ [1, ʩ.16]. ʊʘʢ, çʩʦʚʝʨʰʝʥʥʦ ʥʦʚʳʡ ʪʠʧ ʩʠʤʬʦʥʠʠ, ʩʚʝʜʝʥʥʦʡ ʢ ʢʦʥʮʝʥʪʨʘʮʠʠ ʥʘ 

ʤʠʢʨʦʤʦʪʠʚʝ, ʝʛʦ ʠʥʪʝʨʚʘʣʴʥʳʭ ʧʨʝʚʨʘʱʝʥʠʷʭ ʠ ʨʘʟʨʘʙʦʪʢʝ ʩʨʝʜʩʪʚʘʤʠ ʧʦʣʠʬʦʥʠʠ, ʩʦʟʜʘʝʪ 

ɺʝʙʝʨʥ. ʍʠʥʜʝʤʠʪ ʩʦʩʨʝʜʦʪʦʯʠʚʘʝʪ ʩʚʦʠ ʠʩʢʘʥʠʷ ʚ ʦʙʣʘʩʪʠ Kammermusik (çʢʘʤʝʨʥʦʡ ʤʫʟʳʢʠè) 

ð ʦʩʦʙʦʛʦ ʞʘʥʨʘ, ʢʦʪʦʨʳʡ ʩʦʯʝʪʘʝʪ ʧʨʠʟʥʘʢʠ ʢʘʤʝʨʥʦʩʪʠ, ʢʦʥʮʝʨʪʥʦʩʪʠ, ʩʠʤʬʦʥʠʯʥʦʩʪʠ. ʄʠʡʦ 

ʚ ʩʚʦʠʭ ʄʘʣʝʥʴʢʠʭ ʩʠʤʬʦʥʠʷʭ, ʜʣʷʱʠʭʩʷ ʦʪ ʥʝʩʢʦʣʴʢʠʭ ʜʝʩʷʪʢʦʚ ʩʝʢʫʥʜ ʜʦ ʥʝʩʢʦʣʴʢʠʭ ʤʠʥʫʪ, 

ʠʩʧʦʣʴʟʫʝʪ ʢʘʤʝʨʥʳʡ ʘʥʩʘʤʙʣʴ (ʠʥʦʛʜʘ ʪʦʣʴʢʦ ʩʪʨʫʥʥʳʭ ʠʣʠ ʜʫʭʦʚʳʭ). ʉʠʤʬʦʥʠʷ ʪʝʨʷʝʪ ʩʚʦʝ 

ʟʥʘʯʝʥʠʝ ʢʘʢ ʞʘʥʨ, Ăʦʙʦʙʱʝʩʪʚʣʷʶʱʠʡ ʯʫʚʩʪʚʘ ʤʘʩʩò (ʇ. ɹʝʢʢʝʨ)è [1, ʩ.16ï17]. ʇʨʦʠʟʚʝʜʝʥʠʝ 

ɻ. ʏʦʙʘʥʫ ʩʦʝʜʠʥʷʝʪ ʚ ʩʝʙʝ ʧʨʠʟʥʘʢʠ çʤʘʣʝʥʴʢʦʡ ʩʠʤʬʦʥʠʠè ʠ çʠʥʩʪʨʫʤʝʥʪʘʣʴʥʦʡ ʤʫʟʳʢʠè, 

ʧʦʩʢʦʣʴʢʫ ʦʙʥʘʨʫʞʠʚʘʝʪ ʜʚʘ ʚʘʞʥʝʡʰʠʭ ʢʘʯʝʩʪʚʘ ð ʢʘʤʝʨʥʦʩʪʴ (ʠʩʧʦʣʴʟʦʚʘʥʠʝ ʩʪʨʫʥʥʦʛʦ 

ʦʨʢʝʩʪʨʘ, ʧʨʝʦʙʣʘʜʘʥʠʝ ʣʠʨʠʯʝʩʢʠʭ ʦʙʨʘʟʦʚ) ʠ ʩʦʯʝʪʘʥʠʝ ʧʨʠʟʥʘʢʦʚ ʢʦʥʮʝʨʪʥʦʩʪʠ ʠ 

ʩʠʤʬʦʥʠʯʥʦʩʪʠ (ʚ ʩʧʦʩʦʙʘʭ ʪʝʤʘʪʠʯʝʩʢʦʛʦ ʨʘʟʚʝʨʪʳʚʘʥʠʷ).  

ʉʦʯʠʥʝʥʠʝ ʷʚʣʷʝʪʩʷ ʢʦʥʮʝʧʪʫʘʣʴʥʳʤ ʧʦ ʠʜʝʡʥʦ-ʭʫʜʦʞʝʩʪʚʝʥʥʦʤʫ ʩʦʜʝʨʞʘʥʠʶ, ʚ ʥʝʤ 

ʦʨʛʘʥʠʯʥʦ ʩʧʣʝʪʘʶʪʩʷ ʨʘʟʣʠʯʥʳʝ ʬʠʣʦʩʦʬʩʢʠʝ ʠʜʝʠ ʠ ʧʦʵʪʠʯʝʩʢʠʝ ʦʙʨʘʟʳ. ʅʘʟʚʘʥʠʝ Glance 

Behind The Curtain/Glance for The Curtain ʫʢʘʟʳʚʘʝʪ ʥʘ ʧʨʦʛʨʘʤʤʥʦʩʪʴ ʥʦʚʦʛʦ ʪʠʧʘ. ʂʦʤʧʦʟʠʪʦʨ 

ʪʘʢ ʦʙʲʷʩʥʷʝʪ ʝʛʦ ʩʤʳʩʣ: çʅʘʟʚʘʥʠʝ ñɺʟʛʣʷʥʠ ʟʘ ʟʘʥʘʚʝʩ/ʚʟʛʣʷʥʠ ʥʘ ʟʘʥʘʚʝʩò ʤʦʞʥʦ ʧʦʥʠʤʘʪʴ 

ʢʘʢ ʧʨʠʟʳʚ ʧʨʠʩʤʦʪʨʝʪʴʩʷ, ʨʘʟʛʣʷʜʝʪʴ ʠ ʧʦʥʷʪʴ ʜʝʪʘʣʴ, ʚʟʛʣʷʥʫʪʴ ʚʦʢʨʫʛ ʜʣʷ ʪʦʛʦ, ʯʪʦʙʳ ʫʚʠʜʝʪʴ, 

ʯʪʦ ʧʦʵʟʠʷ ʩʢʨʳʚʘʝʪʩʷ ʚ ʧʦʚʩʝʜʥʝʚʥʳʭ ʚʝʱʘʭè1. ʇʦʜʦʙʥʘʷ ʧʨʦʛʨʘʤʤʘ ʥʦʩʠʪ ʦʙʱʠʡ ʭʘʨʘʢʪʝʨ, 

ʧʦʵʪʦʤʫ ʩʦʯʠʥʝʥʠʝ ʦʪʥʦʩʠʪʩʷ ʢ ʦʙʦʙʱʝʥʥʦʡ ʥʝʩʶʞʝʪʥʦʡ ʧʨʦʛʨʘʤʤʥʦʡ ʢʦʤʧʦʟʠʮʠʠ 

(ɺ. ɹʦʙʨʦʚʩʢʠʡ) [2, ʩ.33]. ɿʜʝʩʴ ʥʝʪ ʩʶʞʝʪʘ, ʪʨʘʢʪʫʝʤʦʛʦ ʢʘʢ ʩʠʩʪʝʤʘ ʩʦʙʳʪʠʡ, ʥʦ ʠʤʝʝʪʩʷ ʣʠʰʴ 

ʥʝʢʦʪʦʨʳʡ ʥʘʤʝʢ ʥʘ ʢʨʫʛ ʩʦʜʝʨʞʘʪʝʣʴʥʳʭ ʦʙʨʘʟʦʚ, ʛʜʝ ʩʣʫʰʘʪʝʣʶ ʠ ʠʩʩʣʝʜʦʚʘʪʝʣʶ ʧʨʝʜʣʘʛʘʝʪʩʷ 

ʩʘʤʠʤ ʧʦʥʷʪʴ, ʢʘʢʠʝ ʠʤʝʥʥʦ ʷʚʣʝʥʠʷ ʦʢʨʫʞʘʶʱʝʡ ʜʝʡʩʪʚʠʪʝʣʴʥʦʩʪʠ ʦʪʨʘʞʘʝʪ ʘʚʪʦʨ. 

Glance ɻ. ʏʦʙʘʥʫ ʧʨʝʜʩʪʘʚʣʷʝʪ ʩʦʙʦʡ ʬʦʨʤʫ ʠʥʜʠʚʠʜʫʘʣʴʥʦʛʦ ʧʨʦʝʢʪʘ (ʖ. ʍʦʣʦʧʦʚ). ʆʥʘ 

ʩʢʣʘʜʳʚʘʝʪʩʷ ʠʟ ʜʚʫʭ ʯʘʩʪʝʡ: I ʯʘʩʪʴ ð Glance Behind The Curtain, II ʯʘʩʪʴ ð Glance for The 

Curtain, ʬʦʨʤʳ ʢʦʪʦʨʳʭ ʦʪʥʦʩʷʪʩʷ ʢ ʢʦʥʪʠʥʫʘʣʴʥʦ-ʵʚʦʣʶʮʠʦʥʥʦʤʫ ʚʠʜʫ (ɺ. ɿʘʜʝʨʘʮʢʠʡ), ʘ 

ʠʤʝʥʥʦ ʢ ʢʦʥʪʨʘʩʪʥʦ-ʢʦʥʪʠʥʫʘʣʴʥʦʡ ʨʘʟʥʦʚʠʜʥʦʩʪʠ [3, ʩ.330]. ɺ Glance ʤʥʦʛʦ ʩʤʝʥ ʪʝʤʧʦʚ ʩ 

ʦʯʝʥʴ ʨʘʟʥʦʦʙʨʘʟʥʳʤʠ ʘʚʪʦʨʩʢʠʤʠ ʨʝʤʘʨʢʘʤʠ, ʘ ʪʘʢʞʝ ʙʦʣʴʰʦʝ ʢʦʣʠʯʝʩʪʚʦ ʛʝʥʝʨʘʣʴʥʳʭ ʧʘʫʟ 

(ʪʨʠ ð ʚ ʧʝʨʚʦʡ ʯʘʩʪʠ, ʰʝʩʪʴ ð ʚʦ ʚʪʦʨʦʡ), ʢʦʪʦʨʳʝ ʥʝ ʦʩʪʘʚʣʷʶʪ ʩʦʤʥʝʥʠʡ ʚ ʯʣʝʥʝʥʠʠ 

ʢʦʤʧʦʟʠʮʠʠ ʥʘ ʨʷʜ ʢʦʥʪʨʘʩʪʥʳʭ ʙʣʦʢʦʚ. 

2. ʆʩʦʙʝʥʥʦʩʪʠ ʜʨʘʤʘʪʫʨʛʠʠ. ʇʨʦʠʟʚʝʜʝʥʠʝ ʦʨʛʘʥʠʟʦʚʘʥʦ ʧʦ ʧʨʠʥʮʠʧʫ ʧʘʨʘʣʣʝʣʴʥʦʡ 

ʜʨʘʤʘʪʫʨʛʠʠ, ʦʩʥʦʚʘʥʥʦʡ ʥʘ ʨʘʟʚʠʪʠʠ ʪʨʝʭ ʤʘʢʨʦʪʝʤ. ʂʘʢ ʠʟʚʝʩʪʥʦ, ʪʝʨʤʠʥ çʤʘʢʨʦʪʝʤʘè 

ʧʨʠʥʘʜʣʝʞʠʪ ɺ. ɺʘʣʴʢʦʚʦʡ, ʢʦʪʦʨʘʷ ʧʠʰʝʪ, ʯʪʦ çʩʘʤʳʡ ʦʙʦʙʱʝʥʥʳʡ ʫʨʦʚʝʥʴ ʪʝʤʘʪʠʟʤʘ ʤʦʞʥʦ 

ʦʧʨʝʜʝʣʠʪʴ ʢʘʢ ʤʫʟʳʢʘʣʴʥʦ-ʢʦʥʮʝʧʮʠʦʥʥʳʡ, ʠʣʠ ʤʘʢʨʦʪʝʤʘʪʠʯʝʩʢʠʡè. ʆʥʘ ʦʪʤʝʯʘʝʪ, ʯʪʦ çʚ 

ʨʘʤʢʘʭ ʵʪʦʛʦ ʪʝʤʘʪʠʯʝʩʢʦʛʦ ʫʨʦʚʥʷ ʜʝʡʩʪʚʫʶʪ ʩʘʤʳʝ ʦʙʱʠʝ ʢʘʪʝʛʦʨʠʠ ʤʫʟʳʢʘʣʴʥʦʛʦ ʤʳʰʣʝʥʠʷ 

ð ʜʠʥʘʤʠʢʘ ʠ ʩʪʘʪʠʢʘ, ʨʘʟʣʠʯʥʳʝ ʩʪʠʣʠʩʪʠʯʝʩʢʠʝ ʵʣʝʤʝʥʪʳ, ʪʠʧʳ ʚʳʨʘʟʠʪʝʣʴʥʦʩʪʠè [4, ʩ.186]. 

ɺ ʦʩʥʦʚʝ ʬʝʥʦʤʝʥʘ ʤʘʢʨʦʪʝʤʳ ʣʝʞʠʪ ʪʘʢʦʝ ʨʘʩʧʨʦʩʪʨʘʥʝʥʥʦʝ ʚ ʩʦʚʨʝʤʝʥʥʦʡ ʤʫʟʳʢʝ 

ʷʚʣʝʥʠʝ, ʢʘʢ çʧʘʨʘʤʝʪʨ ʵʢʩʧʨʝʩʩʠʠè (ɺ. ʍʦʣʦʧʦʚʘ) [5, c.104]. ʆʥ ʦʧʠʨʘʝʪʩʷ ʥʘ ʥʝʩʧʝʮʠʬʠʯʝʩʢʠʝ 

ʩʨʝʜʩʪʚʘ ʤʫʟʳʢʘʣʴʥʦʡ ʚʳʨʘʟʠʪʝʣʴʥʦʩʪʠ, ʢʦʪʦʨʳʝ ʚ ʤʫʟʳʢʝ ʍʍ ʚʝʢʘ ʚʳʭʦʜʷʪ ʥʘ ʧʝʨʚʳʡ ʧʣʘʥ ð 

ʘʨʪʠʢʫʣʷʮʠʷ, ʪʝʤʙʨ, ʜʠʥʘʤʠʢʘ, ʪʝʤʧ, ʨʝʛʠʩʪʨ, ʬʘʢʪʫʨʘ, ʥʝʢʦʪʦʨʳʝ ʵʣʝʤʝʥʪʳ ʤʝʣʦʜʠʢʠ, ʨʠʪʤʠʢʠ. 

                                                           
1 ʀʟ ʣʠʯʥʦʡ ʧʝʨʝʧʠʩʢʠ ʩ ʢʦʤʧʦʟʠʪʦʨʦʤ ʧʦ ʵʣʝʢʪʨʦʥʥʦʡ ʧʦʯʪʝ 12.02.2019. 
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ɺʳʜʝʣʷʶʪʩʷ ʜʚʝ ʬʫʥʢʮʠʠ ʧʘʨʘʤʝʪʨʘ ʵʢʩʧʨʝʩʩʠʠ ð ʜʠʩʩʦʥʘʥʩ ʠ ʢʦʥʩʦʥʘʥʩ [5, ʩ.102]. ɺ ʢʘʯʝʩʪʚʝ 

ʩʠʥʦʥʠʤʦʚ çʤʘʢʨʦʪʝʤʝè ʠʩʧʦʣʴʟʫʶʪʩʷ ʪʘʢʞʝ ʧʦʥʷʪʠʷ çʜʨʘʤʘʪʫʨʛʠʯʝʩʢʦʡ ʪʝʤʳè ʠ 

çʜʨʘʤʘʪʫʨʛʠʯʝʩʢʦʛʦ ʩʣʦʷè, ʚ ʢʦʪʦʨʳʭ ʚʳʜʝʣʷʶʪʩʷ ʜʝʡʩʪʚʝʥʥʳʡ ʠ ʩʦʟʝʨʮʘʪʝʣʴʥʳʡ. 

ɽ. ʄʠʭʘʣʯʝʥʢʦʚʘ-ʉʧʠʨʠʥʘ ʧʠʰʝʪ, ʯʪʦ çʩʦʟʝʨʮʘʪʝʣʴʥʫʶ ʤʫʟʳʢʫ ʭʘʨʘʢʪʝʨʠʟʫʝʪ ʤʝʜʣʝʥʥʦʩʪʴ 

ʜʚʠʞʝʥʠʷ, ʛʨʦʤʢʦʩʪʥʳʡ ʥʶʘʥʩ piano, ʢʨʘʩʦʯʥʦʩʪʴ ʟʚʫʯʘʥʠʡ. ɺ ʜʝʡʩʪʚʝʥʥʦʤ ʩʣʦʝ 

ʧʦʜʜʝʨʞʠʚʘʝʪʩʷ ʤʦʪʦʨʠʢʘ, ʝʛʦ ʦʙʨʘʟʳ ʘʢʪʠʚʥʳè [6, c.32].  

ɺ Glance ʚʳʨʠʩʦʚʳʚʘʝʪʩʷ ʩʣʝʜʫʶʱʘʷ ʩʠʩʪʝʤʘ ʧʦʩʪʨʦʝʥʠʷ ʤʘʢʨʦʪʝʤ: 

1. ʇʝʨʚʘʷ ʤʘʢʨʦʪʝʤʘ A ʚʳʧʦʣʥʷʝʪ ʬʫʥʢʮʠʶ ʜʠʩʩʦʥʘʥʩʘ ʧʦ ʧʘʨʘʤʝʪʨʫ ʵʢʩʧʨʝʩʩʠʠ, 

ʦʪʥʦʩʠʪʩʷ ʢ ʜʝʡʩʪʚʝʥʥʦʡ ʩʬʝʨʝ.  

2. ɺʪʦʨʘʷ ʤʘʢʨʦʪʝʤʘ B ʩʦʠʟʤʝʨʠʤʘ ʩ ʢʦʥʩʦʥʘʥʩʦʤ ʧʦ ʧʘʨʘʤʝʪʨʫ ʵʢʩʧʨʝʩʩʠʠ ʠ 

ʧʨʝʜʩʪʘʚʣʷʝʪ ʩʦʟʝʨʮʘʪʝʣʴʥʫʶ ʩʬʝʨʫ. 

3. ʊʨʝʪʴʷ ʤʘʢʨʦʪʝʤʘ ʉ ʙʣʠʞʝ ʢ ʜʠʩʩʦʥʘʥʩʫ ʧʦ ʧʘʨʘʤʝʪʨʫ ʵʢʩʧʨʝʩʩʠʠ, ʦʜʥʘʢʦ ʚ ʦʪʣʠʯʠʝ ʦʪ 

ʤʘʢʨʦʪʝʤ ɸ ʠ ɺ, ʚ ʢʦʪʦʨʳʭ ʚʘʞʥʝʡʰʝʡ ʩʪʦʨʦʥʦʡ ʷʚʣʷʣʘʩʴ ʟʚʫʢʦʚʳʩʦʪʥʦʩʪʴ, ʟʜʝʩʴ ʥʘ 

ʧʝʨʚʳʡ ʧʣʘʥ ʚʳʭʦʜʷʪ ʰʫʤʦʚʳʝ ʵʬʬʝʢʪʳ. 

ʉʣʝʜʫʝʪ ʦʪʤʝʪʠʪʴ, ʯʪʦ ʜʘʥʥʳʝ ʤʘʢʨʦʪʝʤʳ ʥʝ ʧʨʠʚʷʟʘʥʳ ʢ ʢʘʢʦʤʫ-ʣʠʙʦ ʦʜʥʦʤʫ 

ʢʦʥʢʨʝʪʥʦʤʫ ʦʙʨʘʟʫ ʠ ʚ ʪʦʤ ʠʣʠ ʠʥʦʤ ʨʘʟʜʝʣʝ ʧʨʦʠʟʚʝʜʝʥʠʷ ʤʦʛʫʪ ʙʳʪʴ ʧʨʝʜʩʪʘʚʣʝʥʳ ʚ 

ʨʘʟʣʠʯʥʳʭ ʠʧʦʩʪʘʩʷʭ ʠ ʚʳʧʦʣʥʷʪʴ ʨʘʟʥʦʦʙʨʘʟʥʳʝ ʬʫʥʢʮʠʠ. 

ɺ ʧʝʨʚʦʡ ʯʘʩʪʠ ʟʘʜʝʡʩʪʚʦʚʘʥʳ ʜʚʝ ʤʘʢʨʦʪʝʤʳ ð ɸ ʠ ɺ, ʚʦ ʚʪʦʨʦʡ ʘʢʪʠʚʥʦ ʨʘʟʚʠʚʘʶʪʩʷ 

ʚʩʝ ʪʨʠ (ʩʤ. ʪʘʙʣʠʮʫ 1). 

ʊʘʙʣʠʮʘ 1. 

ʄʘʢʨʦʪʝʤʘ A ʄʘʢʨʦʪʝʤʘ B ʄʘʢʨʦʪʝʤʘ ʉ 

ɸʨʪʠʢʫʣʷʮʠʷ, ʩʧʦʩʦʙʳ 

ʟʚʫʢʦʠʟʚʣʝʯʝʥʠʷ:  

pizzicato/arco, ʘʢʮʝʥʪʳ, ʪʨʝʣʠ, 

tremolo, marcato, col legno, sul 

ponticello 

ɸʨʪʠʢʫʣʷʮʠʷ, ʩʧʦʩʦʙʳ 

ʟʚʫʢʦʠʟʚʣʝʯʝʥʠʷ: 

ʣʝʛʘʪʦ, arco 

ɸʨʪʠʢʫʣʷʮʠʷ, ʩʧʦʩʦʙʳ 

ʟʚʫʢʦʠʟʚʣʝʯʝʥʠʷ: 

col legno, dopo il ponticello, 

battere con le dita sul corpo 

ʢʦʨʦʪʢʠʝ ʤʝʣʦʜʠʯʝʩʢʠʝ  

ʧʦʧʝʚʢʠ, ʜʨʦʙʥʦʩʪʴ 

ʩʪʨʫʢʪʫʨʳ, 

ʤʥʦʛʦʵʣʝʤʝʥʪʥʦʩʪʴ 

ʧʝʚʫʯʘʷ, ʢʘʥʪʠʣʝʥʥʘʷ ʤʝʣʦʜʠʢʘ 

ʰʠʨʦʢʦʛʦ ʜʳʭʘʥʠʷ, ʙʦʣʝʝ 

ʢʨʫʧʥʳʝ ʧʦʩʪʨʦʝʥʠʷ 

ʨʝʧʝʪʠʮʠʠ ʥʘ ʦʜʥʦʡ ʚʳʩʦʪʝ, 

ʦʪʩʫʪʩʪʚʠʝ ʟʚʫʢʦʚʳʩʦʪʥʦʩʪʠ ï 

ʰʫʤʦʚʳʝ ʵʬʬʝʢʪʳ 

ʧʝʨʝʤʝʥʥʦʩʪʴ ʤʝʪʨʦʨʠʪʤʘ ʩʪʘʙʠʣʴʥʳʡ ʤʝʪʨ ʘʩʠʥʭʨʦʥʥʦʝ ʟʚʫʯʘʥʠʝ, 

ʧʦʣʠʨʠʪʤʠʷ, quasi senza metro 

ʜʠʩʢʨʝʪʥʘʷ ʬʘʢʪʫʨʘ ʢʦʥʪʠʥʫʘʣʴʥʘʷ ʬʘʢʪʫʨʘ ʢʦʥʪʠʥʫʘʣʴʥʘʷ ʬʘʢʪʫʨʘ 

ʙʳʩʪʨʳʡ ʪʝʤʧ, ʤʝʣʢʠʝ 

ʜʣʠʪʝʣʴʥʦʩʪʠ 

ʫʤʝʨʝʥʥʳʡ ʪʝʤʧ, ʧʨʝʦʙʣʘʜʘʥʠʝ 

ʢʨʫʧʥʳʭ ʜʣʠʪʝʣʴʥʦʩʪʝʡ 

ʪʝʤʧ ʥʝ ʠʤʝʝʪ ʟʥʘʯʝʥʠʷ 

ʠʟʤʝʥʯʠʚʘʷ ʜʠʥʘʤʠʢʘ ʩʪʘʙʠʣʴʥʘʷ ʜʠʥʘʤʠʢʘ, ʙʝʟ 

ʨʝʟʢʠʭ ʧʝʨʝʧʘʜʦʚ 

p, mf 

 

ʇʨʦʩʣʝʜʠʤ ʚʟʘʠʤʦʜʝʡʩʪʚʠʝ ʤʘʢʨʦʪʝʤ ʚ ʧʝʨʚʦʡ ʯʘʩʪʠ Glance (ʩʤ. ʪʘʙʣʠʮʫ 2). 

ʊʘʙʣʠʮʘ 2. 

A ð 

ʵʧʠʛʨʘʬ 
B C D E (ʬʫʥʢʮʠʷ 

ʨʝʧʨʠʟʳ) 

ɿʘʢʣʶʯʝʥʠʝ 

1ï21 ʪʪ.  

(21 ʪ.) 

22ï60 ʪʪ.  

(38 ʪ.) 

61ï88 ʪʪ. 

(27 ʪ.) 

89ï121 ʪʪ. 

(32 ʪ.) 

122ï158 ʪʪ.  

(36 ʪ.) 

159ï163 ʪʪ. 

(5 ʪ.) 

ʤʘʢʨʦʪʝʤʘ 

A 

ʤʘʢʨʦʪʝʤʳ B ʠ A 

ð 

ʛʦʨʠʟʦʥʪʘʣʴʥʳʡ 

ʩʠʥʪʝʟ 

ʤʘʢʨʦʪʝʤʘ 

B 

ʤʘʢʨʦʪʝʤʘ A ʤʘʢʨʦʪʝʤʳ A ʠ B 

ð ʚʝʨʪʠʢʘʣʴʥʳʡ 

ʩʠʥʪʝʟ 

ʤʘʢʨʦʪʝʤʘ A 

  G.P. G.P. 

(ʢʨʦʤʝ ʉb) 
G.P.  
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ʉʦʯʠʥʝʥʠʝ ʦʪʢʨʳʚʘʝʪʩʷ ʵʢʩʧʦʥʠʨʦʚʘʥʠʝʤ ʜʝʡʩʪʚʝʥʥʦʡ ʤʘʢʨʦʪʝʤʳ A, ʢʦʪʦʨʘʷ ʚʢʣʶʯʘʝʪ 

ʰʝʩʪʴ ʪʝʤʘʪʠʯʝʩʢʠʭ ʵʣʝʤʝʥʪʦʚ: 

1) a ð ʤʘʣʦʩʝʢʫʥʜʦʚʦʝ ʥʠʩʭʦʜʷʱʝʝ ʜʚʠʞʝʥʠʝ ʠ ʪʨʝʣʴ;  

2) b ð ʢʦʨʦʪʢʠʡ ʥʠʩʭʦʜʷʱʠʡ ʧʘʩʩʘʞ ʪʨʠʦʣʷʤʠ ʠʟ ʰʝʩʪʥʘʜʮʘʪʳʭ (ʠʥʪʦʥʘʮʠʦʥʥʳʡ ʦʩʪʦʚ ð 

ʩʝʢʫʥʜʘ-ʪʝʨʮʠʷ), ʚʳʟʳʚʘʶʱʠʡ ʘʩʩʦʮʠʘʮʠʠ ʩʦ çʩʢʦʣʴʟʷʱʠʤ ʚʟʛʣʷʜʦʤè, ʤʠʤʦʣʝʪʥʦ 

ʧʨʦʙʝʛʘʶʱʠʤ;  

3) ʩ ð ʧʦʣʠʨʠʪʤʠʯʝʩʢʠʡ, ʫʜʘʨʥʳʡ ʧʦ ʧʨʠʨʦʜʝ, ʤʦʪʠʚ, ʠʩʧʦʣʥʷʝʤʳʡ col legno, ʩʤʳʩʣʦʚʦʝ 

ʟʥʘʯʝʥʠʝ ʢʦʪʦʨʦʛʦ ð ʨʠʪʤʠʯʝʩʢʘʷ ʧʝʨʝʙʠʚʢʘ, ʠʜʝʷ ʘʩʠʥʭʨʦʥʥʦʩʪʠ;  

4) d ð ʜʚʘ ʢʦʨʦʪʢʠʭ ʦʪʜʝʣʴʥʳʭ ʟʚʫʢʘ (ʚʦʩʭʦʜʷʱʘʷ ʩʝʢʫʥʜʘ), ʩʚʦʝʛʦ ʨʦʜʘ çʰʘʛʠè;  

5) e ð ʧʨʦʪʷʥʫʪʳʡ ʟʚʫʢ, ʠʩʪʘʠʚʘʶʱʠʡ ʚ ʚʳʩʦʢʦʤ ʨʝʛʠʩʪʨʝ, ʢʘʢ ʟʘʤʠʨʘʶʱʠʡ ʚʟʛʣʷʜ;  

6) f ð ʤʦʪʠʚ-çʪʦʯʢʘè, ʢʦʨʦʪʢʠʡ ʘʢʮʝʥʪʠʨʦʚʘʥʥʳʡ ʟʚʫʢ, ʚʟʷʪʳʡ pizzicato ʚ ʥʠʟʢʦʤ ʨʝʛʠʩʪʨʝ, 

ʧʦʜʯʝʨʢʠʚʘʶʱʠʡ ʟʘʚʝʨʰʝʥʠʝ ʜʘʥʥʦʡ ʩʪʨʫʢʪʫʨʳ, ʝʛʦ ʛʣʘʚʥʘʷ ʬʫʥʢʮʠʷ ð 

ʬʦʨʤʦʦʙʨʘʟʫʶʱʘʷ (ʩʤ. ʧʨʠʤʝʨ 1). 

ʇʨʠʤʝʨ 1. 

a.        b.      ʩ.  

    

d.                           e.                                   f. 

ʉʨʝʜʠ ʜʘʥʥʳʭ ʵʣʝʤʝʥʪʦʚ ʥʘʠʙʦʣʝʝ ʟʥʘʯʠʤʳʤ ʜʣʷ ʧʦʩʣʝʜʫʶʱʝʛʦ ʨʘʟʚʠʪʠʷ ʦʢʘʟʳʚʘʝʪʩʷ 

ʵʣʝʤʝʥʪ b, ʚ ʪʦ ʚʨʝʤʷ a, d, f ʥʦʩʷʪ ʦʙʦʙʱʝʥʥʳʡ, ʥʝʡʪʨʘʣʴʥʳʡ ʭʘʨʘʢʪʝʨ, ʜʦʧʦʣʥʷʷ ʦʩʥʦʚʥʦʡ ʦʙʨʘʟ. 

ɺ ʵʣʝʤʝʥʪʝ e ʤʦʞʥʦ ʫʩʤʦʪʨʝʪʴ ʥʝʢʠʡ ʥʘʤʝʢ ʥʘ ʙʫʜʫʱʫʶ ʢʘʥʪʠʣʝʥʥʫʶ ʤʘʢʨʦʪʝʤʫ B. ʅʘʢʦʥʝʮ, c 

ʷʚʣʷʝʪʩʷ ʧʨʝʜʚʦʩʭʠʱʝʥʠʝʤ ʚʦʟʥʠʢʘʶʱʝʡ ʣʠʰʴ ʚʦ ʚʪʦʨʦʡ ʧʦʣʦʚʠʥʝ II  ʯʘʩʪʠ ʧʨʦʠʟʚʝʜʝʥʠʷ 

ʤʘʢʨʦʪʝʤʳ C. ʊʘʢʠʤ ʦʙʨʘʟʦʤ, ʜʘʥʥʳʡ ʙʣʦʢ ʤʦʞʥʦ ʩʯʠʪʘʪʴ ʵʧʠʛʨʘʬʦʤ ʩʦʯʠʥʝʥʠʷ, ʚʢʣʶʯʘʶʱʠʤ 

ʵʣʝʤʝʥʪʳ ʚʩʝʭ ʤʘʢʨʦʪʝʤ. 

ɹʣʦʢ A ʚʢʣʶʯʘʝʪ ʧʷʪʴ ʤʠʢʨʦʬʘʟ: ʪʨʠ ʵʢʩʧʦʥʠʨʫʶʱʠʭ, ʨʘʟʚʠʚʘʶʱʘʷ ʠ ʢʦʜʦʚʘʷ ð 

3+4+5+5+2. ɺ ʢʦʥʮʝ ʚʪʦʨʦʡ ʵʢʧʦʥʠʨʫʶʱʝʡ ʤʠʢʨʦʬʘʟʳ ʧʦʷʚʣʷʝʪʩʷ ʝʱʝ ʦʜʠʥ, ʩʝʜʴʤʦʡ 

ʪʝʤʘʪʠʯʝʩʢʠʡ ʵʣʝʤʝʥʪ g. ʆʥ ʛʝʥʝʪʠʯʝʩʢʠ ʩʚʷʟʘʥ ʩ ʠʟʦʙʨʘʞʘʶʱʠʤ ʰʘʛʠ ʤʦʪʠʚʦʤ d, ʦʪ ʢʦʪʦʨʦʛʦ 

ʫʥʘʩʣʝʜʦʚʘʣ ʘʨʪʠʢʫʣʷʮʠʶ marcato ʢʦʨʦʪʢʠʤʠ ʟʚʫʢʘʤʠ, ʟʘʚʝʨʰʘʶʱʠʤʠʩʷ ʤʦʪʠʚʦʤ-çʪʦʯʢʦʡè f. 

ʅʦʚʳʤ ʚ ʜʘʥʥʦʤ ʵʣʝʤʝʥʪʝ ʷʚʣʷʝʪʩʷ ʘʢʢʦʨʜʦʚʳʡ ʩʢʣʘʜ ʩ ʠʩʧʦʣʴʟʦʚʘʥʠʝʤ ʩʝʢʫʥʜʦʚʦ-ʢʚʠʥʪʦʚʳʭ 

ʛʘʨʤʦʥʠʡ, forte, ʪʫʪʪʠʡʥʳʡ ʭʘʨʘʢʪʝʨ, ʚ ʦʪʣʠʯʠʝ ʦʪ ʦʜʥʦʛʦʣʦʩʥʦʛʦ ʤʦʪʠʚʘ ʰʘʛʦʚ, ʟʚʫʯʘʱʝʛʦ ʥʘ 

piano. 

ʍʫʜʦʞʝʩʪʚʝʥʥʦʝ ʩʦʜʝʨʞʘʥʠʝ ʤʫʟʳʢʠ ʨʘʩʢʨʳʚʘʝʪʩʷ ʚ ʤʠʤʦʣʝʪʥʦʡ ʩʤʝʥʝ ʦʙʨʘʟʦʚ, 

ʨʦʞʜʘʶʱʝʡ ʘʩʩʦʮʠʘʮʠʠ ʩʦ ʩʢʦʣʴʞʝʥʠʝʤ ʚʟʛʣʷʜʘ ʧʦ ʚʥʝʰʥʠʤ ʢʦʥʪʫʨʘʤ, ʩ ʙʣʠʢʘʤʠ, ʤʝʨʮʘʥʠʷʤʠ, 

ʟʚʫʢʦʚʳʤʠ ʟʘʚʠʭʨʝʥʠʷʤʠ-ʰʫʨʰʘʥʠʷʤʠ, ʧʨʠʭʦʪʣʠʚʦʡ ʠʛʨʦʡ ʟʚʫʢʦʚ. ʂʦʤʧʦʟʠʪʦʨ ʧʨʠʚʣʝʢʘʝʪ 

ʚʥʠʤʘʥʠʝ ʢ ʢʘʞʜʦʤʫ ʤʦʪʠʚʫ ʠ ʦʪʜʝʣʴʥʦʤʫ ʟʚʫʢʫ, ʵʪʦ ʤʠʢʨʦʤʠʨ, ʚ ʢʦʪʦʨʦʤ ʚʘʞʥʳ ʚʩʝ ʜʝʪʘʣʠ. 

ʉʦʯʠʥʝʥʠʝ ʟʘʩʪʘʚʣʷʝʪ ʩʣʫʰʘʪʝʣʷ ʥʘʩʪʦʨʦʞʝʥʥʦ ʚʥʠʤʘʪʴ, ʥʝ ʦʪʚʣʝʢʘʷʩʴ ʥʠ ʥʘ ʤʛʥʦʚʝʥʠʝ. 

ʋʜʠʚʠʪʝʣʴʥʦ, ʢʘʢ ʤʥʦʛʦ ʦʙʨʘʟʦʚ ʧʨʦʥʦʩʠʪʩʷ ʚʩʝʛʦ ʣʠʰʴ ʟʘ ʤʠʥʫʪʫ ʟʚʫʯʘʥʠʷ. ʇʦʜʦʙʥʘʷ 

ʢʦʥʮʝʥʪʨʠʨʦʚʘʥʥʦʩʪʴ ʤʳʩʣʠ ʭʘʨʘʢʪʝʨʥʘ ʜʣʷ ʚʩʝʛʦ ʧʨʦʠʟʚʝʜʝʥʠʷ ʚ ʮʝʣʦʤ. 
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ɹʣʦʢ B ʜʘʝʪ ʛʦʨʠʟʦʥʪʘʣʴʥʳʡ ʩʠʥʪʝʟ ʤʘʢʨʦʪʝʤ A ʠ ɺ, ʚʩʪʫʧʘʶʱʠʭ ʚ ʜʠʘʣʦʛ ʥʘ ʬʦʥʝ 

ʦʨʢʝʩʪʨʦʚʳʭ ʧʝʜʘʣʝʡ ʫ ʥʠʟʢʠʭ ʩʪʨʫʥʥʳʭ. ɿʜʝʩʴ ʚʚʦʜʠʪʩʷ ʥʦʚʳʡ ʵʣʝʤʝʥʪ h, ʢʦʪʦʨʳʡ ʥʘʠʙʦʣʝʝ 

ʷʨʢʦ ʨʘʩʢʨʳʚʘʝʪ ʤʘʢʨʦʪʝʤʫ ɺ. ʆʥ ʦʩʥʦʚʘʥ ʥʘ ʢʦʥʩʦʥʘʥʩʝ ʵʢʩʧʨʝʩʩʠʠ ʠ ʧʨʝʜʩʪʘʚʣʝʥ ʧʝʚʫʯʝʡ 

ʤʝʣʦʜʠʝʡ ʰʠʨʦʢʦʛʦ ʜʠʘʧʘʟʦʥʘ, ʦʪʥʦʩʷʱʝʡʩʷ ʢ ʩʬʝʨʝ ʭʨʫʧʢʦʡ, ʫʪʦʥʯʝʥʥʦʡ ʣʠʨʠʢʠ. ʈʷʜ 

ʚʘʨʴʠʨʫʶʱʠʭʩʷ ʤʦʪʠʚʦʚ ʩʢʣʘʜʳʚʘʝʪʩʷ ʚ ʪʝʤʘʪʠʟʤ, ʙʣʠʟʢʠʡ ʧʦ ʩʚʦʝʡ ʬʫʥʢʮʠʦʥʘʣʴʥʦʩʪʠ ʢ 

ʢʣʘʩʩʠʯʝʩʢʦʤʫ. ʊʝʤʫ ʠʟʣʘʛʘʶʪ ʧʝʨʚʳʝ ʩʢʨʠʧʢʠ ʚ ʫʥʠʩʦʥ, ʢʦʪʦʨʳʡ ʣʠʰʴ ʠʟʨʝʜʢʘ ʥʘʨʫʰʘʝʪʩʷ 

ʥʝʙʦʣʴʰʠʤʠ ʛʝʪʝʨʦʬʦʥʥʳʤʠ ʨʘʩʱʝʧʣʝʥʠʷʤʠ. ɺ ʯʝʪʳʨʝʭ ʧʨʦʚʝʜʝʥʠʷʭ ʪʝʤʳ ʩ ʢʘʞʜʦʡ ʥʦʚʦʡ 

ʨʝʧʣʠʢʦʡ ʘʤʙʠʪʫʩ ʝʝ ʨʘʩʰʠʨʷʝʪʩʷ ʠ ʟʘʚʦʝʚʳʚʘʝʪ ʥʦʚʫʶ ʚʳʩʦʪʫ. 

ɻʦʨʠʟʦʥʪʘʣʴʥʳʡ ʩʠʥʪʝʟ ʤʘʢʨʦʪʝʤ ʦʩʫʱʝʩʪʚʣʷʝʪʩʷ ʚ ʦʜʥʦʚʨʝʤʝʥʥʦʤ ʟʚʫʯʘʥʠʠ ʜʚʫʭ 

ʧʣʘʩʪʦʚ, ʛʜʝ ʧʝʨʚʳʡ ʧʨʝʜʩʪʘʚʣʝʥ ʯʝʨʝʜʦʚʘʥʠʝʤ ʤʘʢʨʦʪʝʤ A ʠ B, ʚʪʦʨʦʡ ð ʦʨʢʝʩʪʨʦʚʳʤʠ ʜʚʫʭ-

ʯʝʪʳʨʝʭʟʚʫʯʥʳʤʠ ʧʝʜʘʣʷʤʠ. ʄʘʢʨʦʪʝʤʘ A ʨʘʟʚʠʚʘʝʪ ʵʣʝʤʝʥʪ b ʚ ʦʩʥʦʚʥʦʤ ʠ ʠʥʚʝʨʩʠʦʥʥʦʤ 

ʚʘʨʠʘʥʪʘʭ (ʧʷʪʴ ʧʨʦʚʝʜʝʥʠʡ). ʅʘ ʧʝʨʚʳʡ ʧʣʘʥ ʚʳʩʪʫʧʘʶʪ ʠʥʪʝʨʚʘʣʴʥʳʝ ʩʦʯʝʪʘʥʠʷ ʩ 

ʧʨʝʦʙʣʘʜʘʥʠʝʤ ʪʨʠʪʦʥʦʚ, ʩʝʢʫʥʜ, ʩʝʧʪʠʤ, ʩʝʢʩʪ. ʄʝʣʦʜʠʯʝʩʢʠʝ ʨʝʧʣʠʢʠ ʥʘʧʦʤʠʥʘʶʪ 

ʚʩʭʣʠʧʳʚʘʥʠʷ, ʧʝʨʝʚʦʜʷ ʦʙʨʘʟʳ ʚ ʤʦʜʫʩ ʚʟʚʦʣʥʦʚʘʥʥʦʩʪʠ ʠ ʩʤʷʪʝʥʠʷ. 

ɺ ʮʝʣʦʤ ʜʘʥʥʳʡ ʨʘʟʜʝʣ ʧʨʝʜʩʪʘʚʣʷʝʪ ʩʬʝʨʫ ʟʝʤʥʦʛʦ, ʯʝʣʦʚʝʯʝʩʢʦʛʦ ʚ ʜʚʫʭ ʠʧʦʩʪʘʩʷʭ: 

1) ʤʘʢʨʦʪʝʤʘ A ð ʜʠʩʙʘʣʘʥʩ, ʨʘʩʩʦʛʣʘʩʦʚʘʥʥʦʩʪʴ, ʥʝʫʩʪʦʡʯʠʚʦʩʪʴ, ʧʦʜʚʠʞʥʦʩʪʴ, ʵʥʪʨʦʧʠʷ. 

2) ʤʘʢʨʦʪʝʤʘ B ð ʦʙʨʘʟʳ ʫʩʪʦʡʯʠʚʦʩʪʠ, ʫʚʝʨʝʥʥʦʩʪʠ, ʥʘʩʪʦʡʯʠʚʦʩʪʠ. 

ɺ ʨʝʟʫʣʴʪʘʪʝ ʠʭ ʧʨʦʪʠʚʦʩʪʦʷʥʠʷ ʥʘ ʧʝʨʚʦʤ ʧʣʘʥʝ ʦʢʘʟʳʚʘʝʪʩʷ ʤʘʢʨʦʪʝʤʘ A. ɿʘʚʝʨʰʘʝʪʩʷ 

ʙʣʦʢ ʣʦʢʘʣʴʥʦʡ ʢʫʣʴʤʠʥʘʮʠʝʡ (ʪʪ.56ï60), ʛʜʝ ʦʨʢʝʩʪʨʦʚʦʝ ʪʫʪʪʠ ʥʘ ff  ʪʨʠʞʜʳ ʧʨʦʚʦʟʛʣʘʰʘʝʪ 

ʤʦʪʠʚ, ʚʳʨʘʞʘʶʱʠʡ ʦʪʯʘʷʥʠʝ ʠ ʙʝʟʳʩʭʦʜʥʦʩʪʴ, ʥʝʜʦʩʪʠʞʠʤʦʩʪʴ ʯʝʣʦʚʝʯʝʩʢʦʛʦ ʩʪʨʝʤʣʝʥʠʷ: 

ʥʠʩʭʦʜʷʱʘʷ ʤʘʣʦʩʝʢʫʥʜʦʚʘʷ ʠʥʪʦʥʘʮʠʷ ʚʟʜʦʭʘ ʚʧʠʩʘʥʘ ʚ ʘʤʙʠʪʫʩ ʫʤʝʥʴʰʝʥʥʦʛʦ ʪʨʝʟʚʫʯʠʷ ʠ 

ʧʨʦʜʫʙʣʠʨʦʚʘʥʘ ʜʠʩʩʦʥʠʨʫʶʱʠʤʠ ʩʦʟʚʫʯʠʷʤʠ.  

ʈʘʟʜʝʣ C ʷʚʣʷʝʪʩʷ ʚʪʦʨʳʤ ʵʪʘʧʦʤ ʚ ʨʘʟʚʠʪʠʠ ʤʘʢʨʦʪʝʤʳ B, ʢʦʪʦʨʘʷ ʧʨʝʜʩʪʘʝʪ ʚ ʠʥʦʡ 

ʠʧʦʩʪʘʩʠ: ʭʨʫʧʢʠʝ ʦʙʨʘʟʳ ʧʨʝʜʳʜʫʱʝʛʦ ʨʘʟʜʝʣʘ ʩʤʝʥʷʶʪʩʷ ʣʠʨʠʢʦʡ ʙʦʣʝʝ ʦʪʢʨʳʪʦʡ, ʩʚʝʪʣʦʡ, 

quasi-ʘʨʠʦʟʥʦʡ. ʅʦʚʘʷ ʪʝʤʘ i ʰʠʨʦʢʦʛʦ ʜʳʭʘʥʠʷ, ʦʭʚʘʪʳʚʘʝʪ ʜʠʘʧʘʟʦʥ des1 ï c4 ʠ ʦʪʯʘʩʪʠ 

ʥʘʧʦʤʠʥʘʝʪ ʚʘʛʥʝʨʦʚʩʢʠʝ ʙʝʩʢʦʥʝʯʥʳʝ ʤʝʣʦʜʠʠ. ʆʥʘ ʟʚʫʯʠʪ ʚ ʚʳʩʦʢʦʤ ʨʝʛʠʩʪʨʝ ʚ ʫʥʠʩʦʥ ʫ 

ʧʝʨʚʳʭ ʩʢʨʠʧʦʢ ʥʘ ʬʦʥʝ ʛʫʩʪʳʭ ʧʝʜʘʣʝʡ ʦʩʪʘʣʴʥʳʭ ʩʪʨʫʥʥʳʭ ʠ ʜʦʧʦʣʥʷʝʪʩʷ ʨʝʧʣʠʢʘʤʠ 

ʨʘʟʣʠʯʥʳʭ ʠʥʩʪʨʫʤʝʥʪʦʚ. ʅʝʢʦʪʦʨʳʝ ʪʝʤʘʪʠʯʝʩʢʠʝ ʚʩʪʘʚʢʠ ʦʩʥʦʚʘʥʳ ʥʘ ʠʥʪʦʥʘʮʠʷʭ ʤʦʪʠʚʘ b. 

ʕʪʦʪ ʨʘʟʜʝʣ ʤʦʞʥʦ ʥʘʟʚʘʪʴ ʪʠʭʦʡ ʢʫʣʴʤʠʥʘʮʠʝʡ: ʜʠʥʘʤʠʢʘ p ʣʠʰʴ ʧʦʜ ʢʦʥʝʮ ʥʝʥʘʜʦʣʛʦ 

ʩʤʝʥʷʝʪʩʷ mp, ʧʨʠ ʵʪʦʤ ʚ ʪʫʪʪʠʡʥʦʤ ʟʚʫʯʘʥʠʠ ʟʘʪʨʘʛʠʚʘʝʪʩʷ ʩʘʤʳʡ ʚʳʩʦʢʠʡ ʟʚʫʢ ʚ ʧʨʦʠʟʚʝʜʝʥʠʠ 

ð c4, ʢʦʪʦʨʳʡ ʚʩʪʨʝʪʠʪʩʷ ʧʦʟʜʥʝʝ ʣʠʰʴ ʦʜʠʥ ʨʘʟ ʚ ʛʣʘʚʥʦʡ ʢʫʣʴʤʠʥʘʮʠʠ (ʨʘʟʜʝʣ E). ʄʫʟʳʢʘ 

ʟʚʫʯʠʪ ʪʘʠʥʩʪʚʝʥʥʦ, ʧʨʠʛʣʫʰʝʥʥʦ, ʟʘʪʘʝʥʥʦ, ʟʜʝʩʴ ʚʘʞʥʘ ʥʝ ʪʦʣʴʢʦ ʤʝʣʦʜʠʢʘ, ʥʦ ʠ ʤʝʨʮʘʶʱʠʝ 

ʛʘʨʤʦʥʠʯʝʩʢʠʝ ʢʨʘʩʢʠ, ʚʢʣʶʯʘʶʱʠʝ ʠ ʧʨʦʟʨʘʯʥʳʝ, ʠ ʜʠʩʩʦʥʠʨʫʶʱʠʝ ʩʦʟʚʫʯʠʷ. 

ʈʘʟʜʝʣ D ʧʦʩʚʷʱʝʥ ʨʘʟʚʠʪʠʶ ʚʪʦʨʦʡ ʤʘʢʨʦʪʝʤʳ ð ʝʝ ʵʣʝʤʝʥʪʘ b ʚ ʦʩʥʦʚʥʦʤ ʠ 

ʠʥʚʝʨʩʠʦʥʥʦʤ ʚʠʜʝ. ɻʝʪʝʨʦʬʦʥʥʘʷ ʬʘʢʪʫʨʘ ʩ ʧʝʨʝʙʨʦʩʢʘʤʠ ʚʦʩʭʦʜʷʱʠʭ ʠ ʥʠʩʭʦʜʷʱʠʭ ʤʦʪʠʚʦʚ 

ʦʪ ʦʜʥʦʛʦ ʠʥʩʪʨʫʤʝʥʪʘ ʢ ʜʨʫʛʦʤʫ ʩʦʟʜʘʝʪ ʧʨʦʩʪʨʘʥʩʪʚʝʥʥʳʡ ʵʬʬʝʢʪ. ɺʦʟʥʠʢʘʝʪ ʦʱʫʱʝʥʠʝ 

ʟʚʫʢʦʚʦʛʦ ʧʦʪʦʢʘ, ʤʠʤʦʣʝʪʥʦ-ʫʩʢʦʣʴʟʘʶʱʝʛʦ ʜʫʥʦʚʝʥʠʷ, ʚ ʢʦʪʦʨʦʤ ʝʩʪʴ ʵʣʝʤʝʥʪʳ ʩʢʝʨʮʦʟʥʦʩʪʠ, 

ʠʛʨʳ. ɺ ʥʝʧʨʝʨʳʚʥʦʝ ʜʚʠʞʝʥʠʝ ʰʝʩʪʥʘʜʮʘʪʳʭ ʧʝʨʠʦʜʠʯʝʩʢʠ ʚʢʣʠʥʠʚʘʝʪʩʷ ʤʦʪʠʚ ʰʘʛʦʚ d ʥʘ 

pizzicato, ʤʦʪʠʚ-çʪʦʯʢʘè f ʠ ʤʦʪʠʚ ʫʩʪʨʝʤʣʝʥʥʦʛʦ ʚʟʛʣʷʜʘ ʝ. ɿʘʜʝʡʩʪʚʫʷ ʧʦʯʪʠ ʚʩʝ ʤʠʢʨʦʪʝʤʳ-

ʤʦʪʠʚʳ ʵʧʠʛʨʘʬʘ, ʢʦʤʧʦʟʠʪʦʨ ʩʦʟʜʘʝʪ ʪʝʤʘʪʠʯʝʩʢʫʶ ʘʨʢʫ. 

ʈʘʟʜʝʣ E ʚʥʦʚʴ ʜʘʝʪ ʛʦʨʠʟʦʥʪʘʣʴʥʳʡ ʩʠʥʪʝʟ ʤʘʢʨʦʪʝʤ A ʠ B, ʯʪʦ ʦʪʨʘʞʘʝʪ ʠʜʝʶ 

ʚʟʘʠʤʦʩʚʷʟʠ ʤʠʢʨʦ- ʠ ʤʘʢʨʦʢʦʩʤʦʩʘ, ʛʜʝ ʤʘʢʨʦʪʝʤʘ A ʥʘ ʜʘʥʥʦʤ ʵʪʘʧʝ ʝʝ ʨʘʟʚʠʪʠʷ ʧʨʝʜʩʪʘʚʣʷʝʪ 

ʤʘʢʨʦʢʦʩʤʦʩ, ɺʩʝʣʝʥʥʫʶ, ʘ ʤʘʢʨʦʪʝʤʘ B ð ʤʠʢʨʦʢʦʩʤʦʩ, ʯʝʣʦʚʝʢʘ ʠ ʝʛʦ ʚʥʫʪʨʝʥʥʠʡ ʤʠʨ. 

ʅʘʯʘʣʦ ʨʘʟʜʝʣʘ ʧʨʝʜʩʪʘʚʣʷʝʪ ʥʦʚʫʶ ʬʘʟʫ ʚ ʩʪʘʥʦʚʣʝʥʠʠ ʜʨʘʤʘʪʫʨʛʠʯʝʩʢʦʡ ʪʝʤʳ A. ʕʪʦ 

ʩʦʥʦʨʥʳʡ ʩʣʦʡ ʬʘʢʪʫʨʳ, ʩʢʣʘʜʳʚʘʶʱʠʡʩʷ ʠʟ ʜʚʫʭ ʵʣʝʤʝʥʪʦʚ: ʧʨʦʜʦʣʞʠʪʝʣʴʥʳʭ ʪʨʝʣʝʡ ʚ 

ʚʳʩʦʢʦʤ ʨʝʛʠʩʪʨʝ, ʦʙʨʘʟʫʶʱʠʭ ʨʘʟʣʠʯʥʳʝ ʢʦʥʩʦʥʘʥʩʥʳʝ ʠ ʜʠʩʩʦʥʘʥʩʥʳʝ ʩʦʟʚʫʯʠʷ, ʠ 

ʤʠʤʦʣʝʪʥʳʭ ʧʘʩʩʘʞʝʡ, ʦʩʥʦʚʘʥʥʳʭ ʥʘ ʪʨʠʪʦʥʦʚʳʭ ʩʢʘʯʢʘʭ ʠ ʭʨʦʤʘʪʠʟʤʝ. ʆʥʠ ʚʦʧʣʦʱʘʶʪ ʠʛʨʫ 
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ʩʦʣʥʝʯʥʳʭ ʧʦʪʦʢʦʚ, ʙʣʠʢʠ, ʤʝʨʮʘʥʠʷ (ʢʦʤʧʦʟʠʪʦʨʩʢʘʷ ʨʝʤʘʨʢʘ come reflessi di luce ð ʢʘʢ 

ʦʪʨʘʞʝʥʠʷ ʩʚʝʪʘ), ʠʟʦʙʨʘʞʘʷ ʚʦʟʚʳʰʝʥʥʫʶ ʢʦʩʤʠʯʝʩʢʫʶ ʛʘʨʤʦʥʠʶ, ʨʦʞʜʘʝʤʫʶ ʩʚʝʪʦʤ ʠ 

ʟʚʫʢʘʤʠ ɺʩʝʣʝʥʥʦʡ. 

ɼʨʘʤʘʪʫʨʛʠʯʝʩʢʠʡ ʩʣʦʡ B ʚʩʪʫʧʘʝʪ ʧʦʟʜʥʝʝ ʠ ʧʨʝʜʩʪʘʚʣʝʥ ʧʝʚʫʯʝʡ ʪʝʤʦʡ, ʢʦʪʦʨʘʷ 

ʩʢʣʘʜʳʚʘʝʪʩʷ ʠʟ ʰʝʩʪʠ ʜʚʫʭ-ʯʝʪʳʨʝʭʪʘʢʪʦʚʳʭ ʧʦʩʪʨʦʝʥʠʡ, ʦʪʜʝʣʝʥʥʳʭ ʮʝʟʫʨʘʤʠ. ɽʝ 

ʤʝʣʦʜʠʯʝʩʢʠʡ ʨʠʩʫʥʦʢ ʚʦʣʥʦʦʙʨʘʟʝʥ, ʥʦ ʚ ʮʝʣʦʤ ʬʦʨʤʠʨʫʝʪ ʚʦʩʭʦʜʷʱʫʶ ʣʠʥʠʶ. ɸʪʦʥʘʣʴʥʘʷ 

ʧʨʠʨʦʜʘ ʪʝʤʳ, ʟʚʫʯʘʱʝʡ ʫ ʥʠʟʢʠʭ ʩʪʨʫʥʥʳʭ, ʩʧʦʩʦʙʩʪʚʫʶʪ ʩʦʟʜʘʥʠʶ ʠʨʨʝʘʣʴʥʦʛʦ, 

ʪʘʠʥʩʪʚʝʥʥʦʛʦ, ʤʠʩʪʠʯʝʩʢʦʛʦ ʦʙʨʘʟʘ, ʠʟʦʙʨʘʞʘʶʱʝʛʦ ʧʨʦʮʝʩʩʳ, ʧʨʦʠʩʭʦʜʷʱʠʝ ʚ ʛʣʫʙʠʥʘʭ 

ʩʦʟʥʘʥʠʷ. ʕʪʦ ʩʬʝʨʘ ʤʠʢʨʦʢʦʩʤʦʩʘ, ʚʥʫʪʨʝʥʥʠʡ ʤʠʨ ʯʝʣʦʚʝʢʘ. ʆʙʲʝʜʠʥʷʶʱʫʶ ʬʫʥʢʮʠʶ ʧʦ 

ʦʪʥʦʰʝʥʠʶ ʢ ʜʚʫʤ ʜʨʘʤʘʪʫʨʛʠʯʝʩʢʠʤ ʧʣʘʩʪʘʤ ʚʳʧʦʣʥʷʝʪ ʚʳʜʝʨʞʘʥʥʳʡ ʥʘ ʚʩʝʤ ʧʨʦʪʷʞʝʥʠʠ ʠʭ 

ʩʠʥʪʝʟʘ ʟʚʫʢ C ʫ ʢʦʥʪʨʘʙʘʩʦʚ, ʙʣʘʛʦʜʘʨʷ ʢʦʪʦʨʦʤʫ ʦʩʫʱʝʩʪʚʣʷʝʪʩʷ ʪʘʢʞʝ ʪʝʤʙʨʦʚʘʷ ʩʚʷʟʴ ʩ 

ʧʨʝʜʳʜʫʱʠʤ ʨʘʟʜʝʣʦʤ. ʇʦʩʣʝ ʟʘʚʝʨʰʝʥʠʷ ʧʝʨʚʦʡ ʤʘʢʨʦʪʝʤʳ ʦʩʪʘʝʪʩʷ ʣʠʰʴ ʚʪʦʨʘʷ, ʠ ʢ ʝʝ 

ʧʨʦʚʝʜʝʥʠʶ ʧʦʜʢʣʶʯʘʝʪʩʷ ʚʝʩʴ ʦʨʢʝʩʪʨ. ɺʦʣʥʦʦʙʨʘʟʥʦʝ ʜʚʠʞʝʥʠʝ ʩʤʝʥʷʝʪʩʷ ʦʜʥʦʡ ʚʦʩʭʦʜʷʱʝʡ 

ʣʠʥʠʝʡ, ʧʨʠʚʦʜʷʱʝʡ ʢ ʢʫʣʴʤʠʥʘʮʠʠ ʜʘʥʥʦʡ ʯʘʩʪʠ, ʚ ʤʦʤʝʥʪ ʢʦʪʦʨʦʡ ʥʘ sforzando 

ʧʨʦʚʦʟʛʣʘʰʘʝʪʩʷ ʦʙʲʝʤʥʳʡ ʢʣʘʩʪʝʨ ʩ ʩʘʤʳʤ ʚʳʩʦʢʠʤ ʟʚʫʢʦʤ c4. 

ʇʦʩʣʝ ʛʝʥʝʨʘʣʴʥʦʡ ʧʘʫʟʳ ʩʣʝʜʫʝʪ ʢʨʘʪʢʦʝ ʧʦʩʣʝʩʣʦʚʠʝ, ʚ ʢʦʪʦʨʦʤ ʧʨʠʟʨʘʯʥʦ-ʠʨʨʝʘʣʴʥʦ 

(sul ponticello) ʧʨʦʥʦʩʷʪʩʷ ʤʦʪʠʚʳ ʠʟ ʵʧʠʛʨʘʬʘ: ʤʦʪʠʚ ʩʢʦʣʴʟʷʱʝʛʦ ʚʟʛʣʷʜʘ b, ʤʦʪʠʚ ʰʘʛʦʚ d, 

ʤʦʪʠʚ ʟʘʤʠʨʘʶʱʝʛʦ ʚʟʛʣʷʜʘ e, ʠ, ʢʘʢ ʙʳ ʧʦʜʳʪʦʞʠʚʘʷ ʯʘʩʪʴ ʠ ʟʥʘʤʝʥʫʷ ʝʝ ʦʢʦʥʯʘʥʠʝ, ʟʚʫʯʠʪ 

ʤʦʪʠʚ-çʪʦʯʢʘè f. ʆʙʨʘʟʫʝʪʩʷ ʪʝʤʘʪʠʯʝʩʢʘʷ ʘʨʢʘ ʩ ʥʘʯʘʣʦʤ ʩʦʯʠʥʝʥʠʷ, ʧʨʠʜʘʶʱʘʷ ʢʦʤʧʦʟʠʮʠʠ 

ʯʘʩʪʠ ʣʦʛʠʯʝʩʢʫʶ ʟʘʚʝʨʰʝʥʥʦʩʪʴ. 

ɺʳʚʦʜʳ. ʊʘʢʠʤ ʦʙʨʘʟʦʤ, ʧʝʨʚʘʷ ʯʘʩʪʴ ʧʨʦʠʟʚʝʜʝʥʠʷ ʦʩʥʦʚʘʥʘ ʥʘ ʩʦʧʦʩʪʘʚʣʝʥʠʠ ʧʷʪʠ 

ʢʦʥʪʨʘʩʪʥʳʭ ʨʘʟʜʝʣʦʚ, ʚʢʣʶʯʘʶʱʠʭ ʧʘʨʘʣʣʝʣʴʥʦʝ ʨʘʟʚʠʪʠʝ ʜʚʫʭ ʤʘʢʨʦʪʝʤ. ʆʥʘ ʩʦʜʝʨʞʠʪ ʮʝʣʳʡ 

ʩʧʝʢʪʨ ʨʘʟʣʠʯʥʳʭ ʦʙʨʘʟʦʚ: ʧʨʠʟʨʘʯʥʳʝ ʤʝʨʮʘʥʠʷ, ʙʣʠʢʠ, ʣʠʨʠʢʘ ʚ ʨʘʟʥʳʭ ʠʧʦʩʪʘʩʷʭ, ʩʢʦʣʴʟʷʱʠʝ 

ʟʚʫʢʦʚʳʝ ʧʦʪʦʢʠ, ʥʘʧʦʤʠʥʘʶʱʠʝ ʩʦʣʥʝʯʥʳʡ ʚʝʪʝʨ, ʝʜʚʘ ʫʣʦʚʠʤʳʝ ʰʫʨʰʘʥʠʷ, ʧʦʩʪʫʢʠʚʘʥʠʷ, ʢʘʢ 

ʦʟʚʫʯʝʥʥʳʡ ʂʦʩʤʦʩ. ɿʜʝʩʴ ʠʟʦʙʨʘʞʝʥ ʠ ʯʝʣʦʚʝʢ ʩ ʝʛʦ ʚʥʫʪʨʝʥʥʠʤ ʤʠʨʦʤ ð ʄʠʢʨʦʢʦʩʤʦʩ, ʠ 

ʜʘʣʝʢʠʝ ʤʠʨʳ ɺʩʝʣʝʥʥʦʡ ð ʄʘʢʨʦʢʦʩʤʦʩ. ʉʥʘʯʘʣʘ ʦʙʝ ʩʬʝʨʳ ʧʨʝʜʩʪʘʚʣʝʥʳ ʦʪʜʝʣʴʥʦ, ʠ ʣʠʰʴ ʚ 

ʧʦʩʣʝʜʥʝʤ, ʧʷʪʦʤ ʨʘʟʜʝʣʝ, ʧʨʦʠʩʭʦʜʠʪ ʠʭ ʝʜʠʥʝʥʠʝ, ʩʠʤʚʦʣʠʟʠʨʫʶʱʝʝ ʚʟʘʠʤʦʩʚʷʟʴ ʤʠʨʦʚ. 

ɻʦʚʦʨʷ ʦ ʢʦʥʮʝʧʮʠʠ ʧʨʦʠʟʚʝʜʝʥʠʷ ʚ ʮʝʣʦʤ, ʤʳ ʤʦʞʝʤ ʧʨʝʜʧʦʣʦʞʠʪʴ, ʯʪʦ ʚ Glance Behind The 

Curtain/Glance for The Curtain ʢʦʤʧʦʟʠʪʦʨ ʩʪʨʝʤʠʪʩʷ ʚʛʣʷʜʝʪʴʩʷ ʚ ʧʨʝʜʤʝʪʳ ʠ ʷʚʣʝʥʠʷ, ʯʘʩʪʦ ʥʝ 

ʟʘʤʝʯʘʝʤʳʝ ʣʶʜʴʤʠ ʚ ʦʙʳʯʥʦʡ ʞʠʟʥʠ, ʠ ʟʘʧʝʯʘʪʣʝʪʴ ʤʥʦʛʦʣʠʢʦʩʪʴ ʦʢʨʫʞʘʶʱʝʡ 

ʜʝʡʩʪʚʠʪʝʣʴʥʦʩʪʠ, ʨʘʩʢʨʳʚʘʷ ʙʳʪʠʝ ʯʝʣʦʚʝʢʘ ʚ ʥʝʦʙʲʷʪʥʦʡ ɺʩʝʣʝʥʥʦʡ. 

ʍʫʜʦʞʝʩʪʚʝʥʥʳʡ ʤʠʨ ʩʦʯʠʥʝʥʠʷ ʨʝʘʣʠʟʦʚʘʥ, ʧʦ ʩʣʦʚʘʤ ʢʦʤʧʦʟʠʪʦʨʘ, ʚ çʢʣʠʧʦʚʦʡ 

ʜʨʘʤʘʪʫʨʛʠʠè, ʛʜʝ ʥʝʙʦʣʴʰʠʝ ʙʣʦʢʠ ʦʨʛʘʥʠʟʦʚʘʥʳ ʧʦ ʧʨʠʥʮʠʧʫ ʢʦʥʪʨʘʩʪʘ, ʯʝʪʢʦ ʦʪʜʝʣʝʥʳ ʠ 

ʩʤʝʥʷʶʪʩʷ, ʩʣʦʚʥʦ ʢʘʜʨʳ ʬʠʣʴʤʘ. ʆʜʥʘʢʦ ʨʘʟʨʦʟʥʝʥʥʳʝ ʥʘ ʧʝʨʚʳʡ ʚʟʛʣʷʜ, ʦʥʠ ʦʙʲʝʜʠʥʝʥʳ ʚ 

ʝʜʠʥʦʝ ʮʝʣʦʝ ʧʨʠ ʧʦʤʦʱʠ ʧʘʨʘʣʣʝʣʴʥʦʡ ʜʨʘʤʘʪʫʨʛʠʠ. ɺ ʝʝ ʦʩʥʦʚʫ ʧʦʣʦʞʝʥʦ ʚʟʘʠʤʦʜʝʡʩʪʚʠʝ 

ʪʨʝʭ ʤʘʢʨʦʪʝʤ, ʢʘʞʜʘʷ ʠʟ ʢʦʪʦʨʳʭ ʦʙʣʘʜʘʝʪ ʩʚʦʠʤʠ ʦʩʦʙʝʥʥʦʩʪʷʤʠ ʚ ʩʪʨʦʝʥʠʠ, ʩʪʘʥʦʚʣʝʥʠʠ ʠ 

ʨʘʟʚʠʪʠʠ. ɺ ʠʭ ʦʨʛʘʥʠʟʘʮʠʠ ʢʦʤʧʦʟʠʪʦʨ ʠʩʧʦʣʴʟʫʝʪ ʜʚʘ ʪʠʧʘ ʪʝʤʘʪʠʟʤʘ: ʙʝʟʤʝʣʦʜʠʡʥʳʡ ʠ 

ʤʝʣʦʜʠʡʥʳʡ (ɽ. ʄʠʭʘʣʯʝʥʢʦʚʘ-ʉʧʠʨʠʥʘ). ʇʝʨʚʳʡ ʚʢʣʶʯʘʝʪ ʩʦʥʦʨʥʳʡ ʤʘʪʝʨʠʘʣ (ʠʥʦʛʜʘ ʩʦ 

ʩʢʨʳʪʦʡ ʤʝʣʦʜʠʯʥʦʩʪʴʶ), ʘ ʪʘʢʞʝ ʬʠʛʫʨʘʮʠʦʥʥʳʡ ʠ ʨʠʪʤʠʯʝʩʢʠʡ ʪʝʤʘʪʠʟʤ. ʆʥ ʠʩʧʦʣʴʟʫʝʪʩʷ ʚ 

ʦʩʥʦʚʥʦʤ ʚ ʤʘʢʨʦʪʝʤʘʭ A ʠ C. ɺʪʦʨʦʡ ʧʨʝʜʧʦʣʘʛʘʝʪ ʥʘʣʠʯʠʝ ʦʪʥʦʩʠʪʝʣʴʥʦ ʧʨʦʪʷʞʝʥʥʦʡ 

ʤʝʣʦʜʠʠ. ʆʥ ʣʝʞʠʪ ʚ ʦʩʥʦʚʝ ʤʘʢʨʦʪʝʤʳ B, ʧʦʯʪʠ ʚʩʝʛʜʘ ʧʨʝʜʩʪʘʚʣʝʥʥʦʡ ʢʘʥʪʠʣʝʥʥʦʡ ʪʝʤʦʡ, 

ʢʦʪʦʨʘʷ ʦʙʥʦʚʣʷʝʪʩʷ, ʥʘʭʦʜʠʪʩʷ ʚ ʧʦʩʪʦʷʥʥʦʤ ʩʪʘʥʦʚʣʝʥʠʠ.  

ɺ ʩʦʯʠʥʝʥʠʠ ʚʘʞʥʦʝ ʟʥʘʯʝʥʠʝ ʠʤʝʝʪ ʬʘʢʪʫʨʥʘʷ ʦʨʛʘʥʠʟʘʮʠʷ, ʦʩʥʦʚʘʥʥʘʷ, ʢʘʢ ʧʨʘʚʠʣʦ, ʥʘ 

ʩʦʯʝʪʘʥʠʠ ʥʝʩʢʦʣʴʢʠʭ ʧʣʘʩʪʦʚ (ʦʪ ʜʚʫʭ ʜʦ ʯʝʪʳʨʝʭ), ʯʪʦ ʦʩʦʙʝʥʥʦ ʷʨʢʦ ʧʨʦʷʚʣʷʝʪʩʷ ʚ ʨʘʟʜʝʣʘʭ ʩ 

ʩʠʥʪʝʟʦʤ ʤʘʢʨʦʪʝʤ, ʛʜʝ ʦʙʨʘʟʫʝʪʩʷ ʧʦʣʠʬʦʥʠʷ ʧʣʘʩʪʦʚ ʬʘʢʪʫʨʳ. ʉʢʣʘʜʳʚʘʶʱʘʷʩʷ ʠʟ 

ʯʝʪʳʨʥʘʜʮʘʪʠ ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʳʭ ʧʘʨʪʠʡ (divisi ʚʩʝʭ ʩʪʨʫʥʥʳʭ), ʬʘʢʪʫʨʘ ʥʝʨʝʜʢʦ ʩʦʟʜʘʝʪ ʷʨʢʠʝ 

ʧʨʦʩʪʨʘʥʩʪʚʝʥʥʳʝ ʵʬʬʝʢʪʳ. 
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ɻʘʨʤʦʥʠʷ ʚʳʩʪʫʧʘʝʪ ʚ ʦʩʥʦʚʥʦʤ ʚ ʩʦʥʦʨʥʦʤ ʚʠʜʝ, ʩ ʯʘʩʪʳʤ ʠʩʧʦʣʴʟʦʚʘʥʠʝʤ ʢʣʘʩʪʝʨʦʚ, 

ʟʚʫʢʠ ʢʦʪʦʨʦʛʦ ʨʘʟʙʨʦʩʘʥʳ ʧʦ ʰʠʨʦʢʦʤʫ ʜʠʘʧʘʟʦʥʫ, ʚ ʨʝʟʫʣʴʪʘʪʝ ʯʝʛʦ ʦʙʨʘʟʫʶʪʩʷ ʷʨʢʠʝ ʠ 

ʩʘʤʦʙʳʪʥʳʝ ʧʦ ʢʦʣʦʨʠʪʫ ʦʙʲʝʤʥʳʝ ʟʚʫʯʘʥʠʷ. 

ɺ ʩʚʷʟʠ ʩ ʭʫʜʦʞʝʩʪʚʝʥʥʳʤʠ ʦʙʨʘʟʘʤʠ, ʨʦʞʜʘʝʤʳʤʠ ʜʘʥʥʳʤ ʧʨʦʠʟʚʝʜʝʥʠʝʤ, ʫʤʝʩʪʥʦ 

ʧʨʠʚʝʩʪʠ ʩʣʦʚʘ ʂ.ɻ. ʖʥʛʘ: çɺʩʷʢʠʡ ʧʨʦʮʝʩʩ ʝʩʪʴ ʵʥʝʨʛʝʪʠʯʝʩʢʠʡ ʬʝʥʦʤʝʥ, ʘ ʵʥʝʨʛʠʷ ʤʦʞʝʪ 

ʧʦʨʦʞʜʘʪʴʩʷ ʣʠʰʴ ʥʘʧʨʷʞʸʥʥʳʤ ʝʜʠʥʩʪʚʦʤ ʧʨʦʪʠʚʦʧʦʣʦʞʥʦʩʪʝʡè [7]. ʇʦʜʦʙʥʦʝ ʝʜʠʥʩʪʚʦ 

ʠʟʥʘʯʘʣʴʥʦ ʢʦʥʪʨʘʩʪʥʳʭ ʜʨʫʛ ʜʨʫʛʫ ʧʦ ʤʥʦʛʠʤ ʧʘʨʘʤʝʪʨʘʤ ʤʘʢʨʦʪʝʤ ʷʨʢʦ ʠ ʦʨʠʛʠʥʘʣʴʥʦ 

ʨʝʘʣʠʟʫʝʪʩʷ ʚ ʩʦʯʠʥʝʥʠʠ Glance Behind The Curtain/Glance for The Curtain ɻ. ʏʦʙʘʥʫ. 
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CZU 785.16:781.61 
CreaŞia de camerŁ a compozitorilor din Republica Moldova este reprezentatŁ de lucrŁri ´n cele mai 

diverse genuri, o mare parte fiind incontestabil valori artistice pe larg apreciate at©t ´n ѿarŁ, c©t ѽi peste hotare. 

Valentin Doni este compozitorul care, alŁturi de ceilalѿi autori autohtoni, a scris lucrŁri reprezentative pentru 

cultura muzicalŁ naѿionalŁ. Dintre creaѿiile pentru orchestra de camerŁ ale lui Valentin Doni evidenѿiem: piesa 

de concert ĂPrimŁvaraò pentru orchestrŁ de coarde, Dans pentru orchestrŁ de coarde, MuzicŁ pentru orchestrŁ 

de coarde, pian ĸi timpane ѽi Nocturne pentru grupul aerofonelor de lemn, coarde, trianglu ĸi vibrafon. Fiecare 

lucrare are propriile sale particularitŁѿi ĸi se deosebeĸte printr-un tematism bine conturat, limbaj muzical bogat, 

abordare componisticŁ orginalŁ.  

Cuvinte-cheie: muzicŁ orchestralŁ cameralŁ, V. Doni, limbaj muzical, compoziѿie, tematism, conѿinut 

ideatic, dramaturgie muzicalŁ 

 

The chamber music created by composers from the Republic of Moldova is represented by works of 

diverse genres, most of them present indisputable artistic value, being widely appreciated both at home and 

abroad. Valentin Doni is the composer who, along with the other native authors, has written representative works 

for the national musical culture. We highlight the following works composed by Valentin Doni for chamber 

orchestra: the Concert piece "Spring" for string orchestra, ĂDanceò for string orchestra, ĂMusicò for string 

orchestra, piano and timpani, and ĂNocturneò  for  wood-winds, strings, triangle and vibraphone. Each work has 

its own features and is distinguished by its well contured theme, a rich musical language, and original 

compositional approach. 

Keywords: chamber orchestral music, V. Doni, musical language, composition, ideational content, 

musical dramaturgy 

 

Introducere. Muzica pentru orchestrŁ de camerŁ este un domeniu destul de solicitat ´n 

componistica naŞionalŁ, fiind reprezentatŁ de un numŁr impunŁtor de lucrŁri. Ea include diferite stiluri 

ĸi curente artistice fie tradiŞionale, fie post sau neo. Spre exemplu, printre cei care au urmat filonul 

romantic ĸi cel folcloric ´n procesul de creaŞie, evidenŞiem urmŁtorii compozitori: V. Rotaru, T. Chiriac, 

I. Macovei, C. Rusnac, V. Zagorschi, Z. Tcaci ĸ.a. G©ndirea filosoficŁ, scherzo-asŁ de tipul lui 

D. ķostakovici o descoperim ´n creaŞia compozitorilor B. Dubosarschi, S. Lobel, D. ChiŞenko ĸ.a. 

TendinŞa neoclasicŁ este caracteristicŁ pentru anii 1970ï1980. Curentul neoclasicist este tratat diferit: 

revenirea la genurile polifonice ale barocului ca de exemplul Suita polifonicŁ pentru orchestrŁ de coarde 

de O. NegruŞa, Suita de madrigaluri pentru ansamblul cameral de V. Bitkin sau apelarea directŁ la 

genurile tipice lui J.S. Bach cum ar fi Variaѿiuni pe o temŁ de Bach de V. Ciolac, Bachiana pentru 

cvartetul de coarde de I. Macovei; ori recurgerea la timbrurile instrumentale ale barocului muzical, de 

exemplul Suita pentru orgŁ de D. ChiŞenko, MeditaŞie pentru orgŁ de T. Tarasenko, Trio pentru 
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clavecin, violoncel ĸi pian de B. Dubosarschi Ἠ.a. Ċn prezent creaŞia componisticŁ din R. Moldova a ajuns 

la etapa de maturitate, drept argument serveĸte popularitatea interpretŁrii lucrŁrilor compozitorilor 

naŞionali ĸi recunoaĸterea acestora nu numai ´n ŞarŁ, dar ĸi peste hotare la diferite forumuri internaἪionale 

[1, p.209]. 

Valentin Doni este compozitorul care, de r©nd cu ceilalἪi autori autohtoni, a scris lucrŁri 

valoroase pentru cultura muzicalŁ naŞionalŁ. Dintre creaŞiile pentru orchestra de camerŁ ale lui Valentin 

Doni evidenŞiem: piesa de concert PrimŁvara pentru orchestrŁ de coarde, Dans pentru orchestrŁ de 

coarde, Muzica pentru orchestrŁ de coarde, pian ĸi timpane, Nocturne pentru grupul aerofone de lemn, 

coarde, trianglu ĸi vibrafon. Fiecare lucrare are propriile sale particularitŁἪi ĸi se deosebeἨte prin 

tematism, limbaj muzical, abordare componisticŁ. Vom evidenἪia ´n acest articol elementele 

caracteristice structurale ale fiecŁrei dintre acestea pentru a dezvŁlui particularitŁἪile caracteristice 

creaἪiei camerale a lui V. Doni. 

1. Piesa de concert PrimŁvara. Este o lucrare cu program generalizat, ´ntr-un tempo Moderato. 

Structura muzicalŁ se ´ncadreazŁ ´n forma tripartitŁ compusŁ, cu introducere ĸi codŁ.  

Introducere        A            B        A1             codŁ 

                           a          b+c           a1   

13 m.            19 m.      38 m.     13 m.         23 m. 

Tema introducerii ´n D-dur este ´n caracter vioi, de joc, ce redŁ atmosfera anotimpului de 

primŁvarŁ plin de soare, cŁldurŁ, trezire la viaŞŁ. AceastŁ temŁ este expusŁ liniar, treptat, ´n lanŞ, la vioara 

I, vioara II, violŁ ĸi violoncel. Fiecare instrument preia succesiv un motiv al temei, utiliz©ndu-se 

procedeul specific armoniei ĸi polifoniei populare ð antifonia. Astfel, se produce un efect acustic de 

spaἪialitate ĸi amplificare sonorŁ prin trecere de la un timbru convenἪional de soprano spre un timbru tot 

mai grav ĸi schimbare a registrelor. Contrabasul are o funcἪie de pedalŁ, contribuind la realizarea unitŁἪii 

sonore ĸi spaἪialitŁἪii. MenἪionŁm fineἪea utilizŁrii nuanἪelor dinamice, care subliniazŁ conἪinutul 

tematic, dar ĸi marcheazŁ sf©rἨitul trasŁrii temei. Modul de expunere a temei ĸi tempoul moderato 

sugereazŁ o imagine ilustrativŁ ĸi ne trimite spre tabloul ´nmuguririi, ´nfloririi, ciripitului pŁsŁrilor. 

Din mŁsura a 10-a, textura muzicalŁ este tratatŁ armonic. La ´nceput sunt 4 mŁsuri cu funcἪie de 

legŁturŁ, de trecere spre expunerea de bazŁ a motivului tematic. Alternarea mŁsurilor 3/4, 2/4, ritmul 

sincopat ne indicŁ spre un caracter de dans de tipul bŁtutŁ-horŁ. AceastŁ structurŁ devine fundamentul 

ritmico-armonic at©t al temei, c©t ĸi al ´ntregii secἪiuni A.  

Tema a, sub aspect intonaἪional, este ´n legŁturŁ nemijlocitŁ cu melodica dansurilor populare de 

tipul bŁtutŁ-horŁ, menἪionate mai sus. Modalitatea de tratare ĸi expunere at©t a temei a, c©t ĸi a temei b, 

care urmeazŁ, ne aminteἨte de sonoritatea ansamblurilor instrumentale populare ð a tarafului. 

Compozitorul utilizeazŁ ĸi procedee ornamentale tradiŞionale de interpretare, spre exemplu, apogiaturile. 

Tema b (mŁsura 33) din secἪiunea a doua B este ´n tonalitatea h-moll. Ea contrasteazŁ cu tema 

a nu numai din punct de vedere tonal-modal, dar ĸi prin materialul tematic nou. Fiind ĸi acesta inspirat 

din muzica dansurilor populare, el introduce un colorit aparte, trimiŞ©ndu-ne spre o altŁ imagine, 

asemenea succesiunii cadrelor din film. Comparativ cu tema a, tema b este mai bogat ornamentatŁ prin 

apogiaturi, triluri. De asemenea, subliniem contrastul realizat ĸi prin redarea texturii muzicale, ´n care 

prevaleazŁ execuŞia melodicŁ la unison, completatŁ cu contrapuncte la violoncel ĸi contrabas. 

Ċn cadrul secŞiunii B, de la mŁsura 56, discursul muzical continuŁ cu un fragment cu funcŞie de 

trio, care introduce un nou contrast prin caracterul pastoral ĸi dinamica piano indicatŁ de autor. Acest 

trio este pregŁtit prin diminuarea treptatŁ a sonoritŁŞii ĸi trecerea la nuanŞa de piano spre sf©rĸitul temei 

b. Viola, violoncelul ĸi contrabasul au un rol de completare sonorŁ prin contrapunct orchestral, procedeu 

utilizat deja ´n tema b, dar ĸi ca fundal armonic, precum ´n tema a. Astfel trio sintetizeazŁ procedeele de 

tratare ĸi expunere a materialului muzical inspirate din sonoritatea tarafului tradiŞional, constatate ´n 
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temele a ĸi b, pregŁtind repriza ĸi coda (mŁsura 72). Sursa intonaἪionalŁ a acestor secŞiuni o constituie 

tema introducerii. 

Repriza preia tema din introducere pŁstr©nd modul de expunere iniἪial. Ulterior coda continuŁ 

aceeaἨi trasare a discursului muzical. CulminaἪia este pregŁtitŁ treptat, utiliz©ndu-se cu abilitate 

contrastul axat pe nuanἪele dinamice, un joc subtil de piano-mezzopiano-forte, care conduce spre finalul 

creaἪiei, interpretat pe trei de forte ĸi care, putem presupune, afirmŁ imaginea primŁverii ce a intrat ´n 

drepturi. 

AἨadar, Valentin Doni, ´n cadrul genului muzical piesŁ de concert, cu titlul PrimŁvara, destinatŁ 

orchestrei de coarde ĸi de dimensiuni modeste, reuĸeĸte sŁ transmitŁ  imagini ample ĸi sugestive prin 

intermediul unui discurs muzical expus dinamic, ´ncadrat ´ntr-o construcŞie compoziŞionalŁ 

corespunzŁtoare ce reflectatŁ logic conŞinutul ideatic. Compozitorul utilizeazŁ creativ sursa folcloricŁ la 

nivel intonaἪional, ritmic ĸi imitarea sonoritŁἪii ansamblului instrumental tradiἪional. O astfel de 

abordare a elementului folcloric este frecvent ´nt©lnitŁ ´n creaŞia compozitorilor autohtoni. Evident, 

fiecare autor, ´n funcŞie de dramaturgia muzicalŁ ĸi scopul trasat ´n lucrarea sa, materializeazŁ acest 

procedeu ´ntr-un mod inedit, personalizat. Spre exemplu, dintre creaŞiile instrumentale de camerŁ putem 

numi: DouŁ fantezii pe teme populare de Oleg NegruŞa; Suita simplŁ de Vladimir Rotaru, sau Sonata 

pentru vioarŁ ĸi pian de ķtefan Neaga, unde constatŁm utilizarea elementului ritmic, care apropie temele 

sonatei de expresivitatea doinei, iar folosirea ritmului punctat ĸi a trioletelor redau caracterul dansant al 

tematismului sonatei etc. 

2. Lucrarea orchestralŁ Dans. O altŁ lucrare instrumentalŁ de camerŁ scrisŁ de Valentin Doni, 

este Dans pentru instrumentele de coarde. AceastŁ creaŞie este ´n ritm asimetric cu mŁsura 7/16. MŁsura 

datŁ, de fapt, o putem considera convenŞionalŁ, fiind preluatŁ din notaŞia ritmicŁ occidentalŁ. Ċn realitate 

fundamentul ritmic ´l constituie sistemul ritmic aksak cu formula optime+optime+optime cu punct, 

specificŁ zonei noastre folclorice. O astfel de structurŁ ritmicŁ, spre exemplu, este tipicŁ ostropŁἪului, 

melodiei de joc din cadrul obiceiului CŁpriŞa sau dansului de la zestre din ceremonialul nupŞial. Dansul 

lui Valentin Doni are un caracter vioi, av©nd ca sursŁ anume melosul dansurilor populare. IndicaŞia 

metronomului corespunde tempo-ului de ostropŁŞ.  

Referindu-ne la structura ritmicŁ, subliniem ´n mod special predominarea ritmului sincopat cu 

o mobilitate deosebitŁ a accentelor ritmice, ceea ce este o particularitate caracteristicŁ ritmului ´n 

folclorul muzical de dans. Forma piesei este tripartitŁ compusŁ. Schematic putem reprezenta ´n felul 

urmŁtor: 

     A                                                  B                              A1  

             a    +  a1                                           b   +   b1     trio                     a 

             cif.1   cif.4                           cif.6     cif.8   cif.9               cif.11  

Structura modalŁ a Dansului este bogatŁ prin diverse modulaŞii, fiecare secŞiune a lucrŁrii are 

fundamentul sŁu modal specific. Astfel, ´n secŞiunea A se contureazŁ modul lidic cu flexibilitatea treptei 

a II-a. AceastŁ flexibilitate ne indicŁ ĸi spre caracteristicile cromaticului de mod 3, care se ´nt©lneἨte ´n 

diverse specii folclorice muzicale, inclusiv ´n melodiile de dans. Ċn secŞiunea B, compartimentul b, se 

impune modul lidic de pe do cu treapta a VI-a cobor©tŁ, care ne sugereazŁ prezenŞa acusticului 2, mod 

frecvent ´nt©lnit ´n zona Moldovei [2, p.126]. Ċn trio din secἪiunea B, constatŁm tendinἪa modalŁ bazatŁ 

pe treapta a II-a cobor©tŁ ð re b. Ċn secἪiunea A1 se revine la structura modalŁ iniἪialŁ. 

Structura ritmicŁ bogatŁ, c©t ĸi cea modalŁ, conferŁ muzicii expresivitate, forŞŁ, multŁ energie. 

RemarcŁm ´n mod deosebit ĸi tratarea ansamblului instrumental ´n desfŁἨurarea dramaturgiei muzicale. 

Autorul ´ncredinἪeazŁ fiecŁrui instrument ĸi grup instrumental un rol anumit. Astfel, vioara IïII 

formeazŁ o entitate muzical-expresivŁ, viola IïII o alta, violoncelul ĸi contrabasul un alt grup. AceastŁ 
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distribuἪie pe roluri ne aminteἨte pe de o parte de sonoritatea ansamblului instrumental tradiἪional, pe de 

alta, ne sugereazŁ imaginea unor grupuri de dansatori la un joc duminical.  

Ċn secἪiunea A observŁm utilizarea procedeului semnalat ´n piesa de concert PrimŁvara, ne 

referim la antifonie sau procedeul polifonic imitativ, care predominŁ ´n partidele viorilor ĸi violelor. 

Violoncelul ĸi contrabasul ´n aceastŁ secŞiune ´ndeplinesc funcŞia unui acompaniament ritmico-armonic.  

O particularitate ´n ceea ce priveĸte expresivitatea ĸi redarea atmosferei ideatice este utilizarea 

nuanἪelor dinamice, care este condusŁ treptat de la piano spre fortisimo (fff). Astfel, sub aspect 

interpretativ, sunt puse ´n faŞa instrumentiĸtilor anumite dificultŁŞi ĸi anume un simŞ aparte ´n ceea ce 

priveĸte dozarea succesivŁ a dinamicii ĸi sonoritŁἪii. Acest procedeu dinamic, ´n cazul dat, ne duce spre 

imaginea Jocului duminical tradiἪional ĸi ´ncadrarea treptatŁ a tot mai multor participanἪi. 

SecŞiunea B contrasteazŁ din punct de vedere al caracterului muzicii cu secŞiunea A, red©nd o 

atmosferŁ mai calmŁ, idilicŁ. AceastŁ secἪiune are funcŞie dublŁ: partea medie cu materialul muzical nou 

ĸi dezvoltare, deoarece conἪine formule melodice caracteristice secŞiunii A. Grupurile de instrumente 

continuŁ dialogul iniŞial, doar violoncelul ĸi contrabasul ´ĸi exercitŁ funcŞia de acompaniament prin 

formule melodico-armonice.  

Din mŁsura 95 p©nŁ la cifra 9, ´nceputul trio, este un fragment cu funcŞie de punte, care se 

construieἨte ´n baza elementului ritmico-armonic de la ´nceputul creaἪiei. Aici, toate grupurile 

instrumentale se unesc ´ntr-o singurŁ sonoritate, abandon©nd pentru scurt timp comunicarea pe grupuri. 

Ne-am putea imagina Ăunisonulò participanἪilor la dans. FiniseazŁ compartimentul b pe nuanŞa de 

fortisimo ð ff. 

Trio introduce un efect de contrast tematic, dinamic, dar ĸi prin maniera interpretativŁ, ne 

referim la pizzicatto. De asemenea, instrumentele reiau dialogul, mai mult dec©t at©t, ´n fiecare grup se 

evidenἪiazŁ succesiv c©te un solist instrumentist. Din aceastŁ cauzŁ, sonoritatea orchestrei este 

diminuatŁ, cre©ndu-se o atmosferŁ de relaxare temporarŁ. 

De la cifra 11 este pregŁtitŁ repriza, care ´ncepe din mŁsura 144. Ea readuce acelaἨi material 

tematic ĸi aceeaἨi atmosferŁ de la ´nceputul creaἪiei muzicale. MenἪionŁm ´n reprizŁ prezenἪa dialogului 

´ntre grupurile instrumentale ĸi ´n interiorul Ἠtimelor acestora. Astfel, toŞi participanἪii sunt implicaἪi ´n 

manifestarea coregraficŁ, fie ´n cerc larg, fie ´n cerc restr©ns sau perechi. Lucrarea finiseazŁ printr-o 

culminaἪie marcatŁ at©t dinamic, sonoristic, c©t ĸi din punct de vedere al dramaturgiei muzicale. Se 

produce ĸi la propriu ĸi la figurat sf©rἨitul unei acŞiuni: creaŞie muzicalŁ/joc. 

AἨadar, Valentin Doni ´n lucrarea Dans pentru orchestrŁ de coarde, reuἨeἨte sŁ ´mbine 

constructiv sursa folcloricŁ: ne referim la elementele specifice melodicii de dans, structura modalŁ, 

sonoritatea orchestrei de muzicŁ popularŁ, cu tehnici de compoziŞie tradiѿionale, caracteristice muzicii 

literate. ķi ´n cazul dat, constatŁm ´ncadrarea acestei lucrŁri ´ntr-un spectru larg de creaἪii care abordeazŁ 

aceleaἨi principii de creaŞie, spre exemplu: Joc ciobŁnesc de P. Rusu, Joc haiducesc de Gh. Mustea, 

Br©uleŞul pentru cvartetul de coarde, Hora florilor, Dans voinicesc de E. Mamot Ἠ.a. Pentru crearea 

coloritului naἪional, compozitorii apeleazŁ la procedeele facturale ce subliniazŁ natura de gen a 

tematismului, spre exemplu, factura pianului ilustreazŁ sunetul instrumentelor populare: al Ἢambalului, 

´n Oleandra de ķt. Neaga ĸi ´n Hora lui E. Coca sau al cimpoiului ð ´n Hora mare  de O. Tarasenko. 

3. Nocturne pentru grupul aerofone de lemn, coarde, trianglu ĸi vibrafon este o lucrare care se 

´nscrie ´n cadrul muzicii orchestrale de camerŁ a lui V. Doni. CreaŞia este interpretatŁ ´n tempo lento 

indicat de autor cu o structurŁ arhitectonicŁ de tip monopartitŁ. Caracterul liniἨtit, perpetuarea unei 

formule ritmice de acompaniament la instrumentele: fagot I, fagot II, grupul de corzi, plus salturile la 

vibrafon ĸi pulsaἪia pe pŁtrimi la trianglu, contribuie, pe de o parte, la crearea atmosferei de noapte plinŁ 

de feerie magicŁ, pe de alta, la transmiterea unei idei mult mai profunde, legatŁ de eternitate ĸi existenŞa 

umanŁ. Pe acest fundal, iniŞial, este trasatŁ o entitate tematicŁ ritmico-melodicŁ bazatŁ pe o ´mbinare de 
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intervale de cvartŁ, cvintŁ ĸi secundŁ ascendente ĸi descendente, la flaut solo cu indicaἪia dolce. AceastŁ 

construcἪie melodicŁ este transparentŁ, cuprinde trei octave, cre©nd impresia spaἪialitŁἪii.  

La baza structurii sonore a lucrŁrii stŁ sistemul sonor specific folclorului muzical rom©nesc ð 

tritonia construitŁ din secundŁ mare ĸi cvartŁ perfectŁ, structurŁ modalŁ ce aparἪine stratului folcloric 

arhaic. Putem presupune cŁ utilizarea acestui fundament modal de cŁtre compozitor nu este 

´nt©mplŁtoare, ci reflectŁ conἪinutul profund filosofic al lucrŁrii, care ne trimite spre ideea ´nceputului, 

creaἪiei, existenἪei umane. Deĸi fraza muzicalŁ iniŞialŁ este scurtŁ, din doar 4 mŁsuri, totuĸi, ea reuĸeĸte 

sŁ redea acest conŞinut profund. Tratarea ei pe parcursul desfŁἨurŁrii discursului muzical este variatŁ sub 

aspect timbral, armonic, factural, dinamic.  

MeditaἪia sonorŁ este preluatŁ de clarinetul solo la nuanŞa de piano, ´n registrul mediu, 

extinz©ndu-se p©nŁ la 3 octave. Ċn continuare, atmosfera este susἪinutŁ de grupul de corzi, realiz©nd ĸi o 

dezvoltare tematicŁ, iar instrumentele de suflat din lemn preiau funcἪia fundalului melodic. Entitatea 

sonorŁ expusŁ la ´nceput, este preluatŁ din mŁsura 20 la instrumentele oboi solo, clarinet solo, flautul II, 

clarinetul II ĸi viorile IïII, utiliz©ndu-se procedeul polifonic de imitaŞie, prin care se efectueazŁ ĸi o 

dezvoltare dinamicŁ, la care contribuie ĸi aspectul timbral. Astfel, se creeazŁ impresia unei comunicŁri 

cu mediul ´nconjurŁtor, dar ĸi la un nivel mai subtil de contemplare, comunicare nonverbalŁ umanŁ. 

Lucrarea se ´ncheie pe nuanŞa de ppp, pe ritenutto, grupul de corzi cu surdinŁ ĸi pe pedalŁ creeazŁ 

fundalul misterios pentru trasarea temei ´n registrul acut al flautului II ĸi apoi al flautului I. Celelalte 

instrumente Şin un ison pe interval de cvintŁ ascendentŁ. MenἪionŁm ´n mod deosebit exploatarea 

creativŁ a specificului sonor al intervalelor perfecte de cvintŁ ĸi cvartŁ, pe care ´l aplicŁ ´n redarea 

conἪinutului ideatic al lucrŁrii. 

Ċn literatura componisticŁ autohtonŁ Ἠi alἪi autori au explorat sonoritatea grupul instrumentelor 

aerofone. Numim ´n mod deosebit creaŞii valoroase ale lui Gh. Ciobanu, ce redau un conŞinut profund, 

filosofic, meditativ: Simboluri triste pentru clarinet solo, Hitiricorno N.1ï2 pentru corn englez, Din 

c©ntecele ĸi dansurile lunii melancolice N.1 pentru fagot (oboi, clarinet sau saxofon), Versiune pentru 

corn englez, Spatium sonans pentru flaut solo, Din c©ntecele ĸi dansurile lunii melancolice N.2 pentru 

clarinet ĸi percuŞie,  Pentaculus minus pentru cvartet de clarinete  ĸ.a.  

4. MuzicŁ pentru orchestrŁ de coarde, pian ĸi timpane este o lucrare reprezentativŁ pentru 

creaŞia cameralŁ a lui V. Doni. DupŁ cum remarcŁ autorul, ĂconἪinutul creaἪiei reflectŁ viziunea 

compozitorului asupra conflictului transnistrean (din 1992)ò [3, p.99]. Acest fapt a determinat structura 

compoziἪionalŁ ĸi tematismul lucrŁrii. De asemenea, includerea pianului ĸi timpanelor, care contribuie 

la amplificarea dramatismului creaἪiei, Ătensiunea apŁsŁtoare ĸi trŁirea interioarŁ sunt codificate ´n 

leittema tragicŁ ĸi sugestivŁ Grave, cu care ´ncepe lucrarea propriu-zisŁò [idem]. La baza dramaturgiei 

muzicale a lucrŁrii MuzicŁ pentru orchestrŁ de coarde, pian ĸi timpane stŁ principiul variaŞional ð temŁ 

cu variaἪiuni libere, structura arhitectonicŁ ´ncadr©ndu-se ´ntr-o formŁ tripartitŁ complexŁ cu codŁ. 

Tonalitatea este c-moll, dar Ăsubstratul ei folcloric se manifestŁ prin structura modalŁ ĸi anume prin 

prezenŞa cromaticului II ĸi mobilitatea terŞei (mi bemol ĸi mi becar)ò  [idem]. Schema arhitectonicŁ a 

lucrŁrii este: 

A                            B                            A1                           Coda 

cif.1                        cif. 12                      cif. 26             cif. 42 

Leittema constituie nucleul melodic al lucrŁrii. Compartimentul tematic, p©nŁ la cifra 3, 

contureazŁ trei segmente, care se succed dupŁ principiul a+b+a1, indic©nd spre caracterul de dezvoltare, 

consistent, ce codificŁ o puternicŁ forŞŁ expresivŁ. Aceasta din urmŁ este susἪinutŁ de un joc complicat 

de nuanἪe dinamice, ce alterneazŁ ´n intervale scurte de timp: ff, f, mf, mp, f, mf, p, ff  ĸi tempo-ul Largo. 

La instaurarea atmosferei ´ncordate, dramatice, contribuie ĸi includerea, chiar de la ´nceputul lucrŁrii, a 

timpanului ĸi pianului. Atmosfera generalŁ sugereazŁ imaginea unei procesiuni, a haosului, dar ĸi a 

https://moldovenii.md/md/people/59/audio-album/id/109
https://moldovenii.md/md/people/59/audio-album/id/109
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groazei ´n urma invaziei ĸi a incertitudinii sf©rἨitului acesteia. Ċn textura muzicalŁ transpar intonaἪii de 

bocet, doinŁ, dar care sunt suprimate prin avalanἨa de cromatisme.  

De la cifra 3 ´ncepe prima tratare variaŞionalŁ a temei, trasatŁ prin durate mŁrunte de 

ĸaisprezecimi, pe o pedalŁ la violoncel ĸi contrabas ĸi nuanἪele p-pp. IniŞial, materialul tematic este expus 

´n partida violei, iar de la cifra 5 este preluat ĸi la celelalte instrumente. Timpanele periodic intervin cu 

o formulŁ recto tono, contribuind astfel la redarea atmosferei dramatice. Treptat, lor li se alŁturŁ, cu 

aceeaĸi formulŁ, viola, violoncelul, pianul, apoi ĸi contrabasul, pŁtrunz©nd ´n masa tematicŁ. Sonoritatea 

se amplificŁ treptat, prin acelaĸi contrast dinamic la intervale mici (ca ĸi ´n expunerea leittemei) p©nŁ la 

fortisimo cifra 9. Ca un strigŁt de durere sunt formulele melodice dezvoltate ´n registrul acut la vioara I, 

salturile la intervale mari prin structuri ritmice punctate. CulminaἪia, care porneἨte de la cifra 10, ´mbinŁ 

elementele expuse pe parcurs, ne referim la recto tono, registrul acut, salturi, nuanἪe dinamice, pregŁtind 

astfel trecerea spre partea medianŁ ĸi urmŁtoarea tratare variaŞionalŁ a temei, care ´ncepe de la cifra 12. 

Partea B, cu funcŞie de dezvoltare, debuteazŁ cu motivul melodico-armonic iniŞial al temei ´n 

tempo largo ĸi nuanŞa dinamicŁ fortisimo, care brusc diminueazŁ spre pianissimo. Este ca o explozie de 

durere, dar ĸi ca o aluzie la o nouŁ posibilŁ invazie. Dezastrul produs de rŁzboi este exprimat ´n 

continuare prin predominarea intonaἪiilor de bocet ĸi expunerea fragmentelor melodice separat la 

violoncel ĸi violŁ, ca imagine a exprimŁrii individuale, personalizate a strigŁtelor de durere, a suferinἪei. 

La cifra 17 revine motivul iniŞial al leittemei ´n acelaĸi caracter, nuanŞŁ ĸi forŞŁ lŁuntricŁ. 

Dialogul instrumentelor continuŁ, dar se produce o separare pe grupuri: vioara IïII ĸi violŁ-contrabas. 

Astfel, durerea se amplificŁ de la voci separate spre grupuri de persoane ĸi mulἪime. CulminaἪia se 

produce la cifra 20, ca o explozie a durerii, acumulate ĸi exprimate pe parcurs. Ċn ea predominŁ intonaŞii 

recto tono, lamento, interpretate pe sforzando ĸi fff. O funcŞie expresivŁ importantŁ o ´ndeplinesc ĸi 

pauzele, ce se intercaleazŁ ´n textura muzicalŁ. 

Sonoritatea treptat scade spre ppp, cifra 21, de unde ´ncepe cadenŞa la vioarŁ Ἠi se realizeazŁ 

puntea spre repriza dinamicŁ. CadenŞa ´mbinŁ diferite surse intonaἪionale ĸi tematice. La ´nceput p©nŁ 

la cifra 22 ´n linia melodicŁ transpar intonaŞii ale unui dans popular de tip horŁ, ca o aluzie la viaŞa 

paĸnicŁ, ce a fost sau pe care ĸi-o doresc. Dar aceasta este suprimatŁ de tematismul ce o urmeazŁ, ´n care 

predominŁ intonaἪii de bocet, pl©ns sughiἪat, exprimat prin motive ce se repetŁ permanent, axate pe un 

ritm punctat sau avalanἨŁ de triolete. 

De la cifra 26 ´ncepe repriza A1, care, de fapt, poate fi calificatŁ ca a doua dezvoltare ĸi tratare 

variaŞionalŁ a temei. Chiar de la ´nceput, se impune leittema cu aceeaĸi structurŁ ca ĸi ´n partea medianŁ, 

urmeazŁ apoi variaŞiunile expuse sub formŁ de imitaἪie polifonicŁ, ce contribuie la includerea treptatŁ a 

instrumentelor participante la desfŁἨurarea discursului muzical. De la cifra 32 se produce o dezvoltare 

intensŁ a materialului tematic cu expuneri similare pŁrŞii iniŞiale A. Pianul ĸi timpanele ´ĸi intensificŁ 

prezenŞa, mai mult dec©t at©t, pianul preia dezvoltarea variaŞionalŁ a motivelor tematice. De la cifra 42 

´ncepe o nouŁ dezvoltare variaŞionalŁ a temei ´n care predominŁ ritmul punctat ce ne aminteĸte de 

intonaἪiile lamento din pŁrŞile A, B ĸi cadenŞŁ. ToatŁ componenἪa orchestralŁ participŁ la acŞiunea 

dramaticŁ, duc©nd spre nemijlocita culminaŞie, ce se produce ´ncep©nd cu cifra 51 ĸi finiseazŁ cu motivul 

iniŞial al leittemei ĸi stingerea treptatŁ a sonoritŁἪii spre ppp. IntonaἪiile lamento la timpane ´n ultimele 

mŁsuri pe pedalŁ tutti creeazŁ impresia unei stŁri de dezorientare, a golului rŁmas ´n suflet ´n urma 

suferinἪei ĸi durerii trŁite. Aĸadar, ´n lucrarea MuzicŁ pentru pian, orchestrŁ de coarde ĸi timpane, avem 

un exemplu relevant al mŁiestriei lui Valentin Doni ´n domeniul orchestraἪiei. Ċn cazul dat, un ansamblu 

de conotaἪie cameralŁ, ne referim la orchestra de coarde ´n care sunt incluse pianul ĸi timpanele, este 

tratat ca o orchestrŁ mare, iar consistenἪa texturii muzicale, a modalitŁἪilor de dezvoltare a materialului 

tematic, dinamica ĸi expunerea discursului muzical ´ntr-o permanentŁ miĸcare, ca pe o singurŁ respiraἪie, 

ne indicŁ spre principiile simfonizŁrii. 
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Ċn concluzie, subliniem cŁ perioada de la confluenἪa secolelor XX Ἠi XXI este marcatŁ de o 

abandonare a stereotipurilor genuistice Ἠi stilistice uzuale, se produce o recreare Ἠi transformare a 

acestora, categoriile de gen Ἠi stil aproape cŁ s-au contopit, ́ ntruc©t genul se regŁseἨte nemijlocit ´n 

tehnica scriiturii componistice, constituind, prin urmare, Ἠi o caracteristicŁ a stilului [1]. Ċn acest context, 

unii compozitori ´ncearcŁ o transformare radicalŁ a genurilor tradiἪionale, cre©nd noi modele cum sunt, 

spre exemplu, Studiile sonore de Gh. Ciobanu, alŞii prelu©nd tipurile clasice, le reinterpreteazŁ, le 

revalorificŁ, ´mbin©nd armonios elementul tradiŞional cu cel modern, cre©nd lucrŁri inedite, originale, 

personalizate. Ċn ultima categorie se ´ncadreazŁ creaŞia instrumentalŁ de camerŁ a compozitorului 

Valentin Doni. 
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ʊɽʄɹʈʆɺʆ-ʌɸʂʊʋʈʅʓɽ ʆʉʆɹɽʅʅʆʉʊʀ ʂʆʅʎɽʈʊʅʆʁ ʄʋɿʓʂʀ ɼʃʗ 

ʉʀʄʌʆʅʀʏɽʉʂʆɻʆ ʆʈʂɽʉʊʈɸ ʉ. ʇʓʉʃɸʈʔ 

 

PARTICULARITŀἩI ALE TIMBRULUI  ἧI TEXTURII ĊN LUCRAREA MUSICA 

CONCERTATA PENTRU ORCHESTRŀ SIMFONICŀ DE S. PĊSLARI 

 

PECULIARITIES OF TIMBRE AND TEXTURE OF MUSICA CONCERTATA FOR 

SYMPHONY ORCHESTRA BY S. PYSLAR 

 

ɽʃɽʅɸ ʉɸʄɹʈʀʐ, 

ʜʦʢʪʦʨ ʠʩʢʫʩʩʪʚʦʚʝʜʝʥʠʷ, ʢʦʥʬʝʨʝʥʮʠʘʨ ʫʥʠʚʝʨʩʠʪʘʨ  

ɸʢʘʜʝʤʠʷ ʤʫʟʳʢʠ, ʪʝʘʪʨʘ ʠ ʠʟʦʙʨʘʟʠʪʝʣʴʥʳʭ ʠʩʢʫʩʩʪʚ 
 

CZU 785.11(478) 

           785.6(478) 
ɺ ʩʪʘʪʴʝ ʨʘʩʩʤʘʪʨʠʚʘʶʪʩʷ ʦʩʦʙʝʥʥʦʩʪʠ ʩʪʠʣʷ ʩʠʤʬʦʥʠʯʝʩʢʦʛʦ ʧʨʦʠʟʚʝʜʝʥʠʷ çʂʦʥʮʝʨʪʥʘʷ 

ʤʫʟʳʢʘè ʉ. ʇʳʩʣʘʨʴ. ʇʨʦʪʦʪʠʧʦʤ ʜʣʷ ʜʘʥʥʦʛʦ ʩʦʯʠʥʝʥʠʷ ʧʦʩʣʫʞʠʣ ʞʘʥʨ ʢʦʥʮʝʨʪʘ ʜʣʷ ʦʨʢʝʩʪʨʘ. ɽʛʦ 

ʛʝʥʝʟʠʩ ʧʨʦʷʚʣʷʝʪʩʷ ʚ ʦʩʦʙʦʡ ʦʨʛʘʥʠʟʘʮʠʠ ʢʦʤʧʦʟʠʮʠʠ ʩ ʚʝʜʫʱʝʡ ʨʦʣʴʶ ʧʨʠʥʮʠʧʦʚ ʢʦʥʮʝʨʪʠʨʦʚʘʥʠʷ, 

ʢʦʪʦʨʳʝ ʨʝʘʣʠʟʫʶʪʩʷ, ʚ ʧʝʨʚʫʶ ʦʯʝʨʝʜʴ, ʚ ʦʙʣʘʩʪʠ ʪʝʤʙʨʦʚʦ-ʬʘʢʪʫʨʥʳʭ ʩʪʨʘʪʝʛʠʡ. ʇʦʚʳʰʝʥʥʦʝ 

ʚʥʠʤʘʥʠʝ ʢ ʪʝʤʙʨʫ, ʨʠʪʤʫ, ʬʘʢʪʫʨʥʦʤʫ ʨʠʩʫʥʢʫ ʦʪʦʜʚʠʛʘʝʪ ʤʝʣʦʜʠʯʝʩʢʠʡ ʬʘʢʪʦʨ ʥʘ ʚʪʦʨʦʡ ʧʣʘʥ. 

ɸʚʪʦʨ ʧʨʠʤʝʥʷʝʪ ʪʝʭʥʠʢʫ ʢʦʥʮʝʨʪʠʨʦʚʘʥʠʷ ʤʘʣʳʭ ʦʨʢʝʩʪʨʦʚʳʭ ʛʨʫʧʧ, ʚʚʦʜʷ ʢʨʘʪʢʠʝ ʩʦʣʴʥʳʝ ʨʝʧʣʠʢʠ-

ʚʩʪʘʚʢʠ ʚ ʜʠʘʣʦʛʠʯʝʩʢʦʤ ʠʟʣʦʞʝʥʠʠ. ʊʨʘʜʠʮʠʦʥʥʫʶ ʩʦʣʴʥʫʶ ʚʠʨʪʫʦʟʥʦʩʪʴ ʟʘʤʝʥʷʝʪ ʢʦʥʮʝʨʪʥʘʷ 

ʚʠʨʪʫʦʟʥʦʩʪʴ ʦʨʢʝʩʪʨʘ. ʊʝʤʙʨʦʚʘʷ ʨʘʙʦʪʘ ʚʳʩʪʫʧʘʝʪ ʚ ʩʦʯʠʥʝʥʠʠ ʢʘʢ ʛʣʘʚʥʳʡ ʠʛʨʦʚʦʡ ʧʨʠʥʮʠʧ 

ʦʨʛʘʥʠʟʘʮʠʠ ʢʦʥʮʝʨʪʘ ʢʘʢ ʞʘʥʨʘ. 

ʂʣʶʯʝʚʳʝ ʩʣʦʚʘ: ʉʥʝʞʘʥʘ ʇʳʩʣʘʨʴ, ʩʠʤʬʦʥʠʯʝʩʢʦʝ ʪʚʦʨʯʝʩʪʚʦ, ʂʦʥʮʝʨʪʥʘʷ ʤʫʟʳʢʘ, ʢʦʥʮʝʨʪ 

ʜʣʷ ʦʨʢʝʩʪʨʘ, ʪʝʤʙʨʦʚʘʷ ʜʨʘʤʘʪʫʨʛʠʷ, ʦʨʢʝʩʪʨʦʚʳʡ ʩʪʠʣʴ 

 

Articolul se referŁ la particularitŁѿile stilului simfonic al creaѿiei ĂMusica concertataò de S. P©slari. 

Prototip al acestei lucrŁri este genul de concert pentru orchestrŁ. AceastŁ sursŁ genuisticŁ se manifestŁ ´n 

organizarea specificŁ a compoziѿiei, ´n care rolul conducŁtor aparѿine principiilor concertante, realizate, ´n 

primul r©nd, prin intermediul unor strategii factural-timbrale. Factorul melodic este transpus pe plan secund, ´n 

timp ce compozitoarea acordŁ o atenѿie sporitŁ timbrului, ritmului ѽi modelului factural. S. P©slari aplicŁ tehnica 

de concertare ´n grupuri orchestrale mici, introduc©nd scurte replici solo, ´n expunere dialogalŁ. Tradiѿionala 

virtuozitate solisticŁ este ´nlocuitŁ cu virtuozitatea concertisticŁ a orchestrei. Principiul interpretativ central ´n 

organizarea genuisitcŁ a concertului ´l constituie aspectul timbral. 

Cuvinte-cheie: Snejana P´slari, lucrŁri simfonice, Muzica concertata, concert pentru orchestrŁ, 

dramaturgie timbralŁ, stil orchestral 

 

The article considers the stylistic features of the symphonic work ĂConcert Musicò by S. Pyslar. The 

genre of the concerto  for orchestra served as the prototype for this work. The genre genesis is manifested in a 

special organization of composition with the leading role of concert principles, which are implemented, first of 

all, in the field of timbre-textured strategies. Increased attention to timbre, rhythm, textured pattern pushes the 

melodic factor into the background. The author applies the technique of concerting of small orchestral groups, 

introducing brief solo replicas-inserts in a dialogical presentation. The traditional solo virtuosity is replaced by 

the concert virtuosity of the orchestra. The main performing principle of the concert as a genre refers to the timbral 

aspect of the composition.  

Keywords: Snejana Pyslar, symphonic works, Concert Music, concerto for orchestra, timbral 

dramaturgy, orchestral style 

 

ɺʚʝʜʝʥʠʝ. ʂʦʤʧʦʟʠʪʦʨ ʉʥʝʞʘʥʘ ʇʳʩʣʘʨʴ, ʭʦʨʦʰʦ ʠʟʚʝʩʪʥʘʷ ʩʣʫʰʘʪʝʣʷʤ, ʘʢʪʠʚʥʦ 

ʨʘʙʦʪʘʝʪ ʚ ʨʘʟʥʳʭ ʞʘʥʨʘʭ, ʩʨʝʜʠ ʢʦʪʦʨʳʭ ʧʨʝʜʩʪʘʚʣʝʥʳ ʚ ʪʦʤ ʯʠʩʣʝ ʩʦʯʠʥʝʥʠʷ ʢʨʫʧʥʳʭ 

ʩʠʤʬʦʥʠʯʝʩʢʠʭ ʬʦʨʤ. ʀ ʭʦʪʷ ʵʪʦ ʥʘʧʨʘʚʣʝʥʠʝ ʧʦʢʘ ʥʝ ʩʪʘʣʦ ʚʝʜʫʱʠʤ ʚ ʪʚʦʨʯʝʩʪʚʝ ʉ. ʇʳʩʣʘʨʴ, 
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ʦʜʥʦ ʠʟ ʧʨʦʠʟʚʝʜʝʥʠʡ ð ʂʦʥʮʝʨʪʥʘʷ ʤʫʟʳʢʘ (Musica concertata) ʜʣʷ ʩʠʤʬʦʥʠʯʝʩʢʦʛʦ ʦʨʢʝʩʪʨʘ 

ð ʦʙʥʘʨʫʞʠʚʘʝʪ ʤʥʦʞʝʩʪʚʦ ʷʨʢʠʭ ʩʪʠʣʝʚʳʭ ʯʝʨʪ, ʫʢʘʟʳʚʘʶʱʠʭ ʥʘ ʩʦʚʨʝʤʝʥʥʳʡ ʧʦʜʭʦʜ ʢ 

ʪʨʘʢʪʦʚʢʝ ʞʘʥʨʘ ʠ ʦʨʠʛʠʥʘʣʴʥʳʝ ʧʨʠʥʮʠʧʳ ʤʫʟʳʢʘʣʴʥʦʛʦ ʤʳʰʣʝʥʠʷ ʢʦʤʧʦʟʠʪʦʨʘ. ʉʦʯʠʥʝʥʠʝ 

ʧʨʠʚʣʝʢʣʦ ʥʘʰʝ ʚʥʠʤʘʥʠʝ ʚ ʨʘʟʥʳʭ ʨʘʢʫʨʩʘʭ: ʩ ʪʦʯʢʠ ʟʨʝʥʠʷ ʬʦʨʤʦʦʙʨʘʟʦʚʘʥʠʷ ʠ ʜʨʘʤʘʪʫʨʛʠʠ 

(ʩʪʘʪʴʷ ʂʦʥʮʝʨʪʥʘʷ ʤʫʟʳʢʘ ʉ. ʇʳʩʣʘʨʴ ð ʦʙʨʘʟʝʮ ʪʚʦʨʯʝʩʢʠʭ ʧʦʠʩʢʦʚ ʤʦʣʦʜʦʛʦ ʢʦʤʧʦʟʠʪʦʨʘ 

[1]) ʠ ʩ ʧʦʟʠʮʠʡ ʪʝʤʙʨʦʚʦ-ʬʘʢʪʫʨʥʳʭ ʟʘʢʦʥʦʤʝʨʥʦʩʪʝʡ. ʈʘʩʩʤʦʪʨʝʥʠʝ ʚ ʜʘʥʥʦʡ ʨʘʙʦʪʝ 

ʩʧʝʮʠʬʠʢʠ ʪʝʤʙʨʦʚʳʭ ʨʝʰʝʥʠʡ, ʦʩʦʙʝʥʥʦʩʪʝʡ ʤʝʣʦʩʘ ʠ ʩʠʥʪʘʢʩʠʩʘ, ʨʝʘʣʠʟʘʮʠʡ ʜʠʥʘʤʠʢʦ-

ʬʘʢʪʫʨʥʳʭ ʣʠʥʠʡ ʜʨʘʤʘʪʫʨʛʠʠ ʙʫʜʝʪ ʩʧʦʩʦʙʩʪʚʦʚʘʪʴ ʙʦʣʝʝ ʛʣʫʙʦʢʦʤʫ ʧʦʥʠʤʘʥʠʶ ʪʝʭ 

ʧʨʦʮʝʩʩʦʚ, ʢʦʪʦʨʳʝ ʧʨʦʪʝʢʘʶʪ ʚ ʮʝʣʦʤ ʚ ʩʦʚʨʝʤʝʥʥʦʤ ʢʦʥʮʝʨʪʥʦ-ʩʠʤʬʦʥʠʯʝʩʢʦʤ ʪʚʦʨʯʝʩʪʚʝ ʚ 

ʈʝʩʧʫʙʣʠʢʝ ʄʦʣʜʦʚʘ ʥʘ ʨʫʙʝʞʝ ʚʝʢʦʚ. 

1. ʊʝʤʙʨʦʪʝʢʪʦʥʠʯʝʩʢʘʷ ʦʨʛʘʥʠʟʘʮʠʷ ʠ ʪʝʭʥʠʢʘ ʢʦʥʮʝʨʪʠʨʦʚʘʥʠʷ ʤʘʣʳʭ 

ʦʨʢʝʩʪʨʦʚʳʭ ʛʨʫʧʧ. ɺ ʧʝʨʚʫʶ ʦʯʝʨʝʜʴ, ʦʪʤʝʪʠʤ ʦʯʝʚʠʜʥʳʡ ʬʘʢʪ, ʯʪʦ ʧʨʦʪʦʪʠʧʦʤ ʜʣʷ ʜʘʥʥʦʛʦ 

ʩʦʯʠʥʝʥʠʷ ʧʦʩʣʫʞʠʣ ʞʘʥʨ ʢʦʥʮʝʨʪʘ ʜʣʷ ʦʨʢʝʩʪʨʘ. ʇʨʠ ʵʪʦʤ ʞʘʥʨʦʚʦʝ ʦʙʦʟʥʘʯʝʥʠʝ ʂʦʥʮʝʨʪʥʘʷ 

ʤʫʟʳʢʘ (Musica concertata) ʷʚʣʷʝʪʩʷ ʧʨʠʤʝʯʘʪʝʣʴʥʳʤ ʩ ʪʦʡ ʪʦʯʢʠ ʟʨʝʥʠʷ, ʯʪʦ ʥʘ ʩʝʛʦʜʥʷʰʥʠʡ 

ʜʝʥʴ ʚ ʢʦʤʧʦʟʠʪʦʨʩʢʦʤ ʪʚʦʨʯʝʩʪʚʝ ʄʦʣʜʦʚʳ ʵʪʦ ʧʨʦʠʟʚʝʜʝʥʠʝ ʷʚʣʷʝʪʩʷ ʝʜʠʥʩʪʚʝʥʥʳʤ 

ʩʦʯʠʥʝʥʠʝʤ ʩ ʧʦʜʦʙʥʳʤ ʥʘʟʚʘʥʠʝʤ. 

ɾʘʥʨʦʚʳʡ ʛʝʥʝʟʠʩ ʧʨʦʩʪʫʧʘʝʪ ʚ ʦʩʦʙʦʡ ʦʨʛʘʥʠʟʘʮʠʠ ʢʦʤʧʦʟʠʮʠʠ ʩ ʚʝʜʫʱʝʡ ʨʦʣʴʶ 

ʧʨʠʥʮʠʧʦʚ ʢʦʥʮʝʨʪʠʨʦʚʘʥʠʷ, ʢʦʪʦʨʳʝ ʚʦʧʣʦʱʘʶʪʩʷ, ʛʣʘʚʥʳʤ ʦʙʨʘʟʦʤ, ʚ ʦʙʣʘʩʪʠ ʪʝʤʙʨʦʚʦ-

ʬʘʢʪʫʨʥʳʭ ʩʪʨʘʪʝʛʠʡ1. ɸʚʪʦʨ ʧʨʠʤʝʥʷʝʪ ʪʝʭʥʠʢʫ ʢʦʥʮʝʨʪʠʨʦʚʘʥʠʷ ʤʘʣʳʭ ʦʨʢʝʩʪʨʦʚʳʭ ʛʨʫʧʧ ʩ 

ʥʘʣʦʞʝʥʠʝʤ ʢʨʘʪʢʠʭ ʩʦʣʴʥʳʭ ʨʝʧʣʠʢ-ʚʩʪʘʚʦʢ ʚ ʢʦʥʮʝʨʪʥʦ-ʜʠʘʣʦʛʠʯʝʩʢʦʤ ʠʟʣʦʞʝʥʠʠ. 

ʊʨʘʜʠʮʠʦʥʥʫʶ ʚʠʨʪʫʦʟʥʦʩʪʴ ʩʦʣʠʩʪʦʚ ʟʘʤʝʥʷʝʪ ʢʦʥʮʝʨʪʠʨʦʚʘʥʠʝ ʚʩʝʛʦ ʦʨʢʝʩʪʨʘ, ʯʪʦ 

ʘʧʝʣʣʠʨʫʝʪ ʚ ʙʦʣʴʰʝʡ ʩʪʝʧʝʥʠ ʢ ʜʦʢʣʘʩʩʠʯʝʩʢʦʡ, ʙʘʨʦʯʥʦʡ ʤʦʜʝʣʠ ʢʦʥʮʝʨʪʥʦʛʦ ʞʘʥʨʘ. ʉ ʜʨʫʛʦʡ 

ʩʪʦʨʦʥʳ, ʦʙʱʠʝ ʧʨʠʥʮʠʧʳ ʙʘʨʦʯʥʦʡ ʪʝʭʥʠʢʠ ʦʙʥʦʚʣʷʶʪʩʷ ʩʦʚʨʝʤʝʥʥʳʤʠ ʧʨʠʝʤʘʤʠ 

ʦʨʢʝʩʪʨʦʚʦʛʦ ʧʠʩʴʤʘ, ʢʦʪʦʨʳʝ ʧʨʦʷʚʣʷʶʪʩʷ, ʚ ʯʘʩʪʥʦʩʪʠ, ʚ ʙʳʩʪʨʦʡ ʧʝʨʝʙʨʦʩʢʝ ʦʪʜʝʣʴʥʳʭ 

ʤʦʪʠʚʦʚ ʠ ʬʨʘʟ ʦʪ ʛʨʫʧʧʳ ʢ ʛʨʫʧʧʝ, ʦʪ ʦʜʥʠʭ ʨʘʟʥʦʚʠʜʥʦʩʪʝʡ ʠʥʩʪʨʫʤʝʥʪʦʚ ʢ ʜʨʫʛʠʤ, ʚ 

ʢʦʤʙʠʥʘʪʦʨʠʢʝ ʪʝʤʙʨʦʚʳʭ ʤʠʢʩʪʦʚ, ʪʝʤʙʨʦ-ʬʘʢʪʫʨʥʳʭ ʟʚʫʢʦʚʳʭ ʧʷʪʝʥ ʠ çʪʝʤʙʨʦʪʦʯʝʢè, 

ʘʢʮʝʥʪʠʨʫʶʱʠʭ ʩʦʥʦʨʥʳʝ ʯʝʨʪʳ ʟʚʫʯʘʥʠʷ ʤʥʦʛʠʭ ʨʘʟʜʝʣʦʚ. 

ʉʚʦʠ ʧʦʠʩʢʠ ʚ ʦʙʣʘʩʪʠ ʪʝʤʙʨʦʚʳʭ ʩʨʝʜʩʪʚ ʘʚʪʦʨ ʦʯʝʨʯʠʚʘʝʪ ʚʦʟʤʦʞʥʦʩʪʷʤʠ ʜʚʦʡʥʦʛʦ 

ʩʦʩʪʘʚʘ ʙʦʣʴʰʦʛʦ ʩʠʤʬʦʥʠʯʝʩʢʦʛʦ ʦʨʢʝʩʪʨʘ ʩ ʜʦʙʘʚʣʝʥʠʝʤ ʚʝʩʴʤʘ ʦʛʨʘʥʠʯʝʥʥʦʛʦ ʯʠʩʣʘ ʚʠʜʦʚʳʭ 

ʠʥʩʪʨʫʤʝʥʪʦʚ ð ʬʣʝʡʪʳ ʧʠʢʢʦʣʦ ʠ ʢʦʥʪʨʘʬʘʛʦʪʘ; ʠʟ ʛʨʫʧʧʳ ʫʜʘʨʥʳʭ ʠʥʩʪʨʫʤʝʥʪʦʚ 

ʠʩʧʦʣʴʟʫʶʪʩʷ ʣʠʪʘʚʨʳ ʠ ʙʦʣʴʰʦʡ ʙʘʨʘʙʘʥ. ʊʝʤ ʥʝ ʤʝʥʝʝ, ʂʦʥʮʝʨʪʥʘʷ ʤʫʟʳʢʘ ʧʨʝʜʩʪʘʝʪ ʚ ʷʨʢʦʡ 

çʪʝʤʙʨʦʚʦʡ ʦʜʝʞʜʝè, ʛʜʝ ʢʦʤʧʦʟʠʪʦʨ ʧʨʦʷʚʣʷʝʪ ʤʘʢʩʠʤʫʤ ʠʟʦʙʨʝʪʘʪʝʣʴʥʦʩʪʠ ʚ ʨʘʙʦʪʝ ʩ 

ʦʨʢʝʩʪʨʦʚʳʤʠ ʢʨʘʩʢʘʤʠ, ʚ ʩʦʧʦʩʪʘʚʣʝʥʠʠ ʨʘʟʣʠʯʥʳʭ ʛʨʫʧʧ ʠ ʩʦʣʠʩʪʦʚ, ʚ ʢʦʤʙʠʥʘʮʠʠ ʨʘʟʥʳʭ 

ʧʨʠʝʤʦʚ ʠ ʰʪʨʠʭʦʚ, ʨʝʛʠʩʪʨʦʚʳʭ ʢʦʥʪʨʘʩʪʦʚ, ʪʝʤʙʨʦʚʳʭ ʥʘʣʦʞʝʥʠʡ, çʤʦʩʪʦʚè ʠ ʤʥʦʛʦʛʦ 

ʜʨʫʛʦʛʦ. 

ɺ ʮʝʣʦʤ ʪʝʤʙʨʦʚʘʷ ʪʝʭʥʠʢʘ ʚʳʩʪʫʧʘʝʪ ʚ ʢʘʯʝʩʪʚʝ ʛʣʘʚʥʦʛʦ ʧʨʠʥʮʠʧʘ ʦʨʛʘʥʠʟʘʮʠʠ 

ʜʘʥʥʦʛʦ ʩʦʯʠʥʝʥʠʷ ð ʚ ʝʝ ʷʨʢʦ-ʨʝʧʨʝʟʝʥʪʘʪʠʚʥʦʤ, ʠʛʨʦʚʦʤ ʚʳʨʘʞʝʥʠʠ, ʩʪʘʥʦʚʷʩʴ ʦʩʥʦʚʦʡ 

ʢʦʥʮʝʨʪʥʦʡ ʜʨʘʤʘʪʫʨʛʠʠ. 

ɺ ʧʨʦʠʟʚʝʜʝʥʠʠ ʦʙʥʘʨʫʞʠʚʘʝʪʩʷ ʩʧʝʮʠʬʠʯʝʩʢʘʷ ʪʝʤʙʨʦʪʝʢʪʦʥʠʯʝʩʢʘʷ ʦʨʛʘʥʠʟʘʮʠʷ, 

ʧʨʦʯʝʨʯʠʚʘʶʱʘʷ ʩʪʨʫʢʪʫʨʫ ʩʦʯʠʥʝʥʠʷ ʥʘ ʤʘʢʨʦʫʨʦʚʥʝ. ʇʨʠʚʝʜʝʥʥʘʷ ʥʠʞʝ ʩʭʝʤʘ ʦʪʨʘʞʘʝʪ 

ʦʙʱʠʡ ʧʣʘʥ ʩʦʯʠʥʝʥʠʷ (ʩʭʝʤʘ 1). 

 

  

                                                           
1 ʊʝʤʙʨʦʚʘʷ ʩʪʦʨʦʥʘ ʩʠʤʬʦʥʠʯʝʩʢʦʡ ʤʫʟʳʢʠ ʧʨʠʚʣʝʢʘʝʪ ʉ. ʇʳʩʣʘʨʴ ʪʘʢʞʝ ʩ ʠʩʩʣʝʜʦʚʘʪʝʣʴʩʢʠʭ ʧʦʟʠʮʠʡ 

ʚ ʜʠʩʩʝʨʪʘʮʠʠ ʆʩʦʙʝʥʥʦʩʪʠ ʪʨʘʢʪʦʚʢʠ ʪʝʤʙʨʘ ʚ ʩʠʤʬʦʥʠʯʝʩʢʦʤ ʪʚʦʨʯʝʩʪʚʝ ʇʘʚʣʘ ʈʠʚʠʣʠʩʘ [3]. 

ʇʦʤʠʤʦ ʵʪʦʛʦ, ʠʥʪʝʨʝʩ ʢ ʨʘʙʦʪʝ ʩ ʨʘʟʣʠʯʥʳʤʠ ʪʝʤʙʨʘʤʠ ʧʦʜʜʝʨʞʠʚʘʝʪʩʷ ʚ ʥʘʩʪʦʷʱʝʝ ʚʨʝʤʷ ʢʘʤʝʨʥʳʤʠ 

ʧʨʦʠʟʚʝʜʝʥʠʷʤʠ ʜʣʷ ʨʘʟʣʠʯʥʳʭ ʩʦʩʪʘʚʦʚ ʜʫʭʦʚʳʭ ʠʥʩʪʨʫʤʝʥʪʦʚ. 



STUDIUL ARTELOR ѼI CULTUROLOGIE: istorie, teorie, practicŁ                             nr.2 (37), 2020 

________________________________________________________________________________ 

 

 
42 

 

ʉʭʝʤʘ 1 

ɸ ɺ ʉ D E 

ɺʩʪʫʧʠʪʝʣʴʥʳʡ 

ʨʘʟʜʝʣ 

ʕʢʩʧʦʟʠʮʠʷ ʈʘʟʨʘʙʦʪʢʘ ʈʝʧʨʠʟʘ ʩ 

ʟʘʤʝʱʝʥʠʝʤ ʪʝʤ 

ʂʦʜʘ ʩ ʨʝʧʨʠʟʥʳʤ 

ʚʦʟʚʨʘʱʝʥʠʝʤ 

ʦʩʥʦʚʥʳʭ ʪʝʤ 

Sostenuto Barbaro Allegretto 

scherzando 

Furioso Barbaro 

ʎ.1ï11 ʎ.12ï24 ʎ. 25ï29 ʎ.30ï46 ʎ.47ï55 

 

ʂʦʤʧʦʟʠʪʦʨ ʠʩʧʦʣʴʟʫʝʪ ʧʨʠʥʮʠʧʳ ʬʫʥʢʮʠʦʥʘʣʴʥʦʡ ʠʥʩʪʨʫʤʝʥʪʦʚʢʠ (ʪʝʨʤʠʥ 

ɻ. ɹʘʥʱʠʢʦʚʘ, ʩʤ. [2]), ʧʨʠ ʢʦʪʦʨʦʡ ʛʨʘʥʠʮʳ ʨʘʟʜʝʣʦʚ ʯʝʪʢʦ ʦʪʤʝʯʝʥʳ ʩʤʝʥʦʡ ʬʘʢʪʫʨʥʦ-

ʪʝʤʙʨʦʚʳʭ ʙʣʦʢʦʚ. ɼʝʡʩʪʚʠʝ ʵʪʦʛʦ ʧʨʠʥʮʠʧʘ ʨʘʩʧʨʦʩʪʨʘʥʷʝʪʩʷ ʠ ʥʘ ʩʠʥʪʘʢʩʠʯʝʩʢʠʡ ʫʨʦʚʝʥʴ, 

ʛʜʝ, ʚ ʩʚʦʶ ʦʯʝʨʝʜʴ, ʧʨʦʮʝʩʩ ʨʘʟʚʝʨʪʳʚʘʥʠʷ ʠʥʪʦʥʘʮʠʦʥʥʳʭ ʢʦʤʧʣʝʢʩʦʚ ʦʨʛʘʥʠʟʫʝʪʩʷ ʪʘʢʞʝ ʠ 

ʜʨʫʛʠʤʠ ʩʨʝʜʩʪʚʘʤʠ. ʂʦʤʧʦʟʠʪʦʨ ʠʩʧʦʣʴʟʫʝʪ ʨʘʟʣʠʯʥʫʶ ʪʝʤʙʨʦʚʫʶ ʪʝʭʥʠʢʫ, ʩʦʝʜʠʥʷʷ 

ʢʣʘʩʩʠʯʝʩʢʠʝ ʠ ʘʚʘʥʛʘʨʜʥʳʝ ʪʝʥʜʝʥʮʠʠ, ʧʦʵʪʦʤʫ ʪʝʤʙʨ ʧʨʝʜʩʪʘʝʪ ʤʥʦʛʦʧʣʘʥʦʚʦ 

ʬʫʥʢʮʠʦʥʘʣʴʥʳʤ. 

ʂʘʢ ʠʟʚʝʩʪʥʦ, ʢʣʘʩʩʠʯʝʩʢʠʝ ʧʨʠʥʮʠʧʳ ʧʨʝʜʧʦʣʘʛʘʶʪ ʦʧʨʝʜʝʣʝʥʥʫʶ ʪʝʤʙʨʦʚʫʶ 

ʜʠʩʧʦʟʠʮʠʶ, ʧʦʜ ʢʦʪʦʨʦʡ ʧʦʥʠʤʘʝʪʩʷ çʟʘʚʠʩʠʤʦʩʪʴ ʠʥʩʪʨʫʤʝʥʪʦʚʢʠ ʦʜʥʦʛʦ ʨʘʟʜʝʣʘ ʦʪ ʜʨʫʛʦʛʦè 

[4, ʩ.17] ʚ ʩʚʷʟʠ ʩ ʤʘʩʰʪʘʙʦʤ ʯʣʝʥʝʥʠʷ ʬʦʨʤʳ. ʇʦ ʵʪʦʤʫ ʧʦʚʦʜʫ ʉ. ʇʦʥʦʤʘʨʝʚ ʧʠʰʝʪ: çʉʘʤʦʝ 

ʤʝʣʢʦʝ ʯʣʝʥʝʥʠʝ (ʥʘ ʤʦʪʠʚʳ) ʦʙʳʯʥʦ ʧʝʨʝʜʘʸʪʩʷ ʩʤʝʥʦʡ ʨʦʜʩʪʚʝʥʥʳʭ ʪʝʤʙʨʦʚ ʚʥʫʪʨʠ ʦʜʥʦʡ 

ʛʨʫʧʧʳ ʩ ʥʝʙʦʣʴʰʠʤ ʢʦʥʪʨʘʩʪʦʤ. (é) ɹʦʣʝʝ ʢʨʫʧʥʦʝ ʜʝʣʝʥʠʝ (ʧʦ ʨʘʟʜʝʣʘʤ ʚʥʫʪʨʠ ʪʝʤʳ) ʦʙʳʯʥʦ 

ʩʦʟʜʘʝʪʩʷ ʩʤʝʥʦʡ ʪʝʤʙʨʦʚ, ʧʦʜʛʦʪʦʚʣʝʥʥʦʡ ʠ ʩʤʷʛʯʝʥʥʦʡ ʧʨʦʤʝʞʫʪʦʯʥʳʤʠ ʦʪʪʝʥʢʘʤʠ, ʩʤʝʥʦʡ 

ʛʨʫʧʧ ʩ ʧʨʦʮʝʩʩʫʘʣʴʥʦʡ ʜʠʥʘʤʠʢʦʡ. (é) ʂʨʫʧʥʳʝ ʤʝʞʪʝʤʥʳʝ ʛʨʘʥʠʮʳ ʬʦʨʤʳ ʩʚʷʟʘʥʳ ʩʦ 

ʟʥʘʯʠʪʝʣʴʥʳʤ ʦʙʥʦʚʣʝʥʠʝʤ ʪʝʤʙʨʘ, ʦʙʳʯʥʦ ʩ ʧʨʷʤʦʡ ʩʤʝʥʦʡ ʛʨʫʧʧè [4, ʩ.16ï17]. 

ɺ ʂʦʥʮʝʨʪʥʦʡ ʤʫʟʳʢʝ ʤʳ ʚʩʪʨʝʯʘʝʤ ʢʘʢ ʧʦʜʯʝʨʢʠʚʘʥʠʝ ʥʘʟʚʘʥʥʳʭ ʫʨʦʚʥʝʡ ʬʦʨʤʳ 

ʙʣʘʛʦʜʘʨʷ ʪʝʤʙʨʦʚʦʡ ʜʠʩʧʦʟʠʮʠʠ, ʪʘʢ ʠ ʩʦʟʜʘʥʠʝ çʚʩʪʨʝʯʥʦʛʦ ʨʠʪʤʘ ʜʚʠʞʝʥʠʷè, ʦʧʨʝʜʝʣʷʝʤʦʛʦ 

ʪʝʤʙʨʦʚʦʡ ʩʪʦʨʦʥʦʡ ʩ ʝʝ ʩʦʙʩʪʚʝʥʥʦʡ ʣʦʛʠʢʦʡ ʟʚʫʢʦʚʦʛʦ ʧʫʪʠ. 

ʉʨʝʜʠ ʥʝʢʣʘʩʩʠʯʝʩʢʠʭ ʧʨʠʝʤʦʚ ʦʪʤʝʪʠʤ ʚ ʢʘʯʝʩʪʚʝ ʦʩʥʦʚʥʳʭ ʩʣʝʜʫʶʱʠʝ: 

1.  ʄʦʪʠʚʥʦ-ʪʝʤʙʨʦʚʳʡ ʜʠʘʣʦʛ ð ʩʤʝʥʘ ʪʝʤʙʨʦʚ ʥʝʨʦʜʩʪʚʝʥʥʳʭ ʠʥʩʪʨʫʤʝʥʪʦʚ ʠ ʛʨʫʧʧ 

ʧʨʠ ʤʦʪʠʚʥʦʤ ʜʨʦʙʣʝʥʠʠ. 

2. ʊʝʤʙʨʦ-ʤʦʪʠʚʥʘʷ quasi-ʢʦʥʪʨʘʧʫʥʢʪʠʯʝʩʢʘʷ ʪʝʭʥʠʢʘ ð ʪʘʢʞʝ ʨʘʟʜʨʦʙʣʝʥʠʝ 

ʪʝʤʘʪʠʟʤʘ ʥʘ ʤʦʪʠʚʳ ʠ ʪʝʤʙʨʦʚʳʡ ʢʦʥʪʨʘʩʪ ʩʦʩʝʜʥʠʭ ʤʦʪʠʚʦʚ, ʥʦ ʩ ʥʘʣʦʞʝʥʠʝʤ ʦʢʦʥʯʘʥʠʷ 

ʦʜʥʦʛʦ ʤʦʪʠʚʘ ʥʘ ʥʘʯʘʣʦ ʜʨʫʛʦʛʦ. 

3.  ʊʝʤʙʨʦ-ʤʦʪʠʚʥʘʷ ʧʦʣʠʬʦʥʠʷ ð ʧʦʣʠʬʦʥʠʯʝʩʢʠʡ ʧʨʠʥʮʠʧ ʠʟʣʦʞʝʥʠʷ ʤʝʣʢʠʭ ʤʦʪʠʚʦʚ 

ʧʨʠ ʦʛʨʘʥʠʯʝʥʥʦʤ ʢʦʣʠʯʝʩʪʚʝ ʛʦʣʦʩʦʚ. 

4.  ʇʦʣʠʬʦʥʠʷ ʧʣʘʩʪʦʚ ʠ ʛʦʣʦʩʦʚ ʬʘʢʪʫʨʳ ð ʚ ʫʩʣʦʚʠʷʭ ʥʘʩʳʱʝʥʥʦʛʦ ʤʥʦʛʦʛʦʣʦʩʠʷ (ʥʝ 

ʷʚʣʷʶʱʝʛʦʩʷ, ʦʜʥʘʢʦ, ʩʚʝʨʭʤʥʦʛʦʛʦʣʦʩʠʝʤ) ʩʦʟʜʘʝʪʩʷ ʟʚʫʯʘʥʠʝ, ʙʣʠʟʢʦʝ ʩʦʥʦʨʥʦʤʫ, ʢʦʛʜʘ 

ʛʦʣʦʩʘ ʥʝ ʧʨʦʩʣʫʰʠʚʘʶʪʩʷ ʜʦʩʪʘʪʦʯʥʦ ʷʩʥʦ ʠ ʦʪʯʝʪʣʠʚʦ. 

ɺʩʝ ʥʘʟʚʘʥʥʳʝ ʧʨʠʝʤʳ ʷʚʣʷʶʪʩʷ ʚʝʩʴʤʘ ʧʦʢʘʟʘʪʝʣʴʥʳʤ ʜʣʷ ʩʦʚʨʝʤʝʥʥʦʛʦ ʤʝʪʦʜʘ 

ʢʦʥʮʝʨʪʠʨʦʚʘʥʠʷ ʚ ʮʝʣʦʤ, ʠ ʚ ʪʦʤ ʯʠʩʣʝ ʦʥʠ ʨʝʘʣʠʟʫʶʪʩʷ ʚ ʪʝʭʥʠʢʝ ʢʦʥʮʝʨʪʠʨʦʚʘʥʠʷ ʤʘʣʳʭ 

ʦʨʢʝʩʪʨʦʚʳʭ ʛʨʫʧʧ, ʧʨʝʜʩʪʘʚʣʝʥʥʦʡ ʚ ʜʘʥʥʦʤ ʩʦʯʠʥʝʥʠʠ. 

ʈʘʩʩʤʦʪʨʠʤ ʠʭ ʙʦʣʝʝ ʧʦʜʨʦʙʥʦ ʚ ʢʦʤʧʦʟʠʮʠʠ ʂʦʥʮʝʨʪʥʦʡ ʤʫʟʳʢʠ. 

ɺʩʪʫʧʠʪʝʣʴʥʳʡ ʨʘʟʜʝʣ ɸ, Sostenuto ʧʨʝʜʩʪʘʚʣʷʝʪ ʠʜʝʶ ʜʣʠʪʝʣʴʥʦʛʦ ʩʪʘʥʦʚʣʝʥʠʷ, 

ʟʘʨʦʞʜʝʥʠʷ ʤʳʩʣʠ, ʩʪʘʚʰʝʡ ʜʦʚʦʣʴʥʦ ʪʨʘʜʠʮʠʦʥʥʦʡ ʜʣʷ ʥʘʯʘʣʴʥʳʭ ʨʘʟʜʝʣʦʚ ʢʨʫʧʥʳʭ 

ʩʠʤʬʦʥʠʯʝʩʢʠʭ ʧʨʦʠʟʚʝʜʝʥʠʡ, ʥʦ ʚ ʞʘʥʨʝ ʢʦʥʮʝʨʪʘ ʯʘʱʝ ʨʝʘʣʠʟʫʶʪʩʷ ʜʨʫʛʠʝ ʛʨʘʥʠ ʦʙʨʘʟʥʦʛʦ 

ʩʦʜʝʨʞʘʥʠʷ ð ʵʪʦ, ʢʘʢ ʧʨʘʚʠʣʦ, ʤʦʥʦʣʦʛ ʩʦʣʠʩʪʘ, ʚʳʩʢʘʟʳʚʘʥʠʝ ʦʪ ʧʝʨʚʦʛʦ ʣʠʮʘ, ʜʘʶʱʝʝ ʟʘʯʠʥ 

ʧʦʚʝʩʪʚʦʚʘʥʠʶ. ɺ ʂʦʥʮʝʨʪʥʦʡ ʤʫʟʳʢʝ, ʛʜʝ ʦʙʲʷʚʣʝʥʥʳʝ ʩʦʣʠʩʪʳ ʦʪʩʫʪʩʪʚʫʶʪ, ʚʦʧʣʦʱʘʝʪʩʷ 

ʠʥʦʡ ʟʘʤʳʩʝʣ, ʩʚʷʟʘʥʥʳʡ ʩ ʵʢʩʧʦʟʠʮʠʝʡ ʦʩʥʦʚʥʳʭ ʪʝʤʙʨʦʚʳʭ ʛʨʫʧʧ ʠ ʪʝʤʙʨʦʚ-ʣʠʜʝʨʦʚ. 
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ʅʘ ʧʨʦʪʷʞʝʥʠʠ ʨʷʜʘ ʥʝʙʦʣʴʰʠʭ ʧʦʩʪʨʦʝʥʠʡ, ʚʝʣʠʯʠʥʘ ʢʦʪʦʨʳʭ ʚʩʝ ʚʨʝʤʷ ʚʘʨʴʠʨʫʝʪʩʷ 

(ʩʤ. ʩʭʝʤʘ 2), ʘʚʪʦʨ ʧʦʩʪʦʷʥʥʦ ʦʙʥʦʚʣʷʝʪ ʪʝʤʙʨʦʚʳʝ ʤʠʢʩʪʳ, ʠʩʧʦʣʴʟʫʷ ʚʘʨʠʘʮʠʦʥʥʦ-

ʚʘʨʠʘʥʪʥʳʡ ʧʨʠʥʮʠʧ ʠʥʪʦʥʘʮʠʦʥʥʦʛʦ ʨʘʟʚʠʪʠʷ ʜʚʫʭ ʦʩʥʦʚʥʳʭ ʵʣʝʤʝʥʪʦʚ: 

1)   ɻ ʣʝʤʝʥʪ ʘ ð ʭʨʦʤʘʪʠʯʝʩʢʠʝ ʧʦʧʝʚʢʠ ʩ ʧʦʩʣʝʜʫʶʱʠʤ ʚʘʨʠʘʥʪʥʳʤ ʧʨʝʦʙʨʘʟʦʚʘʥʠʝʤ, ʚ 

ʥʠʟʢʦʤ ʨʝʛʠʩʪʨʝ, ʚ ʩʜʝʨʞʘʥʥʦʤ ʨʠʪʤʠʯʝʩʢʦʤ ʨʠʩʫʥʢʝ ʩ ʧʫʥʢʪʠʨʥʳʤ ʨʠʪʤʦʤ, ʥʘʧʦʤʠʥʘʶʱʝʤ 

ʚʦʟʚʳʰʝʥʥʫʶ ʙʘʨʦʯʥʫʶ ʧʘʪʝʪʠʢʫ ʨʠʪʦʨʠʯʝʩʢʦʛʦ ʜʠʩʢʫʨʩʘ; 

2)   ʵʣʝʤʝʥʪ ʚ ð ʧʨʠʭʦʪʣʠʚʦʝ ʢʨʫʞʝʚʦ ʭʨʦʤʘʪʠʯʝʩʢʠʭ ʠʥʪʦʥʘʮʠʡ, ʚ ʚʳʩʦʢʦʤ ʨʝʛʠʩʪʨʝ, ʩ 

ʢʘʧʨʠʟʥʦʡ ʨʠʪʤʠʢʦʡ ʩʚʦʙʦʜʥʦʡ ʩʤʝʥʳ ʪʨʠʦʣʝʡ, ʰʝʩʪʥʘʜʮʘʪʳʭ, ʢʚʠʥʪʦʣʝʡ, ʧʫʥʢʪʠʨʥʦʛʦ ʨʠʪʤʘ. 

ʆʙʨʘʪʠʤ ʚʥʠʤʘʥʠʝ, ʯʪʦ ʵʣʝʤʝʥʪʳ ʘ ʠ ʚ ʢʦʥʪʨʘʩʪʠʨʫʶʪ ʜʨʫʛ ʜʨʫʛʫ ʥʝ ʟʚʫʢʦʚʳʩʦʪʥʦʡ 

ʩʪʦʨʦʥʦʡ, ʘ ʜʠʥʘʤʠʢʦʡ, ʘʨʪʠʢʫʣʷʮʠʝʡ, ʨʠʪʤʦʤ ʠ ʪʝʤʙʨʦʤ. ʀʤʝʥʥʦ ʵʪʠ ʟʘʢʦʥʦʤʝʨʥʦʩʪʠ 

ʩʪʘʥʦʚʷʪʩʷ ʛʣʘʚʥʳʤʠ ʬʦʨʤʦʦʙʨʘʟʫʶʱʠʤʠ ʧʨʠʥʮʠʧʘʤʠ ʚ ʩʦʯʠʥʝʥʠʠ ʚ ʮʝʣʦʤ. 

 

                                               ʉʭʝʤʘ 2. ɺʩʪʫʧʠʪʝʣʴʥʳʡ ʨʘʟʜʝʣ ɸ 

ʧʦʩʪʨʦʝʥʠʷ ʘ ʘ1 ʚ ʚ1 ʘ2 ʘ3 ʘ4+ʚ2 

ð 

ʩʠʥʪʝʟ 

ʚ3 ʚ4 ʘ5 

ʪʝʤʙʨʳ V-le, 

Cf+ 

Tuba 

Cl-ti 

+  

Tr-ba, 

Archi 

Fl-ti, 

Vc. 

Fl-ti, 

Cl-ti 

+flag. 

Cb 

V-le, 

Ob, 

Cl, 

Tn 

solo 

Tr-ba 

+Cl 

+Ob,  

V-ni I + 

Archi, 

Tr-ba 

sola 

Fl+ 

Fag+ 

Archi; 

ʟʘʪʝʤ 

Fag 

solo 

V-ni 

I,II  

Cl-ti 

+  

V-ni 

I,II  

ʥʝʧʦʣ. 

tutti 

ʜʠʥʘʤʠʢʘ mf mf, dim. pp pp mf cresc., f sub.p p p f 

ʢʦʣ-ʚʦ 

ʪʘʢʪʦʚ 

5 7 9 10 7 8 5+5 7 8 23 

ʮʠʬʨʳ 

ʧʘʨʪʠʪʫʨʳ 

0 ʮ.1 ʮ.2 ʮ.3 ʮ.4 ʮ.5 ʮ.6 ʮ.7 ʮ.8 ʮ.9ï11 

 

ɽʩʣʠ ʚ ʪʝʤʘʪʠʯʝʩʢʦʤ ʧʣʘʥʝ ʚʦ ʚʩʪʫʧʣʝʥʠʠ ʩʢʣʘʜʳʚʘʝʪʩʷ ʚʘʨʠʘʮʠʦʥʥʦ-ʚʘʨʠʘʥʪʥʘʷ 

ʨʦʥʜʦʦʙʨʘʟʥʘʷ ʬʦʨʤʘ ʩ ʨʘʟʚʠʪʠʝʤ ʜʚʫʭ ʪʝʤ, ʛʜʝ ʜʠʥʘʤʠʯʝʩʢʠʝ ʠ ʨʝʛʠʩʪʨʦʚʳʝ ʩʨʝʜʩʪʚʘ ʯʝʪʢʦ 

ʧʨʦʯʝʨʯʠʚʘʝʪ ʝʝ ʩʪʨʫʢʪʫʨʫ ð ʩ ʧʨʝʦʙʣʘʜʘʥʠʝʤ f ʠ ʥʠʟʢʦʛʦ ʨʝʛʠʩʪʨʘ ʚ ʧʝʨʚʦʡ ʪʝʤʝ ʠ p ʩ ʚʳʩʦʢʠʤ 

ʨʝʛʠʩʪʨʦʤ ʚʦ ʚʪʦʨʦʡ, ʩ ʧʦʩʪʝʧʝʥʥʳʤ ʨʘʩʰʠʨʝʥʠʝʤ ʚʩʝʛʦ ʜʠʘʧʘʟʦʥʘ ʟʚʫʯʘʥʠʷ, ʧʨʠʚʦʜʷʱʝʤ ʢ 

ʧʝʨʚʦʡ ʢʫʣʴʤʠʥʘʮʠʠ ʚ ʢʦʥʮʝ ʨʘʟʜʝʣʘ, ð ʪʦ ʚ ʪʝʤʙʨʦʚʦʤ ʦʪʥʦʰʝʥʠʠ ʨʝʘʣʠʟʫʝʪʩʷ ʠʥʦʡ ʧʣʘʥ. 

ʂʦʤʧʦʟʠʪʦʨ ʧʦʩʣʝʜʦʚʘʪʝʣʴʥʦ ʚʘʨʴʠʨʫʝʪ ʪʝʤʙʨ ʚ ʢʘʞʜʦʤ ʨʘʟʜʝʣʝ ʬʦʨʤʳ, ʢʘʢ ʙʳ ʦʧʨʦʙʫʷ ʚʩʝ 

ʚʦʟʤʦʞʥʳʝ ʩʦʯʝʪʘʥʠʷ, ʘ ʪʘʢʞʝ ʥʘʤʝʯʘʝʪ ʩʦʣʠʩʪʦʚ ð ʵʪʦ ʪʝʤʙʨʳ-ʣʠʜʝʨʳ, ʚʳʜʚʠʛʘʝʤʳʝ 

ʥʝʦʜʥʦʢʨʘʪʥʦ ʩ ʥʝʙʦʣʴʰʠʤʠ ʨʝʧʣʠʢʘʤʠ. ɺ ʜʘʥʥʦʡ ʬʫʥʢʮʠʠ ʟʘʜʝʡʩʪʚʦʚʘʥʳ ʪʨʫʙʘ, ʪʨʦʤʙʦʥ, 

ʬʘʛʦʪ, ʪʫʙʘ (ʦʩʦʙʝʥʥʦ ʚ ʜʚʫʭ ʧʦʩʣʝʜʥʠʭ ʨʘʟʜʝʣʘʭ), ʣʠʪʘʚʨʳ. ɺ ʮʝʣʦʤ, ʚʩʪʫʧʠʪʝʣʴʥʳʡ ʨʘʟʜʝʣ 

ʜʝʤʦʥʩʪʨʠʨʫʝʪ ʪʨʘʜʠʮʠʦʥʥʳʡ ʜʣʷ ʢʣʘʩʩʠʯʝʩʢʦʡ ʠʥʩʪʨʫʤʝʥʪʦʚʢʠ ʧʨʠʝʤ ð ʪʝʤʙʨʦʚʦʝ 

ʦʙʥʦʚʣʝʥʠʝ ʥʘ ʫʨʦʚʥʝ ʩʠʥʪʘʢʩʠʯʝʩʢʠʭ ʝʜʠʥʠʮ. 

ɺʪʦʨʦʡ ʨʘʟʜʝʣ ɺ, Barbaro ʨʝʟʢʦ ʦʪʣʠʯʘʝʪʩʷ ʦʪ ʧʝʨʚʦʛʦ. ʕʪʦ ʦʩʥʦʚʥʦʡ ʨʘʟʜʝʣ ʂʦʥʮʝʨʪʥʦʡ 

ʤʫʟʳʢʠ, ʧʨʝʜʩʪʘʚʣʷʶʱʠʡ ʩʦʥʘʪʥʫʶ ʵʢʩʧʦʟʠʮʠʶ (ʩʭʝʤʘ 3). 
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ʉʭʝʤʘ 3. ɺʪʦʨʦʡ ʨʘʟʜʝʣ ɺ 

ʧʦʩʪʨʦʝʥʠ ̫ ʩ 

 

c1 d d1 e f (ʦʪ 

ʝ) 

e f e f g 

ʨʘʟʜʝʣʳ 

ʬʦʨʤʳ 

ʛʣ. ʧ. ʩʚ.ʧ. ʧʦʙ. ʧ. ʟʘʢʣ. ʧ. 

ʪʝʤʙʨʳ tutti V-le, 

tutti 

V-ni 

I,II  

Corni, 

Fiatti, 

Archi 

Fiatti, 

Corni, 

Archi  

Archi, 

Ottoni 

Fiatti, 

V-le, 

Corni 

Archi, 

Ottoni 

Fiatti, 

Corni, 

V-le 

Archi ʥʝʧʦʣʥ. 

tutti 

ʜʠʥʘʤʠʢʘ ff meno 

f 

ff meno 

f 

ff f ff f ff ff ff 

ʢʦʣ-ʚʦ 

ʪʘʢʪʦʚ 

15 14 12 10 9 7 6 9 8 11 6 

ʮʠʬʨʳ 

ʧʘʨʪʠʪʫʨʳ 

ʮ.12ï

13 

ʮ.14ï

15 

ʮ. 16 ʮ.17 ʮ.18 ʮ.19 ʮ.20 ʮ.21 ʮ.22 ʮ.23 ʮ.24 

  

ɺ ʧʝʨʚʫʶ ʦʯʝʨʝʜʴ, ʦʪʤʝʪʠʤ, ʯʪʦ ʥʘ ʧʨʦʪʷʞʝʥʠʠ ʚʩʝʡ ʵʢʩʧʦʟʠʮʠʠ ʧʨʝʚʘʣʠʨʫʝʪ ʜʠʥʘʤʠʢʘ 

ʦʪ f ʜʦ ff. ɿʜʝʩʴ ʛʦʩʧʦʜʩʪʚʫʶʪ ʦʙʨʘʟʳ ʞʝʩʪʢʦʛʦ ʥʘʪʠʩʢʘ, ʘʛʨʝʩʩʠʠ ð ʚ ʧʘʨʪʠʪʫʨʝ ʦʙʦʟʥʘʯʝʥʠʷ 

barbaro, energico, risoluto. ʆʩʥʦʚʥʦʡ ʪʦʥ ʟʘʜʘʝʪ ʛʣʘʚʥʘʷ ʪʝʤʘ: ʥʘʯʘʣʴʥʳʝ ʜʚʝ ʧʦʧʝʚʢʠ ʫ ʩʪʨʫʥʥʳʭ 

ʦʙʨʠʩʦʚʳʚʘʶʪ ʯʝʪʳʨʝʭʟʚʫʯʥʳʡ ʟʚʫʢʦʨʷʜ ʚ ʦʙʲʝʤʝ ʫʤʝʥʴʰʝʥʥʦʡ ʢʚʘʨʪʳ; ʣʘʜʦʚʳʝ ʩʨʝʜʩʪʚʘ 

ʫʩʠʣʠʚʘʶʪ ʩʫʨʦʚʳʡ ʭʘʨʘʢʪʝʨ. ʅʠʩʭʦʜʷʱʘʷ ʪʝʨʮʦʚʘʷ ʧʦʧʝʚʢʘ, ʟʘʢʘʥʯʠʚʘʶʱʘʷʩʷ ʨʝʰʠʪʝʣʴʥʳʤ 

ʥʠʩʭʦʜʷʱʠʤ ʭʦʜʦʤ ʥʘ ʙʦʣʴʰʫʶ ʩʝʧʪʠʤʫ, ʧʨʝʜʩʪʘʚʣʷʝʪ ʚʪʦʨʦʡ ʵʣʝʤʝʥʪ. ʆʥ ʧʦʣʫʯʘʝʪ ʨʘʟʚʠʪʠʝ ʚ 

ʚʠʜʝ ʩʢʘʥʜʠʨʦʚʘʥʥʳʭ ʨʠʪʤʦʠʥʪʦʥʘʮʠʡ. ʉʢʨʠʧʢʠ, ʧʦʜʜʝʨʞʘʥʥʳʝ ʜʝʨʝʚʷʥʥʳʤʠ ʜʫʭʦʚʳʤʠ, 

ʟʘʭʚʘʪʳʚʘʶʪ ʚʳʩʦʯʘʡʰʠʡ ʨʝʛʠʩʪʨ, ʚʟʚʠʥʯʠʚʘʷ ʥʘʧʨʷʞʝʥʠʝ, ʘ ʟʘʪʝʤ ʫʩʪʫʧʘʶʪ ʠʥʠʮʠʘʪʠʚʫ 

ʘʣʴʪʘʤ. 

ɺ ʠʟʣʦʞʝʥʠʠ ʠ ʨʘʟʚʠʪʠʠ ʛʣʘʚʥʦʡ ʪʝʤʳ (ʮ.12ï15) ʟʘʜʝʡʩʪʚʦʚʘʥ ʚʝʩʴ ʦʨʢʝʩʪʨ, ʥʦ ʪʨʘʢʪʦʚʢʘ 

ʝʛʦ ʧʨʝʜʩʪʘʝʪ ʩʦʚʝʨʰʝʥʥʦ ʠʥʦʡ ʧʦ ʩʨʘʚʥʝʥʠʶ ʩʦ ʚʩʪʫʧʠʪʝʣʴʥʳʤ ʨʘʟʜʝʣʦʤ. ʄʫʟʳʢʘʣʴʥʘʷ ʪʢʘʥʴ 

ʩʢʣʘʜʳʚʘʝʪʩʷ ʠʟ ʤʦʪʠʚʥʳʭ ʪʝʤʙʨʦʚʳʭ ʧʝʨʝʢʣʠʯʝʢ, ʧʨʠ ʵʪʦʤ ʜʣʷ ʥʝʝ ʦʯʝʥʴ ʭʘʨʘʢʪʝʨʥʦ ʩʮʝʧʣʝʥʠʝ 

ʤʦʪʠʚʦʚ, ʩʚʷʟʘʥʥʦʝ ʩ ʥʘʣʦʞʝʥʠʝʤ ʠʭ ʨʘʟʥʳʭ ʫʯʘʩʪʢʦʚ, ʚ ʨʝʟʫʣʴʪʘʪʝ ʯʝʛʦ ʚʦʟʥʠʢʘʝʪ ʤʥʦʞʝʩʪʚʦ 

ʢʨʘʪʢʦʚʨʝʤʝʥʥʳʭ ʪʝʤʙʨʦʚʳʭ ʤʠʢʩʪʦʚ. ʕʪʦ ð ʪʝʤʙʨʦ-ʤʦʪʠʚʥʘʷ quasi-ʢʦʥʪʨʘʧʫʥʢʪʠʯʝʩʢʘʷ 

ʪʝʭʥʠʢʘ, ʢʦʪʦʨʘʷ ʷʚʣʷʝʪʩʷ, ʥʘ ʥʘʰ ʚʟʛʣʷʜ, ʦʜʥʠʤ ʠʟ ʥʦʚʳʭ ʷʨʢʠʭ ʧʨʠʝʤʦʚ ʧʠʩʴʤʘ ʠ ʭʘʨʘʢʪʝʨʥʘ 

ʜʣʷ ʩʦʚʨʝʤʝʥʥʦʛʦ ʦʨʢʝʩʪʨʦʚʦʛʦ ʩʪʠʣʷ, ʦʙʫʩʣʦʚʣʝʥʥʦʛʦ, ʚ ʩʚʦʶ ʦʯʝʨʝʜʴ, ʙʦʣʝʝ ʰʠʨʦʢʠʤ 

ʷʚʣʝʥʠʝʤ ð ʧʦʣʠʤʝʣʦʜʠʯʝʩʢʦʡ ʬʘʢʪʫʨʦʡ ʠ ʪʝʤʘʪʠʟʤʦʤ. 

ʋʢʘʞʝʤ ʪʘʢʞʝ, ʯʪʦ ʧʦʜʦʙʥʦʝ ʤʦʪʠʚʥʦ-ʪʝʤʙʨʦʚʦʝ çʜʠʘʛʦʥʘʣʴʥʦʝ ʠʟʣʦʞʝʥʠʝè, ʛʜʝ 

ʠʩʧʦʣʴʟʫʝʪʩʷ ʤʦʪʠʚʥʦʝ ʯʣʝʥʝʥʠʝ ʩʦ ʩʤʝʥʦʡ ʪʝʤʙʨʦʚ ʠ ʩʮʝʧʣʷʝʤʦʩʪʴʶ ʤʦʪʠʚʦʚ, ʥʘʭʦʜʠʪʩʷ ʚʥʝ 

ʟʦʥʳ çʦʪʯʝʪʣʠʚʦʛʦ ʩʣʳʰʘʥʠʷè, ʯʪʦ ʥʝʠʟʙʝʞʥʦ ʧʨʠʜʘʝʪ ʟʚʫʯʘʥʠʶ ʷʨʢʠʡ ʩʦʥʦʨʥʳʡ ʢʦʣʦʨʠʪ. 

ɻʨʦʟʥʦʝ ʟʚʫʯʘʥʠʝ ʛʣʘʚʥʦʡ ʪʝʤʳ ʚ tutti ʥʝ ʩʤʷʛʯʘʝʪ ʧʦʷʚʣʝʥʠʝ ʩʚʷʟʫʶʱʝʡ, ʥʦ ʣʠʰʴ 

ʦʩʣʘʙʣʷʝʪ ʧʣʦʪʥʦʩʪʴ ʬʘʢʪʫʨʳ ʠ ʜʠʥʘʤʠʢʠ. ɿʘʪʦ ʧʦʙʦʯʥʘʷ ʩ ʥʦʚʦʡ ʩʠʣʦʡ ʚʟʤʳʚʘʝʪ ʢ ʚʝʨʰʠʥʘʤ 

ʥʘʧʨʷʞʝʥʥʦ-ʟʚʝʥʷʱʠʭ ʵʤʦʮʠʡ. ʅʘ ʛʨʝʙʥʝ ʢʫʣʴʤʠʥʘʮʠʠ ff ʫ ʜʝʨʝʚʷʥʥʳʭ ʜʫʭʦʚʳʭ ʧʦʷʚʣʷʝʪʩʷ 

ʤʦʪʠʚ ʩʦ ʩʢʘʯʢʘʤʠ ʠ ʣʘʤʝʥʪʦʟʥʦʡ ʠʥʪʦʥʘʮʠʝʡ, ʢʦʪʦʨʳʡ ʥʘʜʝʣʝʥ ʜʚʦʡʩʪʚʝʥʥʦʡ ʩʝʤʘʥʪʠʢʦʡ, ʪʘʢ 

ʢʘʢ ʰʠʨʦʢʦ ʨʘʩʧʨʦʩʪʨʘʥʝʥʥʘʷ ʨʠʪʦʨʠʯʝʩʢʘʷ ʬʠʛʫʨʘ lamento ʩʢʘʥʜʠʨʫʝʪʩʷ ʚ ʚʳʩʦʢʦʤ ʨʝʛʠʩʪʨʝ, 

ʟʚʫʯʠʪ ʚʟʚʦʣʥʦʚʘʥʥʦ, ʩ ʥʘʜʨʳʚʦʤ ʠ ʦʪʯʘʷʥʠʝʤ. 

ʊʝʤʘ ʧʦʙʦʯʥʦʡ ʧʘʨʪʠʠ ʨʘʟʚʦʨʘʯʠʚʘʝʪʩʷ ʚ ʪʨʝʭ ʧʣʘʩʪʘʭ ʬʘʢʪʫʨʳ: 1) ʚ ʚʳʩʦʯʘʡʰʝʤ 

ʨʝʛʠʩʪʨʝ ʫ ʜʚʫʭ ʬʣʝʡʪ ʠ ʬʣʝʡʪʳ ʧʠʢʢʦʣʦ ð ʩʪʨʝʤʠʪʝʣʴʥʳʡ ʚʟʣʝʪ ʠ ʩʪʝʥʘʶʱʠʝ ʩʝʢʫʥʜʦʚʳʝ 

ʠʥʪʦʥʘʮʠʠ, 2) ʫ ʚʘʣʪʦʨʥ ʚ ʩʨʝʜʥʝʤ ʨʝʛʠʩʪʨʝ ð ʨʘʟʤʘʰʠʩʪʳʝ ʩʢʘʯʢʠ ʠ 3) ʚ ʩʨʝʜʥʝʤ ʠ ʥʠʟʢʦʤ 

ʨʝʛʠʩʪʨʝ ʫ ʩʪʨʫʥʥʳʭ ð ʰʝʩʪʠʟʚʫʯʥʳʡ ʧʦʣʫʪʦʥʦʚʳʡ ʢʣʘʩʪʝʨ ʚ ʦʙʲʝʤʝ ʢʚʘʨʪʳ. ʉʪʨʦʝʥʠʝ 

ʧʦʙʦʯʥʦʡ ʧʘʨʪʠʠ ʧʦʚʪʦʨʷʝʪ ʬʦʨʤʫ ʚʩʪʫʧʣʝʥʠʷ ð ʨʦʥʜʦ (e-f-e-f-e-f) ʩ ʧʦʯʪʠ ʪʦʯʥʳʤ ʧʦʚʪʦʨʦʤ 

ʨʘʟʜʝʣʦʚ, ʥʦ ʩʦ ʩʪʨʫʢʪʫʨʥʳʤ ʚʘʨʴʠʨʦʚʘʥʠʝʤ. 
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ʆʯʝʥʴ ʢʨʘʪʢʘʷ ʟʘʢʣʶʯʠʪʝʣʴʥʘʷ ʧʘʨʪʠʷ ʧʦʩʪʨʦʝʥʘ ʢʘʢ ʥʘʣʦʞʝʥʠʝ ʤʦʪʠʚʦʚ ʫ ʚʩʝʭ ʛʨʫʧʧ 

ʠʥʩʪʨʫʤʝʥʪʦʚ, ʧʨʠ ʵʪʦʤ ʨʠʪʤʠʯʝʩʢʠ ʦʜʥʦʪʠʧʥʳʝ ʬʠʛʫʨʳ ʦʙʥʘʞʘʶʪ ʛʘʨʤʦʥʠʯʝʩʢʠʡ ʢʣʘʩʪʝʨʥʳʡ 

ʦʩʪʦʚ, ʧʨʦʠʩʭʦʜʷʱʠʡ ʦʪ ʪʨʝʪʴʝʛʦ ʬʘʢʪʫʨʥʦʛʦ ʵʣʝʤʝʥʪʘ ʧʦʙʦʯʥʦʡ ʧʘʨʪʠʠ. ʕʪʦ ʧʦʩʪʨʦʝʥʠʝ 

ʦʜʥʦʚʨʝʤʝʥʥʦ ʚʳʧʦʣʥʷʝʪ ʨʦʣʴ ʧʨʝʜʲʠʢʪʘ, ʧʦʜʛʦʪʘʚʣʠʚʘʶʱʝʛʦ ʩʣʝʜʫʶʱʠʡ ʨʘʟʜʝʣ. 

ʊʨʝʪʠʡ ʨʘʟʜʝʣ ʉ, Allegretto scherzando ð ʨʘʟʨʘʙʦʪʢʘ, ʧʨʠʦʙʨʝʪʘʶʱʘʷ ʯʝʨʪʳ ʵʧʠʟʦʜʘ 

ʙʣʘʛʦʜʘʨʷ ʨʝʟʢʦʡ ʩʤʝʥʝ ʪʠʧʘ ʠʟʣʦʞʝʥʠʷ, ʭʘʨʘʢʪʝʨʘ ʘʨʪʠʢʫʣʷʮʠʠ ʠ ʠʥʩʪʨʫʤʝʥʪʦʚʢʠ (ʩʭʝʤʘ 4).  

 

                                                                                                     ʉʭʝʤʘ 4. ʊʨʝʪʠʡ ʨʘʟʜʝʣ ʉ  

ʧʦʩʪʨʦʝʥʠʷ c2 ʝ1 ʩ3 ʝ1 c4 

ʨʘʟʜʝʣʳ ʬʦʨʤʳ ʨʘʟʨʘʙʦʪʢʘ ʠʥʪʦʥʘʮʠʦʥʥʦʛʦ ʤʘʪʝʨʠʘʣʘ ʛʣʘʚʥʦʡ ʠ ʧʦʙʦʯʥʦʡ ʧʘʨʪʠʡ 

ʪʝʤʙʨʳ Fag., V-le, 

Fiatti, Ottoni 

Archi, timpani Tr-ni+Ob, 

V-ni+Corni 

Archi, timpani Fag.+Tr-be 

ʜʠʥʘʤʠʢʘ ff ff f, sf ff f 

ʢʦʣ-ʚʦ ʪʘʢʪʦʚ 12 11 10 11 12 

ʮʠʬʨʳ 

ʧʘʨʪʠʪʫʨʳ 

ʮ.25 ʮ.26 ʮ.27 ʮ.28 ʮ.29 

 

ʉʚʷʟʴ ʩ ʪʝʤʦʡ ʛʣʘʚʥʦʡ ʧʘʨʪʠʠ ʧʨʦʷʚʣʷʝʪʩʷ ʦʯʝʥʴ ʦʪʜʘʣʝʥʥʦ, ʧʦʩʢʦʣʴʢʫ ʟʜʝʩʴ ʩʢʦʨʝʝ 

ʦʙʥʘʨʫʞʠʚʘʝʪʩʷ ʦʧʨʝʜʝʣʝʥʥʘʷ ʦʙʱʥʦʩʪʴ ʩʝʤʘʥʪʠʢʠ, ʧʨʠʯʝʤ, ʢʘʢ ʠ ʚ ʵʢʩʧʦʟʠʮʠʠ, ʧʨʝʦʙʣʘʜʘʝʪ 

ʜʠʥʘʤʠʢʘ f ʠ ff. ɺ ʧʝʨʚʦʤ ʧʦʩʪʨʦʝʥʠʠ (ʮ.25) ʧʨʠʚʣʝʢʘʝʪ ʚʥʠʤʘʥʠʝ ʧʝʨʝʙʨʦʩʢʘ ʨʝʧʣʠʢʘʤʠ ʫ 

ʨʘʟʣʠʯʥʳʭ ʠʥʩʪʨʫʤʝʥʪʦʚ ð ʩʥʘʯʘʣʘ ʬʘʛʦʪ, ʟʘʪʝʤ ʘʣʴʪʳ; ʟʚʫʯʘʱʘʷ ʫ ʥʠʭ ʠʥʪʦʥʘʮʠʷ ʥʠʩʭʦʜʷʱʝʡ 

ʤʘʣʦʡ ʥʦʥʳ ʩ ʧʨʦʪʷʥʫʪʳʤʠ ʟʚʫʢʘʤʠ, ʚʟʷʪʳʤʠ sf, ʥʦʩʠʪ ʛʨʦʟʥʳʡ, ʨʝʰʠʪʝʣʴʥʳʡ ʭʘʨʘʢʪʝʨ ʠ 

ʠʥʪʦʥʘʮʠʦʥʥʦ ʧʨʦʠʟʚʦʜʥʘ ʦʪ ʚʪʦʨʦʛʦ ʵʣʝʤʝʥʪʘ ʛʣʘʚʥʦʡ ʪʝʤʳ (ʥʠʩʭʦʜʷʱʝʡ ʙʦʣʴʰʦʡ ʩʝʧʪʠʤʳ). 

ɺʦ ʚʪʦʨʦʤ ʧʦʩʪʨʦʝʥʠʠ (ʮ. 26) ʩʪʨʫʥʥʳʝ ʠ ʣʠʪʘʚʨʳ ʚʳʧʦʣʥʷʶʪ ʨʠʪʤʦʜʠʥʘʤʠʯʝʩʢʫʶ ʬʫʥʢʮʠʶ, 

ʧʨʝʜʩʪʘʚʣʷʷ ʬʘʢʪʫʨʥʳʡ ʧʣʘʩʪ, ʟʘʠʤʩʪʚʦʚʘʥʥʳʡ ʠʟ ʪʝʤʳ ʧʦʙʦʯʥʦʡ ʧʘʨʪʠʠ (ʝʝ ʪʨʝʪʠʡ ʵʣʝʤʝʥʪ) ð 

ʨʠʪʤʠʯʝʩʢʠʝ çʚʜʘʣʙʣʠʚʘʥʠʷè, ʘʢʪʠʚʥʘʷ ʘʢʢʦʨʜʦʚʘʷ ʧʫʣʴʩʘʮʠʷ ʩ ʢʣʘʩʪʝʨʥʦʡ ʦʩʥʦʚʦʡ. ɺ ʠʪʦʛʝ ʚ 

ʜʘʥʥʦʤ ʨʘʟʜʝʣʝ ʚʳʷʚʣʷʝʪʩʷ ʨʦʜʩʪʚʦ ʩ ʦʙʝʠʤʠ ʪʝʤʘʤʠ ʩʦʯʠʥʝʥʠʷ. 

ʏʝʪʚʝʨʪʳʡ ʨʘʟʜʝʣ D, Furioso ð ʫʩʣʦʚʥʘʷ ʨʝʧʨʠʟʘ, ʪʘʢ ʢʘʢ ʦʩʥʦʚʥʳʝ ʪʝʤʳ ʵʢʩʧʦʟʠʮʠʠ 

ʩʦʥʘʪʥʦʡ ʬʦʨʤʳ ʟʘʤʝʥʝʥʳ (ʩʭʝʤʘ 5).  

                                                                                               ʉʭʝʤʘ 5. ʏʝʪʚʝʨʪʳʡ ʨʘʟʜʝʣ D 

ʧʦʩʪʨʦʝʥʠʷ h i ʘ5 ʘ6 

ʨʘʟʜʝʣʳ ʬʦʨʤʳ ʛʣʘʚʥʘʷ ʧʘʨʪʠʷ ʧʦʙʦʯʥʘʷ ʧʘʨʪʠʷ ʟʘʢʣʶʯʠʪʝʣʴʥʘʷ ʧʘʨʪʠʷ 

ʪʝʤʙʨʳ V-ni I,II, Ottoni, 

Fiatti 

Archi, Tuba sola, 

Timpani  

Ob+Cl+Tr-ba, 

Archi, Corni 

ʥʝʧʦʣʥʦʝ tutti 

ʜʠʥʘʤʠʢʘ ff ,  G.P. ð ʚ ʪʦʯʢʝ 

ʟʦʣʦʪʦʛʦ ʩʝʯʝʥʠʷ 

non f ff ff, crecs. 

ʢʦʣʠʯʝʩʪʚʦ 

ʪʘʢʪʦʚ 

86 34 

 

11 21 

ʮʠʬʨʳ 

ʧʘʨʪʠʪʫʨʳ 

ʮ.30ï39 ʮ.40ï43 ʮ.44 ʮ.45ï46 

 

ɿʥʘʯʠʪʝʣʴʥʦ ʪʨʘʥʩʬʦʨʤʠʨʫʝʪʩʷ ʠ ʦʙʨʘʟʥʘʷ ʩʬʝʨʘ, ʧʦʩʢʦʣʴʢʫ ʚ ʨʝʧʨʠʟʝ ʨʘʩʢʨʳʚʘʶʪʩʷ 

ʠʥʳʝ ʛʨʘʥʠ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʤʠʨʘ ʩʦʯʠʥʝʥʠʷ, ʚʚʦʜʷʪʩʷ ʥʦʚʳʝ ʩʠʣʴʥʳʝ ʘʬʬʝʢʪʳ, ʩʚʷʟʘʥʥʳʝ ʩ 

ʩʠʪʫʘʮʠʝʡ ʷʨʦʩʪʥʦʡ ʙʦʨʴʙʳ, ʩʦʧʨʦʪʠʚʣʝʥʠʷ, ʚʳʟʦʚʘ. ʉʢʘʯʢʠ ʠ ʚʨʘʱʝʥʠʝ ʚʦʢʨʫʛ ʦʜʥʦʛʦ ʮʝʥʪʨʘ, 

ʥʝʨʚʥʦ ʧʫʣʴʩʠʨʫʶʱʠʡ ʤʝʪʨ (ʨʘʟʤʝʨ 6/8) ʚʢʫʧʝ ʩ ʧʨʠʝʤʦʤ ʦʩʪʠʥʘʪʦ ʩʧʦʩʦʙʩʪʚʫʶʪ ʩʦʟʜʘʥʠʶ 

ʠʥʬʝʨʥʘʣʴʥʦʛʦ ʭʘʨʘʢʪʝʨʘ. ʇʦʩʣʝ ʩʢʝʨʮʦʟʥʦʛʦ ʨʘʟʨʘʙʦʪʦʯʥʦʛʦ ʨʘʟʜʝʣʘ ʦʞʠʜʘʥʠʝ ʨʝʧʨʠʟʳ ʥʝ 

ʚʧʦʣʥʝ ʦʧʨʘʚʜʳʚʘʝʪʩʷ, ʪʦʯʥʝʝ, ʚʦʟʚʨʘʪʘ ʢ ʧʝʨʚʦʥʘʯʘʣʴʥʳʤ ʦʙʨʘʟʘʤ ʥʝ ʧʨʦʠʩʭʦʜʠʪ, ʪʘʢ ʢʘʢ 

ʜʚʠʞʝʥʠʝ ʠʜʝʪ ʧʦ ʥʘʨʘʩʪʘʶʱʝʡ, ʠ ʧʨʦʮʝʩʩ ʠʟʤʝʥʝʥʠʡ ʥʝ ʦʩʪʘʥʘʚʣʠʚʘʝʪʩʷ. ʅʦʚʘʷ ʪʝʤʘ ʛʣʘʚʥʦʡ 

ʧʘʨʪʠʠ ʠʤʝʝʪ ʣʠʰʴ ʦʪʜʘʣʝʥʥʦʝ ʦʙʨʘʟʥʦ-ʩʝʤʘʥʪʠʯʝʩʢʦʝ ʩʭʦʜʩʪʚʦ ʩ ʧʝʨʚʦʥʘʯʘʣʴʥʦʡ ð ʵʪʦ 



STUDIUL ARTELOR ѼI CULTUROLOGIE: istorie, teorie, practicŁ                             nr.2 (37), 2020 

________________________________________________________________________________ 

 

 
46 

 

ʚʦʧʣʦʱʝʥʠʝ ʜʝʡʩʪʚʝʥʥʦʩʪʠ, ʘʢʪʠʚʥʦʡ ʥʘʩʪʫʧʘʪʝʣʴʥʦʡ ʵʥʝʨʛʠʠ ʚ ʠʥʦʤ ʢʣʶʯʝ. ʇʦʜʦʙʥʘʷ ʧʦʜʤʝʥʘ 

ʛʣʘʚʥʦʡ ʧʘʨʪʠʠ ʜʨʫʛʦʡ ʪʝʤʦʡ ʚʩʪʨʝʯʘʣʘʩʴ ʚ ʤʫʟʳʢʝ ʠ ʨʘʥʝʝ, ʥʘʧʨʠʤʝʨ, ʚ ʧʨʦʛʨʘʤʤʥʳʭ 

ʩʦʯʠʥʝʥʠʷʭ, ʩʚʷʟʘʥʥʳʭ ʩ ʨʘʟʚʠʪʠʝʤ ʬʘʙʫʣʳ. ʆʧʨʝʜʝʣʝʥʥʘʷ ʩʶʞʝʪʥʦʩʪʴ, ʩʢʨʳʪʘʷ ʪʝʘʪʨʘʣʴʥʦʩʪʴ, 

ʧʨʠʩʫʪʩʪʚʫʝʪ ʚ ʮʝʣʦʤ ʠ ʚ ʂʦʥʮʝʨʪʥʦʡ ʤʫʟʳʢʝ ʉ. ʇʳʩʣʘʨʴ. 

ɺ ʧʦʙʦʯʥʦʡ ʧʘʨʪʠʠ (ʮ.40ï43) ʪʘʢʞʝ ʜʘʝʪʩʷ ʥʦʚʘʷ ʪʝʤʘ, ʨʘʥʝʝ ʥʝ ʧʨʝʜʩʪʘʚʣʝʥʥʘʷ, ʥʦ 

ʠʤʝʶʱʘʷ ʦʪʜʘʣʝʥʥʳʝ ʩʚʷʟʠ ʩ ʪʝʤʘʪʠʟʤʦʤ ʚʩʪʫʧʣʝʥʠʷ ʙʣʘʛʦʜʘʨʷ ʥʘʧʨʷʞʝʥʥʳʤ ʭʨʦʤʘʪʠʯʝʩʢʠʤ 

ʠʥʪʦʥʘʮʠʷʤ, ʢʦʪʦʨʳʝ ʢʘʢ ʙʳ ʥʘʙʨʘʣʠ ʩʠʣʫ ʠ ʟʘʟʚʫʯʘʣʠ ʚ ʧʦʣʥʳʡ ʛʦʣʦʩ (ʚʦ ʚʩʪʫʧʣʝʥʠʠ ð sotto 

voce, ʚ ʨʝʧʨʠʟʝ ð non f, ma molto passionato). ɺʘʞʥʦ ʠ ʪʝʤʙʨʦʚʦʝ ʨʝʰʝʥʠʝ, ʪʘʢ ʢʘʢ ʟʜʝʩʴ 

ʩʦʣʠʨʫʶʪ ʪʫʙʘ (ʢʨʘʪʢʠʝ ʚʦʟʛʣʘʩʳ) ʠ ʣʠʪʘʚʨʳ (ʪʨʠʦʣʠ, p, misterioso) ð ʩʙʝʨʝʛʘʝʤʳʝ ʪʝʤʙʨʳ ʚ 

ʂʦʥʮʝʨʪʥʦʡ ʤʫʟʳʢʝ, ʠʟ ʥʠʭ ʪʫʙʘ ʟʚʫʯʘʣʘ ʚʦ ʚʩʪʫʧʣʝʥʠʠ. ʇʦʙʦʯʥʘʷ ʧʘʨʪʠʷ ʚʚʦʜʠʪʩʷ ʧʦʩʣʝ 

ʛʝʥʝʨʘʣʴʥʦʡ ʧʘʫʟʳ, ʢʦʪʦʨʘʷ ʧʨʠʭʦʜʠʪʩʷ ʥʘ ʪʦʯʢʫ ʟʦʣʦʪʦʛʦ ʩʝʯʝʥʠʷ ʢʦʤʧʦʟʠʮʠʠ, ʯʪʦ 

ʧʦʜʯʝʨʢʠʚʘʝʪ ʝʝ ʚʘʞʥʦʝ ʩʤʳʩʣʦʚʦʝ ʟʥʘʯʝʥʠʝ. ɺ ʮʝʣʦʤ ʧʦ ʚʥʫʪʨʝʥʥʝʡ ʵʥʝʨʛʝʪʠʢʝ ʠ 

ʵʤʦʮʠʦʥʘʣʴʥʦʤʫ ʩʦʩʪʦʷʥʠʶ ʛʣʘʚʥʘʷ ʠ ʧʦʙʦʯʥʘʷ ʧʘʨʪʠʠ ʚ ʵʢʩʧʦʟʠʮʠʠ ʦʢʘʟʳʚʘʶʪʩʷ ʙʣʠʞʝ ʜʨʫʛ 

ʜʨʫʛʫ, ʚ ʪʦ ʚʨʝʤʷ ʢʘʢ ʚ ʨʝʧʨʠʟʝ (ʠʤʝʶʪʩʷ ʚ ʚʠʜʫ ʜʚʝ ʥʦʚʳʝ ʪʝʤʳ) ʦʥʠ ʦʢʘʟʳʚʘʶʪʩʷ ʥʘ ʢʨʘʡʥʠʭ 

ʵʤʦʮʠʦʥʘʣʴʥʳʭ ʧʦʣʶʩʘʭ. ʆʪʨʝʰʝʥʥʦʩʪʴ ʦʪ ʤʠʨʘ, ʧʦʛʨʫʞʝʥʠʝ ʚ ʤʠʩʪʝʨʠʘʣʴʥʫʶ ʩʬʝʨʫ ʧʨʝʜʩʪʘʝʪ 

ʢʘʢ ʤʘʢʩʠʤʘʣʴʥʦʝ ʦʪʩʪʨʘʥʝʥʠʝ ʦʪ ʨʝʘʣʴʥʦʩʪʠ. ɺʳʭʦʜ ʠʟ ʥʝʝ ʧʨʦʠʩʭʦʜʠʪ ʯʝʨʝʟ ʦʩʪʨʦ-

ʩʫʙʲʝʢʪʠʚʥʫʶ, ʥʘʧʨʷʞʝʥʥʦ ʵʢʩʧʨʝʩʩʠʚʥʫʶ ʣʠʨʠʢʫ ʟʘʢʣʶʯʠʪʝʣʴʥʦʡ ʧʘʨʪʠʠ (ʮ.44ï46), 

ʧʦʚʪʦʨʷʶʱʝʡ ʤʘʪʝʨʠʘʣ ʢʫʣʴʤʠʥʘʮʠʠ ʚʩʪʫʧʣʝʥʠʷ (ʮ.9ï11). 

ʇʦʩʣʝʜʥʠʡ, ʧʷʪʳʡ ʨʘʟʜʝʣ ɽ, Barbaro ð ʢʦʜʘ, ʢʦʪʦʨʘʷ ʧʦʜʚʦʜʠʪ ʠʪʦʛ ʜʘʥʥʦʡ ʢʦʤʧʦʟʠʮʠʠ 

ʥʝ ʪʦʣʴʢʦ ʜʚʫʤʷ ʤʦʱʥʳʤʠ ʢʫʣʴʤʠʥʘʮʠʷʤʠ, ʥʦ ʠ ʠʪʦʛʦʚʳʤ ʚʦʟʚʨʘʱʝʥʠʝʤ ʚʝʜʫʱʠʭ ʪʝʤ 

ʩʦʯʠʥʝʥʠʷ (ʩʭʝʤʘ 6).  

ʉʭʝʤʘ 6. ʇʷʪʳʡ ʨʘʟʜʝʣ ɽ 

ʧʦʩʪʨʦʝʥʠʷ ʩ4 ʩ5 ʩ6 ʩ7 h 

ʨʘʟʜʝʣʳ ʬʦʨʤʳ ʪʝʤʘ ʛʣʘʚʥʦʡ ʧʘʨʪʠʠ ʵʢʩʧʦʟʠʮʠʠ ʪʝʤʘ ʛʣʘʚʥʦʡ 

ʧʘʨʪʠʠ ʨʝʧʨʠʟʳ 

 ʪʝʤʙʨʳ Tuba, Fag, C-fag, Corni, 

ʥʝʧʦʣʥʦʝ tutti 

tutti ʥʝʧʦʣʥʦʝ 

tutti 

Archi, 

Corni 

V-ni I,II  

ʜʠʥʘʤʠʢʘ ff ff, sf ff, sf ff, sf ff, sf 

ʢʦʣʠʯʝʩʪʚʦ 

ʪʘʢʪʦʚ 

9 7 24 11 40 

ʮʠʬʨʳ 

ʧʘʨʪʠʪʫʨʳ 

ʮ.47 ʮ.48 ʮ.49ï50 ʮ.51 ʮ.52ï55 

 

ʊʝʤʘ ʛʣʘʚʥʦʡ ʧʘʨʪʠʠ ʵʢʩʧʦʟʠʮʠʠ ʟʚʫʯʠʪ ʚ ʪʝʤʙʨʦʚʦʤ ʤʠʢʩʪʝ ʫ ʪʫʙʳ, ʢʦʥʪʨʘʬʘʛʦʪʘ, 

ʬʘʛʦʪʦʚ ʠ ʚʘʣʪʦʨʥ, ʧʦʜʜʝʨʞʘʥʥʳʭ ʨʠʪʤʠʯʝʩʢʠʤʠ ʬʠʛʫʨʘʤʠ ʚʩʝʛʦ ʦʨʢʝʩʪʨʘ, ʟʘ ʠʩʢʣʶʯʝʥʠʝʤ 

ʩʢʨʠʧʦʢ, ʬʣʝʡʪ ʠ ʛʦʙʦʝʚ, ʧʦʩʢʦʣʴʢʫ ʚʳʩʦʢʠʝ ʪʝʤʙʨʳ ʧʨʠʙʝʨʝʛʘʶʪʩʷ ʜʣʷ ʢʫʣʴʤʠʥʘʮʠʠ. ʈʘʟʚʠʪʠʝ 

ʛʣʘʚʥʦʡ ʧʘʨʪʠʠ ʢʘʢ ʙʫʜʪʦ ʧʨʦʜʦʣʞʘʝʪʩʷ ʥʘ ʨʘʩʩʪʦʷʥʠʠ ʩ ʪʦʛʦ ʤʝʩʪʘ, ʛʜʝ ʦʥʦ ʙʳʣʦ ʧʨʝʨʚʘʥʦ 

ʧʦʷʚʣʝʥʠʝʤ ʥʦʚʦʡ ʪʝʤʳ ʚ ʵʢʩʧʦʟʠʮʠʠ (ʮ.15). ʊʦʥʘʣʴʥʘʷ ʥʝʦʧʨʝʜʝʣʝʥʥʦʩʪʴ, ʤʦʪʠʚʥʳʝ 

ʧʝʨʝʢʣʠʯʢʠ (ʚʥʦʚʴ ʠʩʧʦʣʴʟʫʝʪʩʷ ʪʝʤʙʨʦ-ʤʦʪʠʚʥʘʷ quasi-ʢʦʥʪʨʘʧʫʥʢʪʠʯʝʩʢʘʷ ʪʝʭʥʠʢʘ), 

ʚʘʨʠʘʥʪʥʦʩʪʴ, ʩʠʥʪʝʟ ʠʥʪʦʥʘʮʠʦʥʥʦ-ʪʝʤʘʪʠʯʝʩʢʠʭ ʩʪʨʫʢʪʫʨ ʩʪʘʥʦʚʷʪʩʷ ʦʩʥʦʚʥʳʤʠ ʧʘʨʘʤʝʪʨʘʤʠ 

ʢʦʜʳ, ʜʘʶʱʝʡ ʝʱʝ ʦʜʠʥ ʤʦʱʥʳʡ ʚʩʧʣʝʩʢ-ʢʫʣʴʤʠʥʘʮʠʶ ʦʙʨʘʟʥʳʭ ʧʦʩʪʫʣʘʪʦʚ ʚʝʜʫʱʝʡ ʪʝʤʳ 

ʩʦʯʠʥʝʥʠʷ. ʇʦʩʪʝʧʝʥʥʦ ʬʘʢʪʫʨʘ ʫʧʨʦʱʘʝʪʩʷ, çʦʛʦʣʷʶʪʩʷè ʫʥʠʩʦʥʳ, ʟʘʪʝʤ ʫʪʚʝʨʞʜʘʝʪʩʷ 

ʩʚʝʨʥʫʪʳʡ ʚ ʛʘʨʤʦʥʠʯʝʩʢʫʶ ʚʝʨʪʠʢʘʣʴ ʧʷʪʠʟʚʫʯʥʳʡ ʮʝʣʦʪʦʥʦʚʳʡ ʟʚʫʢʦʨʷʜ (ʮ.49ï51). ʇʝʨʝʭʦʜ 

ʢ ʘʢʢʦʨʜʦʚʦʤʫ ʩʢʣʘʜʫ ʩʣʫʞʠʪ ʟʥʘʢʦʤ ʧʦʜʛʦʪʦʚʢʠ ʟʘʢʣʶʯʠʪʝʣʴʥʦʛʦ ʨʘʟʜʝʣʘ ʢʦʜʳ ð Furioso, ʛʜʝ 

ʧʨʦʚʦʜʠʪʩʷ ʪʝʤʘ ʛʣʘʚʥʦʡ ʧʘʨʪʠʠ ʨʝʧʨʠʟʳ ʪʦʣʴʢʦ ʫ ʧʝʨʚʳʭ ʠ ʚʪʦʨʳʭ ʩʢʨʠʧʦʢ, ʚ ʷʨʦʩʪʥʦʤ 

ʚʠʭʨʝʚʦʤ ʧʦʜʲʝʤʝ ʟʘʭʚʘʪʳʚʘʶʱʠʭ ʚʳʩʦʯʘʡʰʠʡ ʨʝʛʠʩʪʨ ʠ ʜʦʚʦʜʷʱʠʭ ʟʚʫʯʘʥʠʝ ʚʪʦʨʦʡ 

ʢʫʣʴʤʠʥʘʮʠʠ ʜʦ ʢʨʘʡʥʝʡ ʪʦʯʢʠ, ʥʝʨʚʥʦ-ʚʟʚʠʥʯʝʥʥʘʷ ʵʥʝʨʛʝʪʠʢʘ ʢʦʪʦʨʦʡ ʥʝ ʠʩʯʝʨʧʳʚʘʝʪʩʷ, ʘ 

ʦʙʨʳʚʘʝʪʩʷ ʥʘ ʧʠʢʝ. 
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2. ʅʦʚʳʝ ʧʨʠʝʤʳ ʦʨʢʝʩʪʨʦʚʦʛʦ ʧʠʩʴʤʘ ʠ ʬʘʢʪʫʨʥʦ-ʨʝʛʠʩʪʨʦʚʘʷ ʜʨʘʤʘʪʫʨʛʠʷ 

ʢʫʣʴʤʠʥʘʮʠʦʥʥʳʭ ʟʦʥ. ɺ ʧʨʦʮʝʩʩʝ ʘʥʘʣʠʟʘ ʤʳ ʦʪʤʝʪʠʣʠ ʥʝʢʦʪʦʨʳʝ ʷʨʢʠʝ ʦʨʢʝʩʪʨʦʚʳʝ 

ʨʝʰʝʥʠʷ, ʢʦʪʦʨʳʝ ʥʠʞʝ ʩʫʤʤʠʨʫʝʤ ʚ ʩʦʦʪʚʝʪʩʪʚʠʠ ʩ ʥʘʟʚʘʥʥʳʤ ʚ ʥʘʯʘʣʝ ʩʪʘʪʴʠ ʧʨʠʝʤʘʤʠ 

ʩʦʚʨʝʤʝʥʥʦʛʦ ʦʨʢʝʩʪʨʦʚʦʛʦ ʧʠʩʴʤʘ. 

1. ʄʦʪʠʚʥʦ-ʪʝʤʙʨʦʚʳʡ ʜʠʘʣʦʛ (ʩ ʫʯʘʩʪʠʝʤ ʥʝʨʦʜʩʪʚʝʥʥʳʭ ʪʝʤʙʨʦʚ) ʧʨʝʜʩʪʘʚʣʝʥ ʚʦ 

ʚʩʪʫʧʣʝʥʠʠ (ʮ. 4), ʛʣʘʚʥʦʡ ʧʘʨʪʠʠ ʵʢʩʧʦʟʠʮʠʠ (ʮ.14ï15), ʩʚʷʟʫʶʱʝʡ (ʮ.17), ʨʘʟʨʘʙʦʪʢʝ (ʮ.25ï29), 

ʨʝʧʨʠʟʝ (ʮ.40ï43). 

2. ʊʝʤʙʨʦ-ʤʦʪʠʚʥʘʷ quasi-ʢʦʥʪʨʘʧʫʥʢʪʠʯʝʩʢʘʷ ʪʝʭʥʠʢʘ (ʩ ʥʘʣʦʞʝʥʠʝʤ ʦʢʦʥʯʘʥʠʷ 

ʦʜʥʦʛʦ ʤʦʪʠʚʘ ʥʘ ʥʘʯʘʣʦ ʜʨʫʛʦʛʦ) ʦʪʤʝʯʘʣʘʩʴ ʥʝʦʜʥʦʢʨʘʪʥʦ ʚ ʠʟʣʦʞʝʥʠʠ ʛʣʘʚʥʦʡ ʧʘʨʪʠʠ ʚ 

ʵʢʩʧʦʟʠʮʠʠ ʠ ʧʨʦʚʝʜʝʥʠʠ ʪʦʡ ʞʝ ʪʝʤʳ ʚ ʢʦʜʝ (ʮ.12ï15, 47ï51), ʘ ʪʘʢʞʝ ʚ ʟʘʢʣʶʯʠʪʝʣʴʥʦʡ ʧʘʨʪʠʠ 

ʵʢʩʧʦʟʠʮʠʠ (ʮ.24). 

3.  ʊʝʤʙʨʦ-ʤʦʪʠʚʥʘʷ ʧʦʣʠʬʦʥʠʷ ʦʨʛʘʥʠʟʫʝʪ ʬʘʢʪʫʨʫ ʩʚʷʟʫʶʱʝʡ ʧʘʨʪʠʠ ʵʢʩʧʦʟʠʮʠʠ 

(ʮ.16ï17), ʧʦʙʦʯʥʦʡ ʧʘʨʪʠʠ (ʮ.18, 20, 22). 

4.    ʇʦʣʠʬʦʥʠʷ ʧʣʘʩʪʦʚ ʠ ʛʦʣʦʩʦʚ ʬʘʢʪʫʨʳ (ʙʣʠʟʢʘʷ ʩʦʥʦʨʥʦʡ) ʦʪʤʝʯʝʥʘ ʚ ʢʫʣʴʤʠʥʘʮʠʠ 

ʚʩʪʫʧʣʝʥʠʷ (ʮ.9ï11) ʠ ʚ ʟʘʢʣʶʯʠʪʝʣʴʥʦʡ ʧʘʨʪʠʠ ʨʝʧʨʠʟʳ, ʧʦʩʪʨʦʝʥʥʦʡ ʥʘ ʪʦʤ ʞʝ ʤʘʪʝʨʠʘʣʝ 

(ʮ.44ï46). 

ʇʦʤʠʤʦ ʪʝʤʙʨʦʚʦʡ ʦʨʛʘʥʠʟʘʮʠʠ, ʚʘʞʥʝʡʰʫʶ ʨʦʣʴ ʚ ʬʦʨʤʦʦʙʨʘʟʦʚʘʥʠʠ ʠʛʨʘʝʪ ʧʨʠʥʮʠʧ 

ʜʠʥʘʤʠʯʝʩʢʦʡ ʚʦʣʥʳ ʚ ʨʘʩʧʦʣʦʞʝʥʠʠ ʜʚʫʭ ʪʠʧʦʚ ʢʫʣʴʤʠʥʘʮʠʡ. ɺ ʠʭ ʣʦʛʠʯʝʩʢʦʡ ʩʦʛʣʘʩʦʚʘʥʥʦʩʪʠ 

ʧʨʦʷʚʣʷʝʪʩʷ ʜʨʫʛʦʡ ʭʘʨʘʢʪʝʨʥʝʡʰʠʡ ʧʘʨʘʤʝʪʨ ʩʦʚʨʝʤʝʥʥʦʛʦ ʤʫʟʳʢʘʣʴʥʦʛʦ ʤʳʰʣʝʥʠʷ ð ʨʘʙʦʪʘ 

ʩ çʤʘʩʩʦʡ ʟʚʫʢʘè (ʪʝʨʤʠʥ ʖ. ɹʫʮʢʦ [4, ʩ.17]). ɿʜʝʩʴ ʧʨʦʩʤʘʪʨʠʚʘʝʪʩʷ ʪʦʪ ʞʝ ʧʨʠʥʮʠʧ ʩʙʝʨʝʞʝʥʠʷ 

ʪʝʤʙʨʦʚ, ʢʦʪʦʨʳʡ ʦʙʫʩʣʦʚʣʝʥ, ʚ ʩʚʦʶ ʦʯʝʨʝʜʴ, ʵʢʦʥʦʤʠʝʡ ʨʝʛʠʩʪʨʦʚ ʠ ʧʣʦʪʥʦʩʪʠ ʬʘʢʪʫʨʳ ʜʣʷ 

ʧʦʣʫʯʝʥʠʷ ʙʦʣʝʝ ʨʝʣʴʝʬʥʦʛʦ ʜʠʥʘʤʠʯʝʩʢʦʛʦ ʧʨʦʬʠʣʷ ʩʦʯʠʥʝʥʠʷ. ʂ ʩʙʝʨʝʛʘʝʤʳʤ ʪʝʤʙʨʘʤ ʠ 

ʨʝʛʠʩʪʨʘʤ ʦʪʥʦʩʷʪʩʷ: 1) ʥʠʟʢʠʝ ʜʫʭʦʚʳʝ ʠ ʩʪʨʫʥʥʳʝ (ʪʫʙʘ, ʢʦʥʪʨʘʬʘʛʦʪ, ʢʦʥʪʨʘʙʘʩʳ); 2) ʚʳʩʦʢʠʝ 

ʩʪʨʫʥʥʳʝ (ʩʢʨʠʧʢʠ ʚ ʚʳʩʦʯʘʡʰʝʤ ʨʝʛʠʩʪʨʝ) ʠ ʬʣʝʡʪʳ, ʚʢʣʶʯʘʷ ʬʣʝʡʪʫ ʧʠʢʢʦʣʦ (ʪʘʢʞʝ ʚ 

ʚʳʩʦʯʘʡʰʝʤ ʨʝʛʠʩʪʨʝ). 

ɺ ʨʝʟʫʣʴʪʘʪʝ ʢʦʦʨʜʠʥʘʮʠʠ ʜʚʫʭ ʪʠʧʦʚ ʢʫʣʴʤʠʥʘʮʠʠ ð ʧʝʨʚʦʡ, ʩʚʷʟʘʥʥʦʡ ʩ ʧʣʦʪʥʦʩʪʴʶ 

ʬʘʢʪʫʨʳ, ʠ ʚʪʦʨʦʡ, ʦʙʫʩʣʦʚʣʝʥʥʦʡ ʚʢʣʶʯʝʥʠʝʤ ʚʳʩʦʯʘʡʰʝʛʦ ʨʝʛʠʩʪʨʘ ʦʨʢʝʩʪʨʘ, ð 

ʚʳʩʪʨʘʠʚʘʝʪʩʷ ʩʣʝʜʫʶʱʘʷ ʬʘʢʪʫʨʥʦ-ʨʝʛʠʩʪʨʦʚʘʷ ʜʨʘʤʘʪʫʨʛʠʷ ʢʫʣʴʤʠʥʘʮʠʦʥʥʳʭ ʟʦʥ (ʩʭʝʤʘ 

7).  

ʉʭʝʤʘ 7 

ʨʘʟʜʝʣʳ 

 

_________ɸ________ _____ɺ____ ____ʉ____ _____D_____ ________E________ 

ʧʣʦʪʥʘʷ 

ʬʘʢʪʫʨʘ 

 ʮ.9ï11,  

ʙʝʟ 

ʥʠʟʢʦʛʦ 

ʨʝʛʠʩʪʨʘ 

ʮ.12ï15, 

Tutti  

 ʮ.46,  

ʙʝʟ ʥʠʟʢʦʛʦ 

ʨʝʛʠʩʪʨʘ 

ʮ.47ï51, 

Tutti  

 

ʚʳʩʦʯʘʡʰʠʡ 

ʨʝʛʠʩʪʨ 

ʮ.3 ï 

Fl.picc. 

  ʮ.38ï39,  

V-ni 

  ʮ.54ï55,  

V-ni 

 

ɺ ʂʦʥʮʝʨʪʥʦʡ ʤʫʟʳʢʝ ʢʘʞʜʳʡ ʨʘʟʜʝʣ ʦʪʤʝʯʝʥ ʩʚʦʝʡ ʢʫʣʴʤʠʥʘʮʠʝʡ, ʙʦʣʴʰʠʥʩʪʚʦ ʠʟ 

ʢʦʪʦʨʳʭ ʧʦʜʯʝʨʢʠʚʘʝʪ ʛʨʘʥʠʮʳ ʦʩʥʦʚʥʦʛʦ ʯʣʝʥʝʥʠʷ ʬʦʨʤʳ. ʂʦʜʘ ʦʢʘʟʳʚʘʝʪʩʷ ʟʝʨʢʘʣʴʥʳʤ 

ʦʪʨʘʞʝʥʠʝʤ (ʩ ʥʝʪʦʯʥʦʡ ʩʠʤʤʝʪʨʠʝʡ) ʚʩʪʫʧʣʝʥʠʷ ʠ, ʩʦʚʤʝʱʘʷ ʦʙʘ ʪʠʧʘ ʜʠʥʘʤʠʢʦ-ʬʘʢʪʫʨʥʦ-

ʨʝʛʠʩʪʨʦʚʳʭ ʚʦʣʥ, ʩʪʘʥʦʚʠʪʩʷ ʛʣʘʚʥʦʡ ʢʫʣʴʤʠʥʘʮʠʝʡ ʚʩʝʡ ʢʦʤʧʦʟʠʮʠʠ. ʕʪʘ ʫʜʚʦʝʥʥʘʷ ʧʦ ʩʠʣʝ 

ʵʥʝʨʛʠʷ ʜʘʝʪ ʤʘʢʩʠʤʘʣʴʥʳʡ ʚʩʧʣʝʩʢ ʧʦ ʜʚʫʤ ʧʘʨʘʤʝʪʨʘʤ ð ʧʣʦʪʥʦʩʪʴ ʟʚʫʢʘ ʠ ʢʨʘʡʥʠʡ 

ʟʚʫʢʦʚʳʩʦʪʥʳʡ ʨʝʛʠʩʪʨ, ʜʦʩʪʦʡʥʦ ʚʝʥʯʘʷ ʂʦʥʮʝʨʪʥʫʶ ʤʫʟʳʢʫ. 

3. ʉʚʷʟʴ ʪʝʤʘʪʠʯʝʩʢʦʡ ʦʨʛʘʥʠʟʘʮʠʠ ʠ ʬʘʢʪʫʨʥʦ-ʪʝʤʙʨʦʚʳʭ ʩʨʝʜʩʪʚ. ʄʳ ʫʜʝʣʠʣʠ 

ʦʩʥʦʚʥʦʝ ʚʥʠʤʘʥʠʝ ʪʝʤʙʨʦʚʳʤ ʠ ʬʘʢʪʫʨʥʦ-ʨʝʛʠʩʪʨʦʚʳʤ ʧʘʨʘʤʝʪʨʘʤ ʜʘʥʥʦʛʦ ʩʦʯʠʥʝʥʠʷ. ɺ ʩʚʷʟʠ 

ʩ ʠʟʣʦʞʝʥʥʳʤ ʧʨʝʜʩʪʘʚʣʷʝʪʩʷ ʫʤʝʩʪʥʳʤ ʪʘʢʞʝ ʩʢʘʟʘʪʴ ʥʝʩʢʦʣʴʢʦ ʩʣʦʚ ʦ ʪʝʤʘʪʠʯʝʩʢʦʡ 
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ʦʨʛʘʥʠʟʘʮʠʠ, ʢʦʪʦʨʘʷ, ʯʪʦ ʚʧʦʣʥʝ ʦʯʝʚʠʜʥʦ, ʦʢʘʟʳʚʘʝʪʩʷ ʟʘʚʠʩʠʤʦʡ ʦʪ ʪʝʤʙʨʦ-ʬʘʢʪʫʨʥʳʭ 

ʩʨʝʜʩʪʚ. 

ʊʘʢ, ʧʦʚʳʰʝʥʥʦʝ ʚʥʠʤʘʥʠʝ ʢ ʪʝʤʙʨʫ, ʨʠʪʤʫ ʠ ʬʘʢʪʫʨʥʦʤʫ ʦʬʦʨʤʣʝʥʠʶ ʦʪʦʜʚʠʛʘʝʪ 

ʚʦʟʤʦʞʥʦʩʪʠ ʤʝʣʦʩʘ ʥʘ ʚʪʦʨʦʡ ʧʣʘʥ. ʇʦ ʩʣʦʚʘʤ ʩʘʤʦʡ ʉ. ʇʳʩʣʘʨʴ, çʪʝʤʙʨ, ʘ ʥʝ ʪʝʤʘʪʠʟʤè ð 

ʩʢʨʳʪʘʷ ʠʜʝ-̫ʨʝʞʠʩʩʝʨ ʚ ʨʝʘʣʠʟʘʮʠʠ ʦʙʱʝʛʦ ʟʘʤʳʩʣʘ ʵʪʦʛʦ ʧʨʦʠʟʚʝʜʝʥʠʷ. ɼʝʡʩʪʚʠʪʝʣʴʥʦ, 

ʠʥʪʦʥʘʮʠʦʥʥʳʝ ʩʪʨʫʢʪʫʨʳ ʯʘʩʪʦ ʣʠʰʝʥʳ ʦʪʯʝʪʣʠʚʦʛʦ ʣʠʥʝʘʨʥʦʛʦ ʤʝʣʦʜʠʯʝʩʢʦʛʦ ʥʘʯʘʣʘ. 

ɻʦʩʧʦʜʩʪʚʫʝʪ ʬʘʢʪʫʨʥʦ-ʬʦʥʦʚʳʡ ʪʝʤʘʪʠʟʤ ʩ ʦʛʨʦʤʥʦʡ ʨʦʣʴʶ ʨʠʪʤʠʢʠ ʠ ʘʨʪʠʢʫʣʷʮʠʠ ʚ 

ʦʨʛʘʥʠʟʘʮʠʠ ʪʝʤʘʪʠʯʝʩʢʠʭ ʢʦʤʧʣʝʢʩʦʚ. 

ʉʦʣʴʥʳʝ ʪʝʤʙʨʳ ʪʘʢʞʝ ʫʯʘʩʪʚʫʶʪ ʚ ʨʘʟʚʠʪʠʠ ʪʝʤʘʪʠʯʝʩʢʠʭ ʦʙʨʘʟʦʚʘʥʠʡ, ʦʧʨʝʜʝʣʷʷ 

ʦʪʪʝʥʢʠ ʟʚʫʯʘʥʠʷ. ɼʣʷ ʥʠʭ ʢʦʤʧʦʟʠʪʦʨ ʚʚʦʜʠʪ ʢʨʘʪʢʠʝ ʩʦʣʴʥʳʝ ʭʦʜʳ, ʩʚʷʟʢʠ, ʧʨʠʤʝʥʷʝʪ 

ʥʘʣʦʞʝʥʠʷ ʠ ʩʮʝʧʣʝʥʠʷ. ɺ ʮʝʣʦʤ, ʥʘʨʷʜʫ ʩ ʪʨʘʜʠʮʠʦʥʥʳʤʠ ʧʨʠʝʤʘʤʠ, ʟʜʝʩʴ ʥʘʙʣʶʜʘʝʪʩʷ 

çʘʪʝʤʘʪʠʯʝʩʢʠʡè ʧʨʠʥʮʠʧ ʚ ʠʩʧʦʣʴʟʦʚʘʥʠʠ ʪʝʤʙʨʘ, ʧʨʠ ʢʦʪʦʨʦʤ ʦʥ ʤʦʞʝʪ ʚʢʣʶʯʘʪʴʩʷ ʥʝ ʩ 

ʥʘʯʘʣʴʥʳʭ ʟʚʫʢʦʚ ʪʝʤʳ (ʠʥʪʦʥʘʮʠʦʥʥʦʛʦ ʙʣʦʢʘ), ʘ ʩ ʝʝ ʧʨʦʜʦʣʞʝʥʠʷ, çʜʦʩʢʘʟʳʚʘʥʠʷè. 

ʅʦʚʠʟʥʘ ʧʨʠʥʮʠʧʦʚ ʦʨʛʘʥʠʟʘʮʠʠ ʨʘʩʧʨʦʩʪʨʘʥʷʝʪʩʷ ʠ ʥʘ ʩʠʥʪʘʢʩʠʯʝʩʢʠʝ ʟʘʢʦʥʦʤʝʨʥʦʩʪʠ. 

ɸʚʪʦʨ ʨʝʘʣʠʟʫʝʪ ʟʜʝʩʴ ʥʝʢʣʘʩʩʠʯʝʩʢʠʡ ʩʠʥʪʘʢʩʠʩ ʩ quasi-ʧʝʨʠʦʜʠʯʝʩʢʠʤʠ ʩʪʨʫʢʪʫʨʘʤʠ, ʛʜʝ ʚ 

ʩʚʷʟʠ ʩ ʦʪʩʫʪʩʪʚʠʝʤ ʢʘʜʝʥʮʠʡ ʩʠʥʪʘʢʩʠʯʝʩʢʦʝ ʯʣʝʥʝʥʠʝ ʦʙʨʘʟʫʝʪʩʷ ʟʘ ʩʯʝʪ ʩʤʝʥ ʬʘʢʪʫʨʥʦ-

ʨʠʪʤʠʯʝʩʢʠʭ ʠ ʠʥʪʦʥʘʮʠʦʥʥʳʭ ʩʪʨʫʢʪʫʨ. ʉʣʠʪʥʦʩʪʴ ʤʥʦʞʝʩʪʚʘ ʧʝʨʝʭʦʜʦʚ ʦʙʨʘʟʫʝʪ ʙʦʣʝʝ 

ʢʨʫʧʥʳʝ ʨʘʟʜʝʣʳ ð ʬʘʟʳ ʬʦʨʤʳ. 

ʅʘ ʙʦʣʴʰʠʭ ʫʯʘʩʪʢʘʭ ʬʦʨʤʳ ʛʦʩʧʦʜʩʪʚʫʝʪ ʪʦʥʘʣʴʥʘʷ ʥʝʦʧʨʝʜʝʣʝʥʥʦʩʪʴ, ʥʦ ʪʘʤ, ʛʜʝ 

ʧʦʷʚʣʷʶʪʩʷ ʥʝʢʠʝ ʪʦʥʘʣʴʥʳʝ ʦʧʦʨʳ, ʦʥʠ ʚʳʩʪʫʧʘʶʪ ʧʦ ʧʨʠʥʮʠʧʫ ʪʦʥʠʢʘʣʴʥʦʩʪʠ 

(ʚʳʜʝʨʞʠʚʘʝʤʳʭ ʠʣʠ ʧʦʜʯʝʨʢʥʫʪʳʭ ʟʚʫʢʦʚ, ʥʝ ʧʦʜʢʨʝʧʣʝʥʥʳʭ ʬʫʥʢʮʠʦʥʘʣʴʥʳʤʠ ʩʚʷʟʷʤʠ 

ʛʘʨʤʦʥʠʠ). ʆʜʥʘʢʦ ʠʤʝʝʪʩʷ ʨʝʧʨʠʟʥʦʩʪʴ ʦʧʦʨʥʳʭ ʮʝʥʪʨʦʚ ð G ʚ ʥʘʯʘʣʝ ʠ G ʧʝʨʝʜ ʧʦʩʣʝʜʥʠʤ 

çʚʩʧʣʝʩʢʦʤè-ʟʘʢʣʶʯʝʥʠʝʤ. ɽʛʦ ʚʦʟʚʨʘʱʝʥʠʝ ʚ ʟʘʢʣʶʯʠʪʝʣʴʥʦʤ ʨʘʟʜʝʣʝ ʢʦʜʳ ʩʦʟʜʘʝʪ ʬʫʥʢʮʠʶ 

ʦʙʨʘʤʣʝʥʠʷ. 

ɺʳʚʦʜʳ. ʉʫʤʤʠʨʫʷ ʛʣʘʚʥʳʝ ʦʩʦʙʝʥʥʦʩʪʠ ʂʦʥʮʝʨʪʥʦʡ ʤʫʟʳʢʠ ʉ. ʇʳʩʣʘʨʴ, ʧʦʜʯʝʨʢʥʝʤ 

ʩʣʝʜʫʶʱʝʝ: 

1. ʂʦʤʧʦʟʠʪʦʨ ʩʦʟʜʘʝʪ ʦʨʠʛʠʥʘʣʴʥʫʶ ʤʦʜʝʣʴ ʢʦʥʮʝʨʪʥʦʛʦ ʞʘʥʨʘ, ʦʩʥʦʚʳʚʘʷʩʴ ʥʘ 

ʟʘʢʦʥʦʤʝʨʥʦʩʪʷʭ ʫʩʣʦʚʥʦ ʪʨʘʢʪʫʝʤʦʡ ʩʦʥʘʪʥʦʡ ʩʪʨʫʢʪʫʨʳ ʠ ʠʩʧʦʣʴʟʫʷ ʪʝʭʥʠʢʫ 

ʢʦʥʮʝʨʪʠʨʦʚʘʥʠʷ ʤʘʣʳʭ ʦʨʢʝʩʪʨʦʚʳʭ ʛʨʫʧʧ, ʧʨʠ ʵʪʦʤ ʧʨʦʪʦʪʠʧʦʤ ʜʘʥʥʦʤʫ 

ʩʦʯʠʥʝʥʠʶ ʧʦʩʣʫʞʠʣ ʞʘʥʨ ʢʦʥʮʝʨʪʘ ʜʣʷ ʦʨʢʝʩʪʨʘ. 

2. ʆʧʠʨʘʷʩʴ ʥʘ ʢʣʘʩʩʠʯʝʩʢʠʡ ʧʨʠʥʮʠʧ ʪʝʤʙʨʦʚʦʡ ʜʠʩʧʦʟʠʮʠʠ, ʘʚʪʦʨ ʚ ʪʦ ʞʝ ʚʨʝʤʷ 

ʧʨʠʤʝʥʷʝʪ ʤʥʦʞʝʩʪʚʦ ʥʝʢʣʘʩʩʠʯʝʩʢʠʭ ʩʧʦʩʦʙʦʚ ʠʥʩʪʨʫʤʝʥʪʦʚʢʠ, ʦʙʫʩʣʦʚʣʝʥʥʳʭ 

ʦʨʠʝʥʪʘʮʠʝʡ ʥʘ ʩʦʚʨʝʤʝʥʥʳʡ ʦʨʢʝʩʪʨʦʚʳʡ ʩʪʠʣʴ, ʩʨʝʜʠ ʥʠʭ ʤʦʪʠʚʥʦ-ʪʝʤʙʨʦʚʳʡ 

ʜʠʘʣʦʛ, ʪʝʤʙʨʦ-ʤʦʪʠʚʥʘʷ quasi-ʢʦʥʪʨʘʧʫʥʢʪʠʯʝʩʢʘʷ ʪʝʭʥʠʢʘ, ʪʝʤʙʨʦ-ʤʦʪʠʚʥʘʷ 

ʧʦʣʠʬʦʥʠʷ ʠ ʧʦʣʠʬʦʥʠʷ ʧʣʘʩʪʦʚ ʬʘʢʪʫʨʳ. 

3. ɺ ʦʨʛʘʥʠʟʘʮʠʠ ʢʦʤʧʦʟʠʮʠʠ ʚʳʩʪʨʘʠʚʘʝʪʩʷ ʦʨʠʛʠʥʘʣʴʥʘʷ ʬʘʢʪʫʨʥʦ-ʨʝʛʠʩʪʨʦʚʘʷ 

ʜʨʘʤʘʪʫʨʛʠʷ ʢʫʣʴʤʠʥʘʮʠʦʥʥʳʭ ʟʦʥ, ʦʩʥʦʚʘʥʥʘʷ ʥʘ ʜʚʫʭ ʪʠʧʘʭ ʢʫʣʴʤʠʥʘʮʠʠ (ʧʦ ʜʚʫʤ 

ʢʨʠʪʝʨʠʷʤ: ʧʣʦʪʥʦʩʪʴ ʬʘʢʪʫʨʳ ʠ ʚʳʩʦʯʘʡʰʠʡ ʨʝʛʠʩʪʨ). 

4. ʂ ʪʠʧʠʯʥʳʤ ʜʣʷ ʩʦʚʨʝʤʝʥʥʦʡ ʤʫʟʳʢʠ ʩʚʦʡʩʪʚʘʤ ʤʦʞʥʦ ʦʪʥʝʩʪʠ ʧʦʯʪʠ ʧʦʣʥʦʝ 

ʦʪʩʫʪʩʪʚʠʝ ʧʨʦʪʷʞʝʥʥʳʭ ʤʝʣʦʜʠʡ (ʪʝʤʙʨʦ-ʬʘʢʪʫʨʥʦ-ʨʠʪʤʠʯʝʩʢʠʡ ʪʝʤʘʪʠʟʤ ʩ 

ʚʳʜʚʠʞʝʥʠʝʤ ʥʘ ʧʝʨʚʳʡ ʧʣʘʥ ʨʝʛʠʩʪʨʦʚʳʭ, ʘʨʪʠʢʫʣʷʮʠʦʥʥʳʭ ʠ ʨʠʪʤʠʯʝʩʢʠʭ 

ʧʘʨʘʤʝʪʨʦʚ), ʠʟʙʝʛʘʥʠʝ ʪʦʥʘʣʴʥʦʡ ʛʘʨʤʦʥʠʯʝʩʢʦʡ ʩʠʩʪʝʤʳ ʠ ʦʧʦʨʘ ʥʘ ʠʥʪʦʥʘʮʠʦʥʥʳʝ 

ʭʨʦʤʘʪʠʯʝʩʢʠʝ ʩʪʨʫʢʪʫʨʳ, ʘ ʪʘʢʞʝ ʥʝʢʣʘʩʩʠʯʝʩʢʠʡ ʩʠʥʪʘʢʩʠʩ ð ʚʩʝ ʵʪʦ ʧʨʠʟʥʘʢʠ 

ʘʥʪʠʨʦʤʘʥʪʠʯʝʩʢʦʡ ʩʪʠʣʠʩʪʠʢʠ. 

5. ɺ ʨʫʩʣʝ ʧʦʩʪʤʦʜʝʨʥʠʟʤʘ ʘʚʪʦʨ ʚʳʩʪʨʘʠʚʘʝʪ ʠʥʜʠʚʠʜʫʘʣʴʥʳʡ ʧʨʦʝʢʪ ʩ ʚʳʜʚʠʞʝʥʠʝʤ 

ʥʘ ʧʝʨʚʳʡ ʧʣʘʥ ʧʨʠʥʮʠʧʘ ʢʦʥʪʨʘʩʪʘ ʚ ʩʦʯʝʪʘʥʠʠ ʩ ʧʨʠʥʮʠʧʦʤ ʚʘʨʠʘʥʪʥʦʩʪʠ. 
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6. ʈʝʰʘʝʤʳʝ ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʟʘʜʘʯʠ ʫʤʝʣʦ ʩʦʝʜʠʥʷʶʪʩʷ ʩ ʯʠʩʪʦ ʪʝʭʥʠʯʝʩʢʠʤʠ, ʧʨʠ 

ʵʪʦʤ ʥʘ ʧʝʨʚʦʤ ʧʣʘʥʝ ʦʢʘʟʳʚʘʝʪʩʷ ʠʜʝʷ ʥʝʧʨʝʨʳʚʥʦʛʦ ʦʙʥʦʚʣʝʥʠʷ ʠ ʨʘʟʚʠʪʠʷ, 

ʚʦʧʣʦʪʠʚʰʘʷʩʷ ʩʦʚʨʝʤʝʥʥʳʤʠ ʤʝʪʦʜʘʤʠ ʢʦʥʮʝʨʪʠʨʦʚʘʥʠʷ, ʢʦʪʦʨʳʝ ʩʦʝʜʠʥʷʶʪʩʷ ʩ 

ʢʦʥʩʪʨʫʢʪʠʚʥʳʤʠ ʧʨʠʥʮʠʧʘʤʠ, ʟʘʠʤʩʪʚʦʚʘʥʥʳʤʠ ʠʟ ʧʨʦʰʣʦʛʦ (ʩʦʥʘʪʥʦʩʪʴ) ʠ 

ʧʨʝʜʩʪʘʚʣʝʥʥʳʤʠ ʚ ʥʦʚʦʤ ʧʨʝʣʦʤʣʝʥʠʠ. 

 

ɹʠʙʣʠʦʛʨʘʬʠʯʝʩʢʠʝ ʩʩʳʣʢʠ 
1. ʉɸʄɹʈʀʐ, ɽ. ʂʦʥʮʝʨʪʥʘʷ ʤʫʟʳʢʘ ʉ. ʇʳʩʣʘʨʴ ð ʦʙʨʘʟʝʮ ʪʚʦʨʯʝʩʢʠʭ ʧʦʠʩʢʦʚ ʤʦʣʦʜʦʛʦ 

ʢʦʤʧʦʟʠʪʦʨʘ. ɺ: Studiul artelor ѽi culturologie: istorie, teorie, practicŁ, nr.1 (34). ChiἨinŁu: Valinex, 

2019, p.94ï99. ISSN 2345-1408. 

2. ɹɸʅʑʀʂʆɺ, ɻ. ɿʘʢʦʥʳ ʬʫʥʢʮʠʦʥʘʣʴʥʦʡ ʠʥʩʪʨʫʤʝʥʪʦʚʢʠ. ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛ: ʂʦʤʧʦʟʠʪʦʨ, 1997. 

ISBN 5-7379-0033-9. 

3. ʇʓʉʃɸʈʔ, ʉ. ʆʩʦʙʝʥʥʦʩʪʠ ʪʨʘʢʪʦʚʢʠ ʪʝʤʙʨʘ ʚ ʩʠʤʬʦʥʠʯʝʩʢʦʤ ʪʚʦʨʯʝʩʪʚʝ ʇʘʚʣʘ ʈʠʚʠʣʠʩʘ. 

ɸʚʪʦʨʝʬ. ʜʠʩʩ. ʜʦʢʪ. ʠʩʢʫʩʩʪʚ. ʂʠʰʠʥʝʚ, 2019. 

4. ʇʆʅʆʄɸʈɽɺ, ʉ. ʂ ʧʨʦʙʣʝʤʝ ʬʦʨʤʦʦʙʨʘʟʫʶʱʝʛʦ ʜʝʡʩʪʚʠʷ ʠʥʩʪʨʫʤʝʥʪʦʚʢʠ. 

ʊʝʤʙʨʦʪʝʢʪʦʥʠʯʝʩʢʠʝ ʧʨʠʥʮʠʧʳ ʤʫʟʳʢʘʣʴʥʦʡ ʬʦʨʤʳ. B: ʄʫʟʳʢʦʚʝʜʝʥʠʝ. 2010, ˉ5, c.15ï22. ISSN 

2072-9979. 

 



STUDIUL ARTELOR ѼI CULTUROLOGIE: istorie, teorie, practicŁ                             nr.2 (37), 2020 

________________________________________________________________________________ 

 

 
50 

 

ASPECTE STILISTICE ἧI STRUCTURALE ALE CONCERTULUI NR.2  

PENTRU CORN ἧI ORCHESTRŀ DE OLEG NEGRUἩA 

 

STYLISTICAL AND STRUCTURAL ASPECTS OF CONCERTO No.2  

FOR HORN AND ORCHESTRA BY OLEG NEGRUἩA 
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CZU 780.8:780.646.3.082.4(478) 

          780.8:780.646.3.082.4]:781.6 
Articolul prezentat are drept scop analiza particularitŁѿilor formei ѽi ale limbajului componistic al 

Concertului nr.2 pentru corn ѽi orchestrŁ semnat de Oleg Negruѿa ð autor a numeroase concerte instrumentale, 

´n special pentru instrumentele de suflat. Ċn lucrarea analizatŁ, compozitorul demonstreazŁ pe deplin potenѿialul 

tehnic ѽi artistic al cornului, partida cŁruia conѿine efecte ѽi mijloace interpretative din cele mai variate. Structura 

monopartitŁ ѽi volumul mai redus al Concertului nr.2 faѿŁ de Concertul Nr.1 pentru corn ѽi orchestrŁ semnat de 

compozitor sunt doar c©teva aspecte care ´l disting de acesta din urmŁ. Ċn concertul analizat se remarcŁ limbajul 

muzical bogat, influenѿat de genurile muzicii de popularitate, fapt ce-i conferŁ un caracter original.  

Cuvinte-cheie: Oleg NegruŞa, concert instrumental, corn, stilisticŁ muzicalŁ, Concertul nr.2 pentru corn 

ѽi orchestrŁ    

 

The goal of the present article is the analysis of the particularities of the form and the componistic 

language of the Concerto nr. 2 by Oleg Negruѿa, author of numerous instrumental concertos, especially for wind 

instruments. The composer fully proves the technical and artistic potential of the horn that demonstrates various 

effects and performing means. The monopartite structure and the reduced volume of Concerto nr. 2 compared to 

Concerto nr.1 are just a few aspects that distinguish it from the latter. The specific musical language and the 

influence of pop music can be observed, offering the work an original character. 

Keywords: Oleg Negruѿa, concerto, horn 

 

Introducere. Concertul nr.2 pentru corn Ἠi orchestrŁ simfonicŁ de Oleg NegruἪa a fost scris ´n 

anul 1992, la un interval de patru ani faἪŁ de primul concert. Ċn unele ediἪii Concertul nr.2 este menἪionat 

ca fiind concert pentru corn Ἠi pian. Ca exemplu putem numi capitolul Concertul instrumental ´n creaѿia 

componisticŁ din Moldova dedicat muzicii instrumentale de camerŁ din monografia colectivŁ Arta 

muzicalŁ din R. Moldova: Istorie ѽi modernitate [1, p.722] sau capitolul 3, Genul de concert 

instrumental din monografia E. Mironenco ʂʦʤʧʦʟʠʪʦʨʩʢʦʝ ʪʚʦʨʯʝʩʪʚʦ ʚ ʈʝʩʧʫʙʣʠʢʝ ʄʦʣʜʦʚʘ ʥʘ 

ʨʫʙʝʞʝ XXïXXI ʚʝʢʦʚ [2, p.176]. Ċn interviul sŁu oferit autoarei prezentului articol, compozitorul a 

menἪionat cŁ acest concert a fost scris ´n original pentru corn Ἠi orchestrŁ simfonicŁ iar ulterior a adaptat 

partitura orchestralŁ pentru corn Ἠi pian [3]. 

Spre deosebire de primul concert, acesta este mai laconic din punct de vedere tematic, dar Ἠi mai 

scurt ca duratŁ. Acest fapt permite compozitorului plasarea materialului muzical mai ´nchegat Ἠi se 

percepe mai uἨor, fŁrŁ un efort prea mare din partea ascultŁtorului, mai accesibil. Ċn anul 2012, a fost 

interpretat pentru prima datŁ Ἠi ´nregistrat de cornistul Victor Zlotescu (prim cornist Ἠi solist al orchestrei 

simfonice din Tiraspol), ´mpreunŁ cu orchestra simfonicŁ a Companiei de Stat Teleradio-Moldova.  

1. Aspecte stilistice Ἠi structurale. Concertul nr.2 este mai liric, dar pozitiv ´n acelaἨi timp, cu 

un limbaj diferit de primul concert pentru corn Ἠi cu o influenἪŁ puternicŁ a muzicii uἨoare din perioada 

respectivŁ. Ċn ceea ce priveἨte structura concertului O. NegruἪa nu o foloseἨte pe cea a concertului clasic 

Ἠi romantic, format din trei miἨcŁri contrastante, ci scrie un concert monopartit.  

Concertul este scris ´n formŁ de sonatŁ (atributivŁ genului de concert), cu episod ´n dezvoltare. 

Ċncepe cu o introducere orchestralŁ (24 de mŁsuri) foarte sugestivŁ din punct de vedere intonaἪional, Ἠi 

ritmic, care pregŁteἨte apariἪia temei principale c©t Ἠi a dispoziἪiei generale a lucrŁrii.  
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Exemplul 1 

 
 

Tema principalŁ ´ncepe ´n m. 24, c.1., cu un acompaniament destul de sec Ἠi laconic, care are 

rolul de susἪinere, lŁs©nd cornul pe prim plan. Melodia energicŁ Ἠi jucŁuἨŁ, dar Ἠi acompaniamentul bine 

ritmat, creeazŁ  un caracter dansant. AbundenἪa de elemente sincopate, care este prezentŁ mai ales ´n 

Ἠtima solisticŁ este subliniatŁ de cŁtre autor prin accente pe timpii slabi.  

Exemplul 2 

 
 

Tema principalŁ este scrisŁ ´n formŁ de perioadŁ mare din douŁ propoziἪii, unde cea de-a doua 

variazŁ materialul expus ´n prima. Tonalitatea de bazŁ este F-dur. Se ´mbinŁ douŁ moduri populare ð 

lidic Ἠi mixolidic, deci, cu treapta a patra ridicatŁ Ἠi treapta a Ἠaptea cobor©tŁ. AceastŁ construcἪie 

polimodalŁ redŁ tematismului un caracter al muzicii populare din arealul rom©nesc. 

Puntea (c.4), av©nd  o funcἪie de trecere de la tema principalŁ la cea secundarŁ, alcŁtuitŁ din 20 

de mŁsuri, este mai puἪin importantŁ pentru solist, de aceea Ἠi este ales registrul grav al cornului Ἠi 

interpretarea parἪialŁ la unison cu orchestra. Ea pregŁteἨte apariἪia temei secundare Ἠi, folosind procedeul 

con diminuendo pe plan dinamic Ἠi  schimbarea tempoului Ἠi a metrului. 

Tema secundarŁ reprezintŁ o melodie seninŁ Ἠi cantabilŁ la 4/4, scrisŁ ´n tonalitatea 

subdominantei (B-dur), ceea ce este mai puἪin obiἨnuit. Ċn acompaniament se folosesc durate largi Ἠi 

acorduri arpegiate. Tema, asociatŁ cu genul de c©ntec liric, este preponderent ´n legato, ceea ce pune ´n 

valoare calitŁἪile sonore ale interpretului, etal©nd timbrul moale Ἠi catifelat. Melodia este tipicŁ pentru 

corn, bazatŁ pe armonicele naturale Ἠi intervale de cvartŁ-cvintŁ. Se folosesc secvenἪe, care sunt 

specifice stilului muzicii uἨoare. 
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            Exemplul 3 

 
Tema concluzivŁ este una modulantŁ, Ἠi este armonizatŁ ´n secvenἪe ´ncep©nd din Es-dur Ἠi 

trec©nd prin d-moll g-moll, F-dur Ἠi ajung©nd la B-dur de la ´nceputul dezvoltŁrii. Ea pŁstreazŁ 

intonaἪiile Ἠi desenul ritmic din tema  secundarŁ, la fel Ἠi caracterul acesteia. Ċn ultimele patru mŁsuri 

dinamica creἨte ´n intonaἪii triumfŁtoare ce duc spre o nouŁ etapŁ ð Dezvoltarea.  

Aceasta este construitŁ din douŁ etape. Prima etapŁ reprezintŁ o dezvoltare tradiἪionalŁ unde 

materialul temelor sunt supuse schimbŁrilor de ordin tonal-modal. Aceasta ´ncepe piu mosso, c.11 cu 

elemente din introducere, mai ´nt©i ´n orchestrŁ, dupŁ asta la corn.  

Exemplul 4 

 

 
Subliniem momentul, c©nd ´n orchestrŁ sunt expuse douŁ teme principale. Aici compozitorul 

foloseἨte procedeul de imitaἪie. Ċn continuare se dezvoltŁ  tema principalŁ Ἠi secundarŁ, acestea 

confrunt©ndu-se ´ntr-un procedeu de ´ntrebare ð rŁspuns (c.13, 14). Tema principalŁ sunŁ ´n orchestrŁ, 

iar drept rŁspuns, cornul are tema secundarŁ de data aceasta ´n minor, care sunŁ mai dramatic Ἠi creeazŁ 

o atmosferŁ tensionatŁ. Prin acest procedeu compozitorul demonstreazŁ fidelitatea sa principiilor clasice 

de dezvoltare a formei de sonatŁ.  

Acestea sunt expuse de douŁ ori ´n diferite tonalitŁἪi, duc©nd spre o culminaἪie ´n partida solisticŁ 

pe o notŁ prelungitŁ cu crescendo p©nŁ la ff Ἠi rezolvarea acestea cu un accent. UrmeazŁ o dezvoltare 
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intonativŁ ´n exclusivitate ´n orchestrŁ, p©nŁ la c.19, unde se schimbŁ metrul Ἠi sunŁ tema principalŁ ´n 

tonalitatea iniἪialŁ. 

A doua etapŁ a dezvoltŁrii este un episod bine definit, care contrasteazŁ ´n mod evident, at©t 

din punct de vedere at©t tematic Ἠi tonal (d-moll ca tonalitatea paralelŁ a celei de bazŁ), c©t Ἠi ritmic 

(3/4). Acesta reprezintŁ un vals ´n stil retro la Ĳ, un gen foarte popular ´n perioada sovieticŁ, utilizat 

frecvent, mai ales ´n muzica de film. 

Exemplul 5 

 
 

 
DupŁ structurŁ, episodul este tripartit (a, a1,a2), cu o cadenἪŁ scurtŁ la sf©rἨitul pŁrἪii a2 ́ n partida 

solisticŁ (c.30). 

Exemplul 6 

 
Aici se pune ´n evidenἪŁ culoarea sunetului Ἠi profunzimea registrului grav. Aceasta ´ncheie 

g©ndul muzical printr-o miἨcare descendentŁ ´n optimi care are la bazŁ tema.  

Ċn ultima parte a episodului (a2), tema sunŁ ´n orchestrŁ (c.31), cornului fiindu-i atribuit un 

contrapunct melodic. Spre sf©rἨitul pŁrἪii tema Ădispareò, iar valsul ´ncheie dezvoltarea Ἠi trece treptat 

printr-un punct de orgŁ pe dominantŁ care pregŁteἨte ´nceputul reprizei. 
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Repriza este una tradiἪionalŁ Ἠi normativŁ Ἠi aici tema principalŁ Ἠi secundarŁ, sunt expuse ´n 

tonalitatea de bazŁ. Prima propoziἪie a temei principale sunŁ ´n orchestrŁ, iar cornul intervine cu cea de-

a doua. Factura orchestralŁ devine mai densŁ, dar se pŁstreazŁ acelaἨi caracter dansant. Tema secundarŁ 

se repetŁ practic identic, doar cŁ ´n F-dur. La fel Ἠi tema concluzivŁ care moduleazŁ aici spre acelaἨi 

fragment cu elemente asemŁnŁtoare din introducere (F-dur) Ἠi pregŁtesc o cadenἪŁ solisticŁ mai amplŁ. 

Este scrisŁ pe baza temei principale, senza metro Ἠi contureazŁ o varietate de emoἪii Ἠi caractere. 

Exemplul 7 

 
Aici se remarcŁ  nu at©t posibilitŁἪile cornului sau mŁiestria tehnicŁ a solistului, c©t maniera de 

jazz, stilul improvizatoric al discursului muzical, care oferŁ libertare ´n interpretare solistului.   

Coda la fel este bazatŁ pe tema principalŁ, creἨte dinamic Ἠi accentueazŁ ´ncŁ o datŁ caracterul 

dansant Ἠi pozitiv al lucrŁrii. 

Exemplul 8 
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Se ´ncheie cu glissando ascendent la corn, un procedeu care se poate realiza cu ajutorul unei 

Ătehnici speciale a degetelor, aἨa numita poziἪie oblicŁò sau Ăprin alunecarea gradatŁ a m©inii ´n 

pavilionò [4, p.110ï112].  

Aceste imagini sonore optimiste, cu care se ´ncheie concertul nr. 2, sunt tipice de altfel pentru 

creaἪia lui NegruἪa Ἠi reflectŁ niἨte tipare sonore ale epocii sale legate de introducerea tematismului 

muzical bazat pe c©ntecul de epocŁ. 

Generaliz©nd particularitŁἪile arhitectonice ale concertului, le prezentŁm ´n cadrul unui tabel1: 

Figura 1 
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Concluzii. Din analiza fŁcutŁ putem conchide, cŁ ´n cadrul acestui concert instrumental pentru 

corn Ἠi orchestrŁ, Oleg NegruἪa foloseἨte pe larg posibilitŁἪile Ἠi procedeele tehnice de interpretare ale 

cornului. TotodatŁ, acestea nu reprezintŁ paleta ´ntreagŁ ´nt©lnitŁ ´n creaἪiile universale pentru acest 

instrument. Acest fapt este dictat probabil de stilul sŁu Ἠi conceptul componistic, care ´i permite folosirea 

primordialŁ doar a c©torva din ele. 

Implicarea unei varietŁἪi largi de articulaἪii este explicatŁ de caracterul melodiei expuse. Astfel 

´n pŁrἪile cantilene preponderent se utilizeazŁ legato, non legato sau portato, iar ´n alte cazuri cum ar fi 

pŁrἪile cu caracter vioi, de dans sau mai solemne ð staccato, marcato Ἠi sforzando.  

Un procedeu ´nt©lnit este glissando de regulŁ ascendent, deseori ´n momente culminante sau 

chiar finale. 

Referitor la dinamicŁ, Ἠtima cornului include practic toate nuanἪele de la pp p©nŁ la ff sau chiar 

fff. De obicei acestea se succed treptat cu crescendo sau diminuendo Ἠi nu se observŁ o schimbare subitŁ 

a lor. Acest tip de dinamicŁ este tipic pentru muzica clasicŁ Ἠi romanticŁ, fiind preluat de O. NegruŞa. 

                                                           
1 Abrevieri:  

Intro ï Introducere  

TP ï tema principalŁ 

TS ï tema secundarŁ     

T.C. ï tema concluzivŁ  

Pun.  ï Puntea  

Et. ï etapŁ 
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Frazarea de regulŁ, constituie o expunere logicŁ a ideii muzicale, iar construirea melodiilor are 

o concepἪie fireascŁ. C©teodatŁ, mai ales ´n pŁrἪile lente, compozitorul foloseἨte niἨte fraze largi cu 

cerinἪe sonore Ἠi de expresivitate maximŁ. 

Ċn ceea ce priveἨte tratarea genului de concert, O. NegruἪa apeleazŁ la structura tipicŁ clasicŁ Ἠi 

romanticŁ Ἠi nu introduce unele schimbŁri semnificative ´n acest sens. Cu toate acestea, foloseἨte un 

limbaj specific muzicii uἨoare Ἠi intonaἪii de sorginte folcloricŁ. Acestea ´i dau un colorit aparte 

concertelor sale Ἠi aduc ceva unic ´n tratarea instrumentului. 

RemarcŁm de asemenea unele inovaἪii ´n privinἪa cadenἪelor instrumentale. Caracterul doinit al 

acestora Ἠi stilul improvizatoric ´n acelaἨi timp, reprezintŁ o laturŁ distinctivŁ faἪŁ de cadenἪele clasice 

sau romantice. Aici sunt concentrate cele mai complexe procedee interpretative. ImitaἪia buciumului, 

folosirea frecventŁ a ornamentelor specifice muzicii populare rom©neἨti, reprezintŁ ceva obiἨnuit pentru 

creaἪiile lui O. NegruἪa. 

Toate aceste inovaἪii, inclusiv inspiraἪia din muzica folclorului rom©nesc, oferŁ genului de 

concert o caracteristicŁ nouŁ Ἠi ´i asigurŁ compozitorului un loc aparte ´n componistica naἪionalŁ Ἠi 

universalŁ. 
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ɺ ʩʪʘʪʴʝ ʘʥʘʣʠʟʠʨʫʝʪʩʷ ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʳʡ ʮʠʢʣ ĂConcert pentru un compozitorò (ʂʦʥʮʝʨʪ ʜʣʷ 

ʢʦʤʧʦʟʠʪʦʨʘ) ɺʣʘʜʠʤʠʨʘ ɹʝʣʷʝʚʘ, ʦʜʥʦʛʦ ʠʟ ʚʝʜʫʱʠʭ ʧʨʝʜʩʪʘʚʠʪʝʣʝʡ ʢʦʤʧʦʟʠʪʦʨʩʢʦʡ ʰʢʦʣʳ ʈʝʩʧʫʙʣʠʢʠ 

ʄʦʣʜʦʚʘ. ɺ ʨʝʟʫʣʴʪʘʪʝ ʘʥʘʣʠʟʘ ʜʝʣʘʝʪʩʷ ʚʳʚʦʜ ʦ ʪʦʤ, ʯʪʦ ʮʠʢʣ ɺ. ɹʝʣʷʝʚʘ ð ʦʨʠʛʠʥʘʣʴʥʦʝ ʧʨʦʠʟʚʝʜʝʥʠʝ, 

ʥʝ ʠʤʝʶʱʝʝ ʘʥʘʣʦʛʦʚ ʚ ʢʦʤʧʦʟʠʪʦʨʩʢʦʤ ʪʚʦʨʯʝʩʪʚʝ ʄʦʣʜʦʚʳ. ʆʥʦ ʚʦʧʣʦʱʘʝʪ ʥʝʦʙʳʯʥʫʶ 

ʢʦʤʧʦʟʠʮʠʦʥʥʦ-ʜʨʘʤʘʪʫʨʛʠʯʝʩʢʫʶ ʠ ʪʝʤʙʨʦʚʦ-ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʫʶ ʠʜʝʶ, ʩʦʯʝʪʘʷ ʚ ʩʝʙʝ ʦʩʦʙʝʥʥʦʩʪʠ 

ʥʝʩʢʦʣʴʢʠʭ ʞʘʥʨʦʚ, ʪʘʢʠʭ, ʢʘʢ ʢʦʥʮʝʨʪ, ʩʶʠʪʘ, ʩʠʤʬʦʥʠʷ, çʚʝʥʦʢ ʩʦʥʝʪʦʚè. Concert pentru un compozitor 

ð ʧʨʦʠʟʚʝʜʝʥʠʝ ʟʨʝʣʦʛʦ ʤʘʩʪʝʨʘ, ʤʫʟʳʢʘ ʢʦʪʦʨʦʛʦ ʧʨʠʥʦʩʠʪ ʠʩʪʠʥʥʫʶ ʨʘʜʦʩʪʴ ʚʩʝʤ, ʢʪʦ ʩ ʥʝʡ 

ʩʦʧʨʠʢʘʩʘʝʪʩʷ.  

ʂʣʶʯʝʚʳʝ ʩʣʦʚʘ: ʢʦʥʮʝʨʪ, ʩʶʠʪʘ, ʩʠʤʬʦʥʠʷ, ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʳʡ ʮʠʢʣ, ʚʝʥʦʢ ʩʦʥʝʪʦʚ 

 

Ċn articolul prezentat se analizeazŁ ciclul instrumental ĂConcert pentru un compozitorò semnat de 

Vladimir Beleaev, unul dintre cei mai remarcabili reprezentanѿi ai ѽcolii componistice din Republica Moldova. Ċn 

urma analizei, s-a concluzionat cŁ ciclul lui V. Beleaev este o compoziѿie strŁlucitoare, unicŁ ´n componistica din 

Moldova. El ´ntruchipeazŁ o idee compoziѿional-dramaturgicŁ originalŁ, ´mbin©nd totodatŁ particularitŁѿile mai 

multor genuri, cum ar fi concertul, suita, simfonia, dar ѽi, ´ntr-o oarecare mŁsurŁ, ale Ăcununii de soneteò. 

ĂConcert pentru un compozitorò este o operŁ a unui maestru matur ale cŁrui lucrŁri aduc o adevŁratŁ bucurie 

tuturor celor care vin ´n contact cu ele. 

Cuvinte cheie: concert, suitŁ, simfonie, ciclu instrumental, cununŁ de sonete, postscriptum 

 

The presented article analyzes the instrumental cycle "Concerto for a Composer" signed by Vladimir 

Beleaev, one of the most remarkable representatives of the composition school in the Republic of Moldova. 

Following the analysis, it is concluded that V. Beleaev's cycle is a brilliant composition that has no analogues in 

Moldovan composition. He embodies an original compositional-dramatic idea, combining, at the same time, the 

particularities of several genres, such as concerto, suite, symphony, but also, to some extent, a wreath of sonnets. 

"Concerto for a Composer" is a work by a mature master whose works bring real joy to all who come in contact 

with them. 

Keywords: concerto, suite, symphony, instrumental cycle, sonnet wreath, postscript 

 

ɺʚʝʜʝʥʠʝ. ʊʚʦʨʯʝʩʪʚʦ ɺʣʘʜʠʤʠʨʘ ɹʝʣʷʝʚʘ ʧʨʝʜʩʪʘʚʣʷʝʪ ʩʦʙʦʡ ʟʘʤʝʪʥʦʝ ʷʚʣʝʥʠʝ ʚ 

ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʝ ʈʝʩʧʫʙʣʠʢʠ ʄʦʣʜʦʚʘ. ʇʨʦʠʟʚʝʜʝʥʠʷ ʢʦʤʧʦʟʠʪʦʨʘ ʫʜʦʩʪʦʝʥʳ ʧʨʝʤʠʡ ʥʘ 

ʤʥʦʛʦʯʠʩʣʝʥʥʳʭ ʢʦʥʢʫʨʩʘʭ, ʦʥʠ ʟʚʫʯʘʪ ʢʘʢ ʚ ʄʦʣʜʦʚʝ, ʪʘʢ ʠ ʚ ʜʨʫʛʠʭ ʩʪʨʘʥʘʭ (ʈʫʤʳʥʠʠ, 

ʀʩʧʘʥʠʠ, ɸʚʩʪʨʠʠ, ɻʨʝʮʠʠ, ʂʠʪʘʝ, ɼʘʥʠʠ, ʀʪʘʣʠʠ, ʌʨʘʥʮʠʠ, ʈʦʩʩʠʠ, ʋʢʨʘʠʥʝ, ɻʝʨʤʘʥʠʠ), 
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ʚʳʟʳʚʘʷ ʠʥʪʝʨʝʩ ʩʧʝʮʠʘʣʠʩʪʦʚ ʠ ʰʠʨʦʢʦʡ ʧʫʙʣʠʢʠ. ʉʦʯʠʥʝʥʠʷ ɺ. ɹʝʣʷʝʚʘ ʧʨʠʚʣʝʢʘʶʪ 

ʥʝʦʨʜʠʥʘʨʥʦʩʪʴʶ ʟʘʤʳʩʣʘ, ʟʘʪʨʘʛʠʚʘʶʪ ʛʣʫʙʠʥʥʳʝ ʜʫʰʝʚʥʳʝ ʩʪʨʫʥʳ, ʟʘʩʪʘʚʣʷ ̫ʟʘʜʫʤʘʪʴʩʷ ʥʘʜ 

ʩʫʱʥʦʩʪʥʳʤʠ ʧʨʦʙʣʝʤʘʤʠ ʙʳʪʠʷ. ʅʝ ʷʚʣʷʝʪʩʷ ʚ ʵʪʦʤ ʩʤʳʩʣʝ ʠʩʢʣʶʯʝʥʠʝʤ ʠ ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʳʡ 

ʮʠʢʣ Concert pentru un compozitor, ʢʦʪʦʨʳʡ ʙʳʣ ʧʨʠʫʨʦʯʝʥ ʘʚʪʦʨʦʤ ʢ ʩʦʙʩʪʚʝʥʥʦʤʫ 

ʰʝʩʪʠʜʝʩʷʪʠʣʝʪʠʶ ʠ ʠʩʧʦʣʥʝʥ 14 ʠʶʥʷ 2015 ʛʦʜʘ ʚ ʢʠʰʠʥʝʚʩʢʦʤ ʆʨʛʘʥʥʦʤ ʟʘʣʝ ʚ ʨʘʤʢʘʭ XXIV 

ʄʝʞʜʫʥʘʨʦʜʥʦʛʦ ʬʝʩʪʠʚʘʣʷ Zilele muzicii noi. 

ɺ ʧʨʝʤʴʝʨʥʦʤ ʧʦʢʘʟʝ ʩʦʯʠʥʝʥʠʷ ʫʯʘʩʪʚʦʚʘʣʠ ʧʨʠʟʥʘʥʥʳʝ ʢʠʰʠʥʝʚʩʢʠʝ ʤʫʟʳʢʘʥʪʳ: 

ʬʣʝʡʪʠʩʪʢʘ ʖʣʠʷ ʄʘʢʩʠʤʦʚʘ, ʛʦʙʦʠʩʪ ɺʘʩʠʣʝ ʊʦʨʛʘʡ, ʢʣʘʨʥʝʪʠʩʪ ʖʨʠʡ ʌʨʦʪʦʚʯʘʥ, ʙʘʩ-

ʢʣʘʨʥʝʪʠʩʪ ɸʥʜʨʝʡ ʏʦʢʠʥʵ, ʬʘʛʦʪʠʩʪ ɺʣʘʜʠʤʠʨ ʊʘʨʘʥ, ʪʨʫʙʘʯ ʀʦʥ ʇʘʣʘʜʠ, ʚʘʣʪʦʨʥʠʩʪ ʀʣʘʨʠʦʥ 

ɼʦʣʪʫ, ʪʫʙʠʩʪ ʄʠʭʘʠʣ ɻʘʣʙʫʨʵ, ʧʠʘʥʠʩʪʢʘ ʅʘʜʝʞʜʘ ɽʨʭʘʥ, ʠʩʧʦʣʥʠʪʝʣʴʥʠʮʳ ʥʘ ʫʜʘʨʥʳʭ 

ʠʥʩʪʨʫʤʝʥʪʘʭ ʄʘʨʠʷ ʂʝʥʠʛ (ʚʠʙʨʘʬʦʥ) ʠ ʃʶʜʤʠʣʘ ɸʤʝʣʠʥʘ (ʤʘʣʳʡ ʙʘʨʘʙʘʥ), ʩʢʨʠʧʘʯʢʠ ʖʣʠʷ 

ɺʨʳʥʯʘʥ, ɸʥʞʝʣʘ ʄʦʣʦʜʦʞʘʥ, ɿʠʥʘʠʜʘ ɹʨʳʥʟʠʣʵ-ʂʦʰʣʝʮ, ʘ ʪʘʢʞʝ ʢʘʤʝʨʥʳʡ ʘʥʩʘʤʙʣʴ Kaiser 

Band ʚ ʩʦʩʪʘʚʝ: ɺʘʜʠʤ ɹʫʡʥʦʚʩʢʠʡ, ʅʘʪʘʣʴʷ ʈʘʯʝʥʢʦ, ɼʘʨʴʷ ɹʫʡʥʦʚʩʢʘ ̫(ʩʢʨʠʧʢʘ), ʉʝʨʛʝʡ 

ʈʘʯʝʥʢʦ (ʘʣʴʪ), ʀʨʠʥʘ ʐʦʣʧʘʥ (ʚʠʦʣʦʥʯʝʣʴ). 

ʉʘʤ ʘʚʪʦʨ ʚʳʩʪʫʧʠʣ ʥʘ ʧʨʝʤʴʝʨʝ ʚ ʢʘʯʝʩʪʚʝ ʨʫʢʦʚʦʜʠʪʝʣʷ ʘʥʩʘʤʙʣʷ, ʥʘʭʦʜʷʩʴ ʟʘ 

ʜʠʨʠʞʝʨʩʢʠʤ ʧʫʣʴʪʦʤ. ʇʦʤʠʤʦ ʵʪʦʛʦ, ʦʥ ʠʩʧʦʣʥʠʣ ʨʦʣʴ ʩʦʣʠʩʪʘ-ʠʥʩʪʨʫʤʝʥʪʘʣʠʩʪʘ ʚ 

ʬʦʨʪʝʧʠʘʥʥʦʤ ʇʦʩʪʩʢʨʠʧʪʫʤʝ. 

ʂʦʤʧʦʟʠʮʠʦʥʥʦʝ-ʜʨʘʤʘʪʫʨʛʠʯʝʩʢʦʝ ʠ ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʦʝ ʨʝʰʝʥʠʝ ʮʠʢʣʘ. 

Concert pentru un compozitor ʩʦʩʪʦʠʪ ʠʟ ʚʦʩʴʤʠ ʢʦʥʪʨʘʩʪʠʨʫʶʱʠʭ ʜʨʫʛ ʩ ʜʨʫʛʦʤ ʯʘʩʪʝʡ, 

ʠʤʝʥʫʝʤʳʭ ʂʦʤʧʦʟʠʮʠʷʤʠ, ʢʘʞʜʘʷ ʠʟ ʢʦʪʦʨʳʭ ʧʨʝʜʩʪʘʚʣʷʝʪ ʩʦʙʦʡ ʦʧʨʝʜʝʣʝʥʥʳʡ ʵʪʘʧ ʚ 

ʜʨʘʤʘʪʫʨʛʠʯʝʩʢʦʤ ʨʘʟʚʠʪʠʠ. ʇʨʠ ʵʪʦʤ ʧʦʯʪʠ ʚʩʝʤ ʠʤ ʧʨʠʩʫʱʘ ʚʥʫʪʨʝʥʥʷʷ ʢʦʥʪʨʘʩʪʥʦʩʪʴ. 

ʅʘʧʨʠʤʝʨ, ʚ ʂʦʤʧʦʟʠʮʠʠ ˉ1 ʵʥʝʨʛʠʯʥʘʷ ʠ ʥʘʧʦʨʠʩʪʘʷ ʩʨʝʜʥʷʷ ʯʘʩʪʴ ʧʨʦʪʠʚʦʧʦʩʪʘʚʣʝʥʘ 

ʥʘʧʝʚʥʳʤ, ʩ ʦʪʪʝʥʢʦʤ ʭʘʨʘʢʪʝʨʠʩʪʠʯʥʦʩʪʠ ʢʨʘʡʥʠʤ ʨʘʟʜʝʣʘʤ; ʂʦʤʧʦʟʠʮʠʷ ˉ2 ʧʨʝʜʩʪʘʚʣʷʝʪ 

ʩʦʙʦʡ ʚʘʨʠʘʮʠʠ ʥʘ ʜʚʝ ʨʘʟʣʠʯʥʳʝ ʧʦ ʭʘʨʘʢʪʝʨʫ ʪʝʤʳ: ʞʝʩʪʢʦ-ʩʪʘʢʢʘʪʥʫʶ, ʩʢʝʨʮʦʟʥʫʶ ð ʠ ʙʦʣʝʝ 

ʤʷʛʢʫʶ, ʣʠʨʠʢʦ-ʤʝʜʠʪʘʪʠʚʥʫʶ; ʂʦʤʧʦʟʠʮʠʷ ˉ3 ʧʦʩʪʨʦʝʥʘ ʢʘʢ ʧʦʣʠʣʦʛ, ʚʳʨʘʞʝʥʥʳʡ ʩ 

ʧʦʤʦʱʴʶ ʨʘʟʥʦʦʙʨʘʟʥʳʭ ʧʨʠʝʤʦʚ ʟʚʫʢʦʚʦʛʦ ʠ ʬʘʢʪʫʨʥʦʛʦ ʦʬʦʨʤʣʝʥʠʷ ʤʫʟʳʢʘʣʴʥʦʡ ʪʢʘʥʠ, ʦʪ 

ʞʠʚʦʧʠʩʥʦʡ ʩʦʥʦʨʠʩʪʠʢʠ ʜʦ ʧʨʦʩʚʝʪʣʝʥʥʦʡ ʢʘʥʪʠʣʝʥʥʦʩʪʠ; ʚ ʂʦʤʧʦʟʠʮʠʠ ˉ4 ʦʙʱʝʤʫ ʜʞʘʟʦʚʦ-

ʪʦʢʢʘʪʥʦʤʫ ʜʚʠʞʝʥʠʶ ʨʝʟʢʦ ʢʦʥʪʨʘʩʪʠʨʫʝʪ ʤʝʜʣʝʥʥʳʡ ʮʝʥʪʨʘʣʴʥʳʡ ʨʘʟʜʝʣ ʩ ʯʝʨʪʘʤʠ 

ʠʤʧʨʝʩʩʠʦʥʠʩʪʠʯʝʩʢʦʛʦ ʧʠʩʴʤʘ; ʚ ʂʦʤʧʦʟʠʮʠʠ ˉ5 ʢʘʧʨʠʟʥʦ-ʧʨʠʭʦʪʣʠʚʳʝ ʥʝʦʢʣʘʩʩʠʯʝʩʢʠʝ 

ʠʛʨʳ ʚ ʜʫʭʝ çʀʩʪʦʨʠʠ ʩʦʣʜʘʪʘè ʉʪʨʘʚʠʥʩʢʦʛʦ ʥʘ ʢʘʢʦʡ-ʪʦ ʤʦʤʝʥʪ ʩʤʝʥʷʶʪʩʷ ʧʦʛʨʫʞʝʥʠʝʤ ʚ 

ʩʬʝʨʫ ʪʘʠʥʩʪʚʝʥʥʦʡ ʣʠʨʠʢʠ ʩ ʥʘʣʝʪʦʤ ʠʨʨʝʘʣʴʥʦʩʪʠ; ʂʦʤʧʦʟʠʮʠʷ ˉ 6 ʚʥʦʩʠʪ ʚ ʦʙʱʫʶ 

ʘʪʤʦʩʬʝʨʫ ʷʨʢʠʡ ʦʙʨʘʟʥʳʡ ʢʦʥʪʨʘʩʪ: ʵʪʦ ʩʢʝʨʮʦ, ʚʦʧʣʦʱʝʥʥʦʝ ʩʦʯʥʳʤʠ ʥʘʨʦʜʥʦ-

ʪʘʥʮʝʚʘʣʴʥʳʤʠ ʢʨʘʩʢʘʤʠ, ʢʘʨʪʠʥʘ ʟʘʜʦʨʥʦʛʦ ʚʝʩʝʣʴʷ; ʤʫʟʳʢʘʣʴʥʘʷ ʪʢʘʥʴ ʂʦʤʧʦʟʠʮʠʠ ˉ7 

ʧʦʩʪʨʦʝʥʘ ʥʘ ʩʦʝʜʠʥʝʥʠʠ ʦʪʜʝʣʴʥʳʭ ʬʨʘʛʤʝʥʪʦʚ ʠʟ ʧʨʝʜʳʜʫʱʠʭ ʥʦʤʝʨʦʚ. ʇʦʩʣʝʜʥʷʷ ʯʘʩʪʴ 

ʮʠʢʣʘ ð Postscriptum ð ʩʬʝʨʘ ʩʫʙʲʝʢʪʠʚʥʦʛʦ, ʤʝʜʠʪʘʪʠʚʥʦʛʦ ʣʠʨʠʟʤʘ. 

ʆʩʦʙʝʥʥʦʩʪʴʶ ʮʠʢʣʘ ʷʚʣʷʝʪʩʷ ʪʦ, ʯʪʦ ʚʩʝ ʝʛʦ ʯʘʩʪʠ ʦʪʣʠʯʘʶʪʩʷ ʥʝ ʪʦʣʴʢʦ ʭʘʨʘʢʪʝʨʦʤ 

ʤʫʟʳʢʠ, ʥʦ ʠ ʠʩʧʦʣʥʠʪʝʣʴʩʢʠʤ ʩʦʩʪʘʚʦʤ. ʊʘʢ, ʂʦʤʧʦʟʠʮʠʷ ˉ1 ʥʘʧʠʩʘʥʘ ʜʣʷ ʩʢʨʠʧʢʠ ʠ 

ʚʠʙʨʘʬʦʥʘ, ʂʦʤʧʦʟʠʮʠʷ ˉ2 ð ʜʣʷ ʜʝʨʝʚʷʥʥʦ-ʜʫʭʦʚʦʛʦ ʢʚʠʥʪʝʪʘ (ʬʣʝʡʪʳ, ʛʦʙʦʷ, ʢʣʘʨʥʝʪʘ, ʙʘʩ-

ʢʣʘʨʥʝʪʘ ʠ ʬʘʛʦʪʘ), ʂʦʤʧʦʟʠʮʠʷ ˉ3 ð ʜʣʷ ʩʪʨʫʥʥʦʛʦ ʢʚʘʨʪʝʪʘ (ʜʚʫʭ ʩʢʨʠʧʦʢ, ʘʣʴʪʘ ʠ 

ʚʠʦʣʦʥʯʝʣʠ), ʂʦʤʧʦʟʠʮʠʷ ˉ4 ð ʜʣʷ ʬʦʨʪʝʧʠʘʥʦ ʠ ʤʘʣʦʛʦ ʙʘʨʘʙʘʥʘ, ʂʦʤʧʦʟʠʮʠʷ ˉ5 ð ʜʣʷ ʜʚʫʭ 

ʩʢʨʠʧʦʢ, ʂʦʤʧʦʟʠʮʠʷ ˉ6 ð ʜʣʷ ʤʝʜʥʦ-ʜʫʭʦʚʦʛʦ ʪʨʠʦ (ʪʨʫʙʳ, ʚʘʣʪʦʨʥʳ ʠ ʪʫʙʳ). ɺ ʂʦʤʧʦʟʠʮʠʠ 

ˉ7 ʟʘʜʝʡʩʪʚʦʚʘʥʳ ʚʩʝ 16 ʠʥʩʪʨʫʤʝʥʪʦʚ, ʫʯʘʩʪʚʦʚʘʚʰʠʝ ʚ ʧʨʝʜʳʜʫʱʠʭ ʥʦʤʝʨʘʭ; ʝʝ ʨʘʟʚʠʪʠʝ 

ʨʝʰʝʥʦ ʧʦ ʧʨʠʥʮʠʧʫ ʥʘʨʘʩʪʘʥʠʷ ʟʚʫʢʦʚʦʡ ʧʣʦʪʥʦʩʪʠ: ʦʪ ʧʨʦʟʨʘʯʥʦʡ ʬʘʢʪʫʨʳ ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʳʭ 

ʘʥʩʘʤʙʣʝʡ ʜʦ ʥʘʩʳʱʝʥʥʦʛʦ ʟʚʫʯʘʥʠʷ ʦʨʢʝʩʪʨʦʚʦʛʦ tutti. Postscriptum ʧʨʝʜʩʪʘʚʣʷʝʪ ʩʦʙʦʡ 

ʥʝʙʦʣʴʰʫʶ ʧʴʝʩʫ ʜʣʷ ʬʦʨʪʝʧʠʘʥʦ ʩʦʣʦ. 

  



STUDIUL ARTELOR ѼI CULTUROLOGIE: istorie, teorie, practicŁ                             nr.2 (37), 2020 

________________________________________________________________________________ 

 

 
59 

 

ʇʨʦʷʚʣʝʥʠʝ ʞʘʥʨʦʚʳʭ ʯʝʨʪ ʢʦʥʮʝʨʪʘ. 

ʅʘʟʚʘʥʠʝ ʧʨʦʠʟʚʝʜʝʥʠʷ ð Concert pentru un compozitor ð ʦʪʣʠʯʘʝʪʩʷ ʩʤʳʩʣʦʚʦʡ 

ʤʥʦʛʦʛʨʘʥʥʦʩʪʴ,ʁ ʦʙʫʩʣʦʚʣʝʥʥʦʡ ʥʝʩʢʦʣʴʢʠʤʠ ʩʝʤʘʥʪʠʯʝʩʢʠʤʠ ʬʘʢʪʦʨʘʤʠ. ʉ ʦʜʥʦʡ ʩʪʦʨʦʥʳ, 

ʝʛʦ ʤʦʞʥʦ ʪʨʘʢʪʦʚʘʪʴ ʢʘʢ ʦʧʠʩʘʥʠʝ ʦʧʨʝʜʝʣʝʥʥʦʡ ʢʦʤʤʫʥʠʢʘʪʠʚʥʦʡ ʩʠʪʫʘʮʠʠ (ʢʦʥʮʝʨʪʥʦʝ 

ʠʩʧʦʣʥʝʥʠʝ ʩ ʫʯʘʩʪʠʝʤ ʢʦʤʧʦʟʠʪʦʨʘ, ʚʳʩʪʫʧʘʶʱʝʛʦ ʪʘʢʞʝ ʠ ʚ ʨʦʣʠ ʩʦʣʠʩʪʘ). ʉ ʜʨʫʛʦʡ ð ʦʥʦ 

ʚʦʩʧʨʠʥʠʤʘʝʪʩʷ ʢʘʢ ʪʚʦʨʯʝʩʢʠʡ ʧʦʜʘʨʦʢ ʘʚʪʦʨʘ ʩʘʤʦʤʫ ʩʝʙʝ ʢ ʟʥʘʤʝʥʘʪʝʣʴʥʦʡ ʜʘʪʝ: 

ʩʦʙʩʪʚʝʥʥʦʤʫ ʶʙʠʣʝʶ. ʅʘʢʦʥʝʮ, ʩʣʦʚʦ ʢʦʥʮʝʨʪ ʫʢʘʟʳʚʘʝʪ ʥʘ ʘʚʪʦʨʩʢʦʝ ʦʧʨʝʜʝʣʝʥʠʝ ʞʘʥʨʘ 

ʧʨʦʠʟʚʝʜʝʥʠʷ. ɽʩʣʠ ʧʝʨʚʳʝ ʜʚʘ ʘʩʧʝʢʪʘ ʥʦʩʷʪ ʚʥʝʰʥʠʡ ʭʘʨʘʢʪʝʨ ʠ ʥʝ ʥʫʞʜʘʶʪʩʷ ʚ 

ʢʦʤʤʝʥʪʘʨʠʷʭ, ʪʦ ʧʦʩʣʝʜʥʠʡ, ʙʫʜʫʯʠ ʧʨʦʚʦʜʥʠʢʦʤ ʚ ʩʬʝʨʫ ʞʘʥʨʦʚʦʡ ʘʪʨʠʙʫʮʠʠ ʩʦʯʠʥʝʥʠʷ, 

ʪʨʝʙʫʝʪ ʙʦʣʝʝ ʧʨʠʩʪʘʣʴʥʦʛʦ ʚʥʠʤʘʥʠʷ. 

Concert pentru un compozitor ɺʣʘʜʠʤʠʨʘ ɹʝʣʷʝʚʘ ʦʙʥʘʨʫʞʠʚʘʝʪ ʥʝʦʙʳʯʥʳʡ ʧʦʜʭʦʜ ʢ 

ʢʦʤʧʦʟʠʪʦʨʩʢʦʡ ʪʨʘʢʪʦʚʢʝ ʞʘʥʨʘ, ʧʦʧʦʣʥʷʷ ʪʘʢʠʤ ʦʙʨʘʟʦʤ ʩʧʠʩʦʢ ʩʦʚʨʝʤʝʥʥʳʭ ʢʦʥʮʝʨʪʦʚ, 

ʦʪʣʠʯʘʶʱʠʭʩʷ ʦʨʠʛʠʥʘʣʴʥʦʩʪʴʶ ʠʥʜʠʚʠʜʫʘʣʠʟʠʨʦʚʘʥʥʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʠʜʝʠ. ʇʨʝʞʜʝ ʚʩʝʛʦ, 

ʦʪʤʝʪʠʤ, ʯʪʦ ʧʦ ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʦʤʫ ʟʘʤʳʩʣʫ Concert pentru un compozitor ɺ. ɹʝʣʷʝʚʘ ʤʦʞʥʦ 

ʦʪʥʝʩʪʠ ʢ ʢʦʥʮʝʨʪʘʤ ʜʣʷ ʦʨʢʝʩʪʨʘ, ʚ ʨʘʤʢʘʭ ʢʦʪʦʨʦʛʦ ʘʚʪʦʨ ʨʘʟʚʦʨʘʯʠʚʘʝʪ ʠʥʪʝʥʩʠʚʥʳʡ 

ʧʨʦʮʝʩʩ ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʦʛʦ çʩʦʨʘʪʥʠʯʝʩʪʚʘè [1, ʩ.112], ʩʦʟʜʘʚ ʩʚʦʝʛʦ ʨʦʜʘ ʘʥʪʦʣʦʛʠʶ 

ʚʟʘʠʤʦʜʝʡʩʪʚʠʡ ʤʝʞʜʫ ʠʥʩʪʨʫʤʝʥʪʘʤʠ, ʚʳʨʘʞʘʶʱʠʭʩʷ ʚ ʩʘʤʳʭ ʨʘʟʣʠʯʥʳʭ ʪʠʧʘʭ ʜʠʘʣʦʛʘ ʠ 

ʧʦʣʠʣʦʛʘ. ʀʤʝʥʥʦ ʧʨʠʥʮʠʧ ʜʠʘʣʦʛʠʯʥʦʩʪʠ ʧʦʟʚʦʣʷʝʪ ʥʘʟʚʘʪʴ ʵʪʦʪ ʮʠʢʣ ʢʦʥʮʝʨʪʦʤ: ʞʘʥʨʦʤ, ʚ 

ʢʦʪʦʨʦʤ çʟʘʣʦʞʝʥ ʛʝʥʝʪʠʯʝʩʢʠʡ ʢʦʜ ʜʠʘʣʦʛʘè [1, ʩ.111]. ʊʘʢ, ʩʦʩʪʷʟʘʪʝʣʴʥʦʩʪʴ ʠ ʜʠʘʣʦʛʠʯʥʦʩʪʴ 

ʷʨʯʝ ʚʩʝʛʦ ʧʨʦʷʚʣʷʶʪʩʷ ʚ ʧʝʨʚʦʡ, ʯʝʪʚʝʨʪʦʡ ʠ ʧʷʪʦʡ ʢʦʤʧʦʟʠʮʠʷʭ, ʛʜʝ ʫʯʘʩʪʚʫʶʪ ʜʚʘ 

ʠʥʩʪʨʫʤʝʥʪʘ, ʢʦʪʦʨʳʝ ʥʝ ʧʨʦʩʪʦ ʧʨʦʪʠʚʦʧʦʩʪʘʚʣʷʶʪʩʷ, ʥʦ ʤʥʦʛʦʦʙʨʘʟʥʦ ʚʟʘʠʤʦʜʝʡʩʪʚʫʶʪ ʜʨʫʛ 

ʩ ʜʨʫʛʦʤ. ɺ ʂʦʤʧʦʟʠʮʠʠ ˉ3 ʦʪʯʝʪʣʠʚʦ ʧʨʦʩʪʫʧʘʶʪ ʯʝʨʪʳ ʢʘʢ ʜʠʘʣʦʛʘ, ʪʘʢ ʠ ʧʦʣʠʣʦʛʘ, ʩʚʷʟʘʥʥʳʝ 

ʩ ʚʟʘʠʤʦʦʪʥʦʰʝʥʠʷʤʠ ʫʯʘʩʪʥʠʢʦʚ ʩʪʨʫʥʥʦʛʦ ʢʚʘʨʪʝʪʘ: ʠʥʩʪʨʫʤʝʥʪʳ ʚʝʜʫʪ ʢʦʥʪʨʘʩʪʥʳʝ ʣʠʥʠʠ, 

ʦʙʲʝʜʠʥʷʶʪʩʷ ʚ ʜʫʵʪʳ ʠ ʪʨʠʦ, ʚ ʧʨʦʮʝʩʩʝ ʠʛʨʳ ʧʝʨʝʭʚʘʪʳʚʘʶʪ ʜʨʫʛ ʫ ʜʨʫʛʘ ʠʥʪʦʥʘʮʠʠ, ʰʪʨʠʭʠ, 

ʤʝʣʠʟʤʳ, ʚʳʩʪʨʘʠʚʘʷ ʪʘʢʠʤ ʦʙʨʘʟʦʤ ʜʨʘʤʘʪʫʨʛʠʶ, ʦʩʥʦʚʘʥʥʫʶ ʥʘ ʩʦʛʣʘʩʠʠ ʠ ʨʘʟʥʦʛʣʘʩʠʠ. ɺ 

ʮʝʣʦʤ, ʮʠʢʣ ʙʫʢʚʘʣʴʥʦ ʧʨʦʥʠʟʘʥ ʘʪʨʠʙʫʪʘʤʠ çʩʦʨʝʚʥʦʚʘʪʝʣʴʥʦʡ ʩʪʠʣʠʩʪʠʢʠè, ʦʙʷʟʘʪʝʣʴʥʦʡ, ʢʘʢ 

ʫʪʚʝʨʞʜʘʝʪ ɽ. ʅʘʟʘʡʢʠʥʩʢʠʡ, ʜʣʷ ʞʘʥʨʘ ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʦʛʦ ʢʦʥʮʝʨʪʘ [2, ʩ.221]. 

ʇʨʦʠʟʚʝʜʝʥʠʶ ʧʨʠʩʫʱʘ ʠ ʩʚʦʡʩʪʚʝʥʥʘʷ ʞʘʥʨʫ ʦʨʢʝʩʪʨʦʚʦʛʦ ʢʦʥʮʝʨʪʘ ʪʝʤʙʨʦʚʘʷ 

ʧʝʨʩʦʥʠʬʠʢʘʮʠʷ, ʪʘʢ ʢʘʢ ʦʙʨʘʟʥʦʝ ʩʦʜʝʨʞʘʥʠʝ ʢʘʞʜʦʡ ʠʟ ʝʛʦ ʯʘʩʪʝʡ ʨʘʩʢʨʳʚʘʝʪʩʷ ʚʦ ʤʥʦʛʦʤ 

ʙʣʘʛʦʜʘʨʷ ʦʩʦʙʦʤʫ ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʦʤʫ ʩʦʩʪʘʚʫ, ʧʦʜʦʙʨʘʥʥʦʤʫ ʘʚʪʦʨʦʤ. ʄʥʦʛʦʦʙʨʘʟʥʝʝ ʚʩʝʛʦ ʚ 

ʩʦʯʠʥʝʥʠʠ ʧʨʝʜʩʪʘʚʣʝʥ ʪʝʤʙʨ ʩʢʨʠʧʢʠ, ʢʦʪʦʨʘʷ ʫʯʘʩʪʚʫʝʪ ʢʘʢ ʚ ʜʫʵʪʘʭ (ʩ ʚʠʙʨʘʬʦʥʦʤ ʚ 

ʂʦʤʧʦʟʠʮʠʠ ˉ1, ʚ ʩʢʨʠʧʠʯʥʦʤ ʜʫʵʪʝ ʂʦʤʧʦʟʠʮʠʠ ˉ5), ʪʘʢ ʠ ʚ ʩʪʨʫʥʥʦʤ ʢʚʘʨʪʝʪʝ (ʂʦʤʧʦʟʠʮʠʷ 

ˉ3), ʘ ʪʘʢʞʝ ʚ çʩʠʥʪʝʪʠʯʝʩʢʦʡè ʂʦʤʧʦʟʠʮʠʠ ˉ7, ʛʜʝ ʟʚʫʯʘʪ ʚʩʝ ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʳʝ ʘʥʩʘʤʙʣʠ, 

ʟʘʜʝʡʩʪʚʦʚʘʥʥʳʝ ʚ ʮʠʢʣʝ. ʅʝ ʧʦʩʣʝʜʥʶʶ ʨʦʣʴ ʚ ʧʝʨʩʦʥʠʬʠʢʘʮʠʠ ʪʦʛʦ ʠʣʠ ʠʥʦʛʦ ʠʥʩʪʨʫʤʝʥʪʘ 

ʠʛʨʘʝʪ ʠ ʠʥʪʦʥʘʮʠʦʥʥʳʡ ʧʘʨʘʤʝʪʨ, ʚʥʠʤʘʥʠʝ ʢ ʢʦʪʦʨʦʤʫ, ʧʦ ʤʥʝʥʠʶ ɻʝʥʘʜʠʝ ʏʦʙʘʥʫ, çʷʚʣʷʝʪʩʷ 

ʚʘʞʥʝʡʰʝʡ ʟʘʜʘʯʝʡ ʘʚʪʦʨʘ ʚ ʞʘʥʨʝ ʢʦʥʮʝʨʪʘè [3, ʩ.10]. 

ʊʦʪ ʬʘʢʪ, ʯʪʦ ʚ ʢʦʥʮʝʨʪʝ ɺ. ɹʝʣʷʝʚʘ ʫʯʘʩʪʚʫʝʪ ʢʘʤʝʨʥʳʡ ʩʦʩʪʘʚ, ʥʝ ʷʚʣʷʝʪʩʷ ʯʝʤ-ʪʦ ʠʟ 

ʨʷʜʘ ʚʦʥ ʚʳʭʦʜʷʱʠʤ, ʫʯʠʪʳʚʘʷ ʢʦʤʧʦʟʠʪʦʨʩʢʫʶ ʧʨʘʢʪʠʢʫ ʍʍ ʚ.1 ʆʜʥʘʢʦ ʢʘʢ ʢʦʥʮʝʨʪ ʜʣʷ 

ʦʨʢʝʩʪʨʘ, ʧʫʩʪʴ ʜʘʞʝ ʢʘʤʝʨʥʦʛʦ, ʩʦʯʠʥʝʥʠʝ ʦʪʣʠʯʘʝʪʩʷ ʜʚʫʤʷ ʦʩʦʙʝʥʥʦʩʪʷʤʠ: ʚʦ-ʧʝʨʚʳʭ, 

ʤʘʣʦʯʠʩʣʝʥʥʦʩʪʴʶ ʩʦʩʪʘʚʘ, ʘ ʚʦ-ʚʪʦʨʳʭ ð ʚʘʨʠʘʪʠʚʥʦʩʪʴʶ ʠʩʧʦʣʥʠʪʝʣʴʩʢʠʭ ʩʨʝʜʩʪʚ ʚ ʨʘʟʥʳʭ 

                                                           
1 ʉʨʝʜʠ ʨʘʥʥʠʭ ʦʙʨʘʟʮʦʚ ʢʘʤʝʨʥʦʛʦ ʢʦʥʮʝʨʪʘ ʥʘʟʦʚʝʤ ʂʘʤʝʨʥʫʶ ʤʫʟʳʢʫ ˉ1 ʦʨ.24 ʜʣʷ 12 

ʠʥʩʪʨʫʤʝʥʪʘʣʠʩʪʦʚ ʇ. ʍʠʥʜʝʤʠʪʘ (1921), ʂʦʥʮʝʨʪ ʜʣʷ 9 ʠʥʩʪʨʫʤʝʥʪʦʚ ʦʨ.24 ɸ. ɺʝʙʝʨʥʘ (1934), ʂʦʥʮʝʨʪ 

ʜʣʷ ʢʘʤʝʨʥʦʛʦ ʦʨʢʝʩʪʨʘ Dumbarton Oaks ʀ. ʉʪʨʘʚʠʥʩʢʦʛʦ (1938). ʅʘʯʠʥʘʷ ʩ 1960-ʭ ʛʛ., ʢʘʤʝʨʥʳʝ ʩʦʩʪʘʚʳ 

ʥʝʠʟʤʝʥʥʦ ʧʨʠʚʣʝʢʘʣʠ ʚʥʠʤʘʥʠʝ ʢʦʤʧʦʟʠʪʦʨʦʚ, ʨʝʟʫʣʴʪʘʪʦʤ ʯʝʛʦ ʩʪʘʣʠ ʪʘʢʠʝ ʩʦʯʠʥʝʥʠʷ ʢʘʢ ʆʟʦʨʥʳʝ 

ʯʘʩʪʫʰʢʠ ʠ ɿʚʦʥʳ ʈ. ʑʝʜʨʠʥʘ, ʂʦʥʮʝʨʪ-ʙʫʬʬ ʉ. ʉʣʦʥʠʤʩʢʦʛʦ, ʂʦʥʮʝʨʪ ʜʣʷ 13 ʠʩʧʦʣʥʠʪʝʣʝʡ 

ɺ. ɸʨʪʝʤʦʚʘ, ʢʦʥʮʝʨʪ ʈʫʩʩʢʠʝ ʩʢʘʟʢʠ ʜʣʷ 12 ʠʥʩʪʨʫʤʝʥʪʘʣʠʩʪʦʚ ʅ. ʉʠʜʝʣʴʥʠʢʦʚʘ, ʂʦʥʮʝʨʪ ʜʣʷ ʥʦʥʝʪʘ 

ʈ. ɻʘʙʠʯʚʘʜʟʝ, ʂʦʥʮʝʨʪ ʜʣʷ ʢʚʠʥʪʝʪʘ ʜʫʭʦʚʳʭ ʠʥʩʪʨʫʤʝʥʪʦʚ ʂ. ɺʦʣʢʦʚʘ. 



STUDIUL ARTELOR ѼI CULTUROLOGIE: istorie, teorie, practicŁ                             nr.2 (37), 2020 

________________________________________________________________________________ 

 

 
60 

 

ʯʘʩʪʷʭ ʩʦʯʠʥʝʥʠʷ: ʧʦʣʥʳʡ ʩʦʩʪʘʚ ʠʩʧʦʣʥʠʪʝʣʝʡ ʟʘʜʝʡʩʪʚʦʚʘʥ ʪʦʣʴʢʦ ʚ ʂʦʤʧʦʟʠʮʠʠ ˉ7, ʜʦ ʵʪʦʛʦ 

ʧʘʨʪʠʪʫʨʥʦʝ ʧʨʦʩʪʨʘʥʩʪʚʦ ʦʪʜʘʥʦ ʨʘʟʣʠʯʥʳʤ ʘʥʩʘʤʙʣʷʤ. ʊʘʢʠʤ ʦʙʨʘʟʦʤ, ʧʨʦʠʟʚʝʜʝʥʠʝ ʷʚʣʷʝʪʩʷ 

ʧʨʦʤʝʞʫʪʦʯʥʳʤ ʚʘʨʠʘʥʪʦʤ ʤʝʞʜʫ ʢʦʥʮʝʨʪʦʤ ʜʣʷ ʦʨʢʝʩʪʨʘ ʠ ʢʦʥʮʝʨʪʦʤ ʜʣʷ ʢʘʤʝʨʥʦʛʦ 

ʘʥʩʘʤʙʣʷ. 

ʇʨʠ ʪʦʤ, ʯʪʦ Concert pentru un compozitor ð ʵʪʦ ʥʝ ʪʨʘʜʠʮʠʦʥʥʳʡ ʢʣʘʩʩʠʢʦ-

ʨʦʤʘʥʪʠʯʝʩʢʠʡ ʢʦʥʮʝʨʪ ʩ ʝʛʦ ʧʨʦʪʠʚʦʧʦʩʪʘʚʣʝʥʠʝʤ ʩʦʣʠʨʫʶʱʝʛʦ ʠʥʩʪʨʫʤʝʥʪʘ ʠ ʦʨʢʝʩʪʨʘ 

(ʬʦʨʤʘʣʴʥʦ ʥʠ ʦʜʠʥ ʠʟ ʠʥʩʪʨʫʤʝʥʪʦʚ ʥʝ ʚʳʜʝʣʝʥ ʚ ʥʝʤ ʚ ʢʘʯʝʩʪʚʝ ʩʦʣʠʨʫʶʱʝʛʦ), ʚ ʥʝʤ ʚʩʝ ʞʝ 

ʤʦʞʥʦ ʦʙʥʘʨʫʞʠʪʴ ʥʝʢʦʪʦʨʳʝ ʵʣʝʤʝʥʪʳ ʩʦʣʴʥʦʛʦ ʢʦʥʮʝʨʪʘ. ɺʦ-ʧʝʨʚʳʭ, ʚ ʧʘʨʪʠʪʫʨʝ ʠʤʝʶʪʩʷ 

ʨʘʟʜʝʣʳ, ʢʦʪʦʨʳʝ ʨʝʰʝʥʳ ʢʘʢ ʩʦʣʴʥʳʝ ʢʘʜʝʥʮʠʠ, ʚʳʜʝʣʷʶʱʠʝ ʦʪʜʝʣʴʥʳʝ ʠʥʩʪʨʫʤʝʥʪʳ ʚ 

ʢʘʯʝʩʪʚʝ ʩʦʣʠʩʪʦʚ2. ɺʦ-ʚʪʦʨʳʭ, ʢʦʥʮʝʨʪ ʥʘʧʠʩʘʥ çʜʣʷ ʢʦʤʧʦʟʠʪʦʨʘè ʩ ʦʨʢʝʩʪʨʦʤ, 

ʧʦʜʪʚʝʨʞʜʝʥʠʝʤ ʯʝʛʦ ʷʚʣʷʝʪʩʷ ʘʢʪʠʚʥʦʝ ʧʨʠʩʫʪʩʪʚʠʝ ʘʚʪʦʨʘ ʥʘ ʩʮʝʥʝ ʥʘ ʧʨʦʪʷʞʝʥʠʠ ʚʩʝʛʦ 

ʠʩʧʦʣʥʝʥʠʷ, ʘ ʪʘʢʞʝ ʚʳʩʪʫʧʣʝʥʠʝ ʚ ʢʘʯʝʩʪʚʝ ʠʩʧʦʣʥʠʪʝʣʷ ʚ ʬʦʨʪʝʧʠʘʥʥʦʤ ʇʦʩʪʩʢʨʠʧʪʫʤʝ3 [3]. 

ɺ ʢʘʢʦʡ-ʪʦ ʤʝʨʝ ʩʦʣʠʩʪʦʤ ʷʚʣʷʝʪʩʷ ʠ ʬʦʨʪʝʧʠʘʥʦ: ʝʛʦ ʚʳʩʢʘʟʳʚʘʥʠʝ ʚ ʇʦʩʪʩʢʨʠʧʪʫʤʝ 

ʥʘʭʦʜʠʪʩʷ ʚʥʝ ʟʦʥʳ ʥʝʧʦʩʨʝʜʩʪʚʝʥʥʦʛʦ ʚʟʘʠʤʦʜʝʡʩʪʚʠʷ ʩ ʦʨʢʝʩʪʨʦʤ, ʥʦ ʠʭ ʢʦʥʪʘʢʪ çʧʦ 

ʛʦʨʠʟʦʥʪʘʣʠè ʧʨʠʦʙʨʝʪʘʝʪ ʩʤʳʩʣ ʩʠʤʚʦʣʠʯʝʩʢʦʛʦ ʩʦʩʪʷʟʘʥʠʷ ʤʝʞʜʫ tutti ʠ solo. ʊʘʢʠʤ ʦʙʨʘʟʦʤ, 

ʞʘʥʨ ʩʦʣʴʥʦʛʦ ʢʦʥʮʝʨʪʘ ʥʘʭʦʜʠʪ ʚ ʩʦʯʠʥʝʥʠʠ ʚʝʩʴʤʘ ʩʚʦʝʦʙʨʘʟʥʦʝ, ʩʚʦʙʦʜʥʦʝ ʚʦʧʣʦʱʝʥʠʝ. 

ʇʨʠʟʥʘʢʠ ʞʘʥʨʘ ʩʶʠʪʳ. 

ɽʩʣʠ ʩ ʪʦʯʢʠ ʟʨʝʥʠʷ ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʦʛʦ ʨʝʰʝʥʠʷ Concert pentru un compozitor ʤʦʞʥʦ 

ʦʪʥʝʩʪʠ ʢ ʞʘʥʨʫ ʢʦʥʮʝʨʪʘ, ʪʦ ʩʪʨʦʝʥʠʝ ʮʠʢʣʘ ʠ ʧʨʦʠʩʭʦʜʷʱʠʝ ʚ ʥʝʤ ʜʨʘʤʘʪʫʨʛʠʯʝʩʢʠʝ ʧʨʦʮʝʩʩʳ 

ʩʚʠʜʝʪʝʣʴʩʪʚʫʶʪ ʦ ʧʨʦʥʠʢʥʦʚʝʥʠʠ ʚ ʥʝʛʦ ʯʝʨʪ ʜʨʫʛʠʭ ʞʘʥʨʦʚ. ʊʘʢ, ʚ ʧʨʦʠʟʚʝʜʝʥʠʠ ʤʦʞʥʦ 

ʟʘʤʝʪʠʪʴ ʧʨʠʟʥʘʢʠ ʩʶʠʪʳ, ʦ ʯʝʤ ʩʚʠʜʝʪʝʣʴʩʪʚʫʶʪ ʢʦʣʠʯʝʩʪʚʦ ʯʘʩʪʝʡ ʠ ʠʭ ʬʫʥʢʮʠʠ ʚ ʮʠʢʣʝ. ɿʘ 

ʠʩʢʣʶʯʝʥʠʝʤ ʬʠʥʘʣʘ ʠ ʧʦʩʪʩʢʨʠʧʪʫʤʘ, ʚʩʝ ʝʛʦ ʂʦʤʧʦʟʠʮʠʠ ʧʨʠʙʣʠʟʠʪʝʣʴʥʦ ʨʘʚʥʳ ʧʦ 

ʬʫʥʢʮʠʦʥʘʣʴʥʦʡ ʥʘʛʨʫʟʢʝ. ʅʠ ʦʜʥʘ ʠʟ ʥʠʭ ʥʝ ʥʘʜʝʣʝʥʘ ʬʫʥʢʮʠʝʡ ʛʣʘʚʥʦʡ ʯʘʩʪʠ, çʮʝʥʪʨʘ 

ʪʷʞʝʩʪʠè, ʪʦʛʦ ʩʛʫʩʪʢʘ ʵʥʝʨʛʠʠ, ʢʦʪʦʨʳʡ ʟʘʜʘʝʪ ʠʤʧʫʣʴʩ ʜʘʣʴʥʝʡʰʝʤʫ ʜʨʘʤʘʪʫʨʛʠʯʝʩʢʦʤʫ 

ʨʘʟʚʝʨʪʳʚʘʥʠʶ (ʤʦʞʥʦ ʣʠʰʴ ʛʦʚʦʨʠʪʴ ʦ ʬʫʥʢʮʠʠ çʧʝʨʚʦʛʦ ʧʨʦʷʚʣʝʥʠʷ ʘʢʪʠʚʥʦʩʪʠè ʚ 

ʂʦʤʧʦʟʠʮʠʠ ˉ2, ʢʦʪʦʨʘʷ ʧʨʠ ʵʪʦʤ ʥʝ ʤʦʞʝʪ ʧʨʝʪʝʥʜʦʚʘʪʴ ʥʘ ʨʦʣʴ çʮʝʥʪʨʘ ʪʷʞʝʩʪʠè ʚ 

ʩʦʯʠʥʝʥʠʠ). ʆʪʤʝʪʠʤ ʪʘʢʞʝ, ʯʪʦ ʠ ʨʦʣʴ ʬʠʥʘʣʘ ʦʢʘʟʳʚʘʝʪʩʷ ʥʝʩʢʦʣʴʢʦ ʨʘʟʤʳʪʦʡ ʠʟ-ʟʘ 

ʧʨʠʩʦʝʜʠʥʝʥʥʦʛʦ ʢ ʮʠʢʣʫ ʇʦʩʪʩʢʨʠʧʪʫʤʘ (ʚ ʯʝʤ ʤʦʞʥʦ ʫʩʤʦʪʨʝʪʴ ʭʘʨʘʢʪʝʨʥʦʝ ʜʣʷ 

ʧʨʦʠʟʚʝʜʝʥʠʡ ʵʧʦʭʠ ʧʦʩʪʤʦʜʝʨʥʠʟʤʘ ʢʘʯʝʩʪʚʦ, ʢʦʪʦʨʦʝ ɽ. ʄʠʨʦʥʝʥʢʦ ʥʘʟʳʚʘʝʪ çʩʦʩʪʦʷʥʠʝʤ 

ʧʦʩʪʣʶʜʠʡʥʦʩʪʠè [4, ʩ.67]). 

ʅʝʢʦʪʦʨʳʝ ʯʘʩʪʠ ʩʦʚʤʝʱʘʶʪ ʚ ʩʝʙʝ ʜʚʝ ʬʫʥʢʮʠʠ. ʊʘʢ, ʂʦʤʧʦʟʠʮʠʷ ˉ1 ʧʦ ʩʫʪʠ ʜʝʣʘ 

ʧʨʝʜʩʪʘʚʣʷʝʪ ʩʦʙʦʡ ʚʩʪʫʧʣʝʥʠʝ, ʧʨʝʘʤʙʫʣʫ, ʥʦ ʚ ʪʦ ʞʝ ʚʨʝʤʷ ʵʪʦ ð ʦʜʠʥ ʠʟ ʣʠʨʠʯʝʩʢʠʭ ʮʝʥʪʨʦʚ 

ʮʠʢʣʘ. ʊʦ ʞʝ ʤʦʞʥʦ ʩʢʘʟʘʪʴ ʠ ʦ ʧʴʝʩʝ Postscriptum, ʚ ʢʦʪʦʨʦʤ ʦʜʥʦʟʥʘʯʥʦ ʚʳʨʘʞʝʥʥʘʷ ʬʫʥʢʮʠʷ 

ʣʠʨʠʯʝʩʢʦʛʦ ʮʝʥʪʨʘ ʦʙʲʝʜʠʥʝʥʘ ʩ ʬʫʥʢʮʠʝʡ ʟʘʢʣʶʯʝʥʠʷ, ʢʦʜʳ. ʆʪʜʝʣʴʥʳʝ ʦʩʪʨʦʚʢʠ ʣʠʨʠʢʠ 

ʚʩʪʨʝʯʘʶʪʩʷ ʠ ʚ ʂʦʤʧʦʟʠʮʠʷʭ ˉ2, 3 ʠ 4. ʇʦʞʘʣʫʡ, ʥʘʠʙʦʣʝʝ ʦʧʨʝʜʝʣʝʥʥʦʝ ʤʝʩʪʦʧʦʣʦʞʝʥʠʝ ʚ 

ʮʠʢʣʝ ʟʘʥʠʤʘʝʪ ʩʢʝʨʮʦ: ʘʪʨʠʙʫʪʳ ʵʪʦʛʦ ʞʘʥʨʘ ʩʢʦʥʮʝʥʪʨʠʨʦʚʘʥʳ ʚ ʂʦʤʧʦʟʠʮʠʠ ˉ6. ʆʜʥʘʢʦ 

ʨʘʟʥʦʦʙʨʘʟʥʳʝ ʦʪʪʝʥʢʠ ʩʢʝʨʮʦʟʥʦʩʪʠ ʠ ʭʘʨʘʢʪʝʨʥʳʝ ʜʣʷ ʞʘʥʨʘ ʩʢʝʨʮʦ ʧʨʠʝʤʳ (ʵʣʝʤʝʥʪʳ ʠʛʨʳ, 

ʥʝʦʞʠʜʘʥʥʳʝ ʚʢʣʶʯʝʥʠʷ, ʩʦʧʦʩʪʘʚʣʝʥʠʷ, ʤʝʪʘʤʦʨʬʦʟʳ) ʧʨʦʥʠʟʳʚʘʶʪ ʠ ʜʨʫʛʠʝ ʯʘʩʪʠ 

ʧʨʦʠʟʚʝʜʝʥʠʷ. ɺ ʪʘʢʦʤ ʨʘʩʩʨʝʜʦʪʦʯʝʥʠʠ ʩʢʝʨʮʦʟʥʦʡ ʩʬʝʨʳ ʪʘʢʞʝ ʤʦʞʥʦ ʫʩʤʦʪʨʝʪʴ ʯʝʨʪʳ 

ʩʶʠʪʥʦʩʪʠ4. 

                                                           
2 ʄ. ʃʦʙʘʥʦʚʘ ʦʧʨʝʜʝʣʷʝʪ ʪʘʢʦʝ ʷʚʣʝʥʠʝ ʢʘʢ çʨʘʩʩʨʝʜʦʪʦʯʝʥʥʦʝ ʩʦʣʠʨʦʚʘʥʠʝè [1, ʩ.120]. 
3 ʂʘʢ ʧʠʰʝʪ ɽ. ʅʘʟʘʡʢʠʥʩʢʠʡ, ʚ ʥʝʧʨʦʛʨʘʤʤʥʦʡ ʤʫʟʳʢʝ ʠʤʝʥʥʦ ʧʨʦʣʦʛʠ ʠ ʵʧʠʣʦʛʠ ʯʘʩʪʦ ʷʚʣʷʶʪʩʷ ʟʦʥʦʡ 

ʧʨʦʷʚʣʝʥʠʷ çʘʚʪʦʨʩʢʦʡ ʠʥʪʦʥʘʮʠʠè, ʯʝʨʝʟ ʢʦʪʦʨʫʶ ʦʩʫʱʝʩʪʚʣʷʝʪʩʷ çʘʚʪʦʨʩʢʘʷ ʧʝʨʩʦʥʠʬʠʢʘʮʠʷè [2, 

ʩ.219].  
4 ɺ ʩʦʚʨʝʤʝʥʥʦʡ ʩʶʠʪʝ ʩʢʝʨʮʦ ʤʦʞʝʪ ʦʢʘʟʘʪʴʩʷ ʚ ʣʶʙʦʤ ʤʝʩʪʝ ʮʠʢʣʘ: ʦʪ ʧʝʨʚʦʡ ʯʘʩʪʠ ʜʦ ʬʠʥʘʣʘ. 

çʈʝʟʫʣʴʪʘʪʦʤ ʧʦʜʦʙʥʦʡ ʤʠʛʨʘʮʠʠ ʩʢʝʨʮʦ ʧʦ ʚʩʝʤʫ ʮʠʢʣʫ ʷʚʣʷʝʪʩʷ ʪʦ, ʯʪʦ, ʧʦʤʠʤʦ ʚʳʧʦʣʥʝʥʠʷ 



STUDIUL ARTELOR ѼI CULTUROLOGIE: istorie, teorie, practicŁ                             nr.2 (37), 2020 

________________________________________________________________________________ 

 

 
61 

 

ʉʝʤʘʥʪʠʯʝʩʢʠʝ ʵʣʝʤʝʥʪʳ ʩʠʤʬʦʥʠʠ. 

ʅʝʩʤʦʪʨʷ ʥʘ ʧʨʠʩʫʪʩʪʚʠʝ ʧʨʠʟʥʘʢʦʚ ʩʶʠʪʳ, ʚ ʂʦʥʮʝʨʪʝ ɺ. ɹʝʣʷʝʚʘ ʤʦʞʥʦ ʨʘʟʣʠʯʠʪʴ 

ʯʝʨʪʳ ʠ ʪʘʢʦʛʦ ʞʘʥʨʘ, ʢʘʢ ʩʠʤʬʦʥʠʷ. ɺ ʥʝʤ, ʧʫʩʪʴ ʠ ʥʝ ʚ ʪʦʤ ʚʠʜʝ, ʚ ʢʘʢʦʤ ʵʪʦ ʧʨʦʷʚʣʷʝʪʩʷ ʚ 

ʢʣʘʩʩʠʯʝʩʢʦʡ ʩʠʤʬʦʥʠʠ, ʧʨʠʩʫʪʩʪʚʫʶʪ ʯʝʪʳʨʝ ʩʚʦʡʩʪʚʝʥʥʳʭ ʩʦʥʘʪʥʦ-ʩʠʤʬʦʥʠʯʝʩʢʦʤʫ ʮʠʢʣʫ 

ʩʝʤʘʥʪʠʯʝʩʢʠʭ ʟʚʝʥʘ, ʦʧʨʝʜʝʣʝʥʥʳʝ ʄ. ɸʨʘʥʦʚʩʢʠʤ ʢʘʢ Homo agens (ʏʝʣʦʚʝʢ ʜʝʷʪʝʣʴʥʳʡ), 

Homo sapiens (ʏʝʣʦʚʝʢ ʤʳʩʣʷʱʠʡ), Homo ludus (ʏʝʣʦʚʝʢ ʠʛʨʘʶʱʠʡ), Homo communis (ʏʝʣʦʚʝʢ 

ʦʙʱʝʩʪʚʝʥʥʳʡ) [6, ʩ.24]. ʀʩʭʦʜʷ ʠʟ ʩʤʳʩʣʘ ʧʦʩʣʝʜʥʝʛʦ ʥʦʤʝʨʘ ʮʠʢʣʘ, ʤʳ ʙʳ ʜʦʙʘʚʠʣʠ ʝʱʝ ʦʜʥʫ 

ʠʧʦʩʪʘʩʴ: Homo solitarius (ʏʝʣʦʚʝʢ ʦʜʠʥʦʢʠʡ). ʀʤʝʥʥʦ ʦʜʠʥʦʯʝʩʪʚʦ ʜʘʝʪ ʚʦʟʤʦʞʥʦʩʪʴ ʤʳʩʣʝʥʥʦ 

ʚʝʨʥʫʪʴʩʷ ʚ ʧʨʦʰʣʦʝ ʠ ʦʙʜʫʤʘʪʴ ʙʫʜʫʱʝʝ, ʵʪʦʪ ʪʦʪ çʦʩʪʨʦʚʦʢ ʧʦʢʦʷè, ʚ ʢʦʪʦʨʦʤ ʪʘʢ ʥʫʞʜʘʝʪʩʷ 

ʩʦʚʨʝʤʝʥʥʳʡ ʯʝʣʦʚʝʢ, ʧʳʪʘʶʱʠʡʩʷ ʦʩʤʳʩʣʠʪʴ ʤʠʨ ʠ ʩʚʦʝ ʩʫʱʝʩʪʚʦʚʘʥʠʝ ʚ ʥʝʤ. 

ʇʨʦʷʚʣʷʶʱʠʡʩʷ ʚ ʮʠʢʣʝ ʩʠʥʪʝʟ ʢʦʥʮʝʨʪʥʦʩʪʠ ʠ ʩʠʤʬʦʥʠʟʤʘ ʷʚʣʷʝʪʩʷ ʭʘʨʘʢʪʝʨʥʳʤ ʜʣʷ 

ʢʦʥʮʝʨʪʥʦʛʦ ʞʘʥʨʘ, ʥʘʯʠʥʘʷ ʩ ʍʍ ʚ. ʇʦ ʫʪʚʝʨʞʜʝʥʠʶ ʄ. ʊʘʨʘʢʘʥʦʚʘ, ʠʤʝʥʥʦ ʍʍ ʩʪʦʣʝʪʠʝ 

çʧʨʠʚʝʣʦ ʢ ʚʦʟʨʦʞʜʝʥʠʶ ʢʦʥʮʝʨʪʥʦʩʪʠ ʚ ʥʦʚʦʤ ʢʘʯʝʩʪʚʝ, ʢ ʠʟʚʝʩʪʥʦʤʫ ʫʩʠʣʝʥʠʶ ʝʝ ʨʦʣʠ ʟʘ ʩʯʝʪ 

ʩʠʤʬʦʥʠʟʤʘè [7, ʩ.23]. 

ʂʦʤʧʦʟʠʮʠʦʥʥʳʝ ʧʨʠʟʥʘʢʠ ʚʝʥʢʘ ʩʦʥʝʪʦʚ. 

ʏʝʨʪʳ ʩʠʤʬʦʥʠʟʤʘ ʚ ʝʛʦ ʩʚʦʙʦʜʥʦʤ ʚʦʧʣʦʱʝʥʠʠ ʠʤʝʶʪ ʚ ʮʠʢʣʝ ɺ. ɹʝʣʷʝʚʘ ʝʱʝ ʦʜʥʦ 

ʢʦʤʧʦʟʠʮʠʦʥʥʦ-ʜʨʘʤʘʪʫʨʛʠʯʝʩʢʦʝ ʦʩʥʦʚʘʥʠʝ. ʇʦ ʧʨʠʟʥʘʥʠʶ ʩʘʤʦʛʦ ʘʚʪʦʨʘ, ʚʩʝ ʯʘʩʪʠ ʂʦʥʮʝʨʪʘ 

ʦʙʲʝʜʠʥʝʥʳ ʦʙʱʝʡ ʢʦʥʮʝʧʮʠʝʡ ʚʝʥʢʘ ʩʦʥʝʪʦʚ, ʯʪʦ ʧʨʠʜʘʝʪ ʧʨʦʠʟʚʝʜʝʥʠʶ ʩʢʚʦʟʥʦʡ ʭʘʨʘʢʪʝʨ, 

ʩʦʝʜʠʥʷʷ ʂʦʤʧʦʟʠʮʠʠ ʚ ʝʜʠʥʦʝ ʮʝʣʦʝ. ʂʘʢ ʠʟʚʝʩʪʥʦ, ʚʝʥʢʦʤ ʩʦʥʝʪʦʚ ʥʘʟʳʚʘʶʪ ʧʦʵʪʠʯʝʩʢʠʡ ʮʠʢʣ, 

ʩʦʩʪʦʷʱʠʡ ʠʟ 15 ʩʦʥʝʪʦʚ. ʉʦʩʝʜʥʠʝ ʩʦʥʝʪʳ ʩʮʝʧʣʷʶʪʩʷ ʜʨʫʛ ʩ ʜʨʫʛʦʤ ʦʙʱʝʡ ʩʪʨʦʢʦʡ: ʧʝʨʚʘʷ 

ʩʪʨʦʢʘ ʢʘʞʜʦʛʦ ʧʦʩʣʝʜʫʶʱʝʛʦ ʩʦʥʝʪʘ ʩʦʚʧʘʜʘʝʪ ʩ ʧʦʩʣʝʜʥʝʡ ʩʪʨʦʢʦʡ ʧʨʝʜʳʜʫʱʝʛʦ. ʊʘʢʠʤ 

ʦʙʨʘʟʦʤ, ʯʝʪʳʨʥʘʜʮʘʪʳʡ ʩʦʥʝʪ ʟʘʚʝʨʰʘʝʪʩʷ ʧʝʨʚʦʡ ʩʪʨʦʢʦʡ ʧʝʨʚʦʛʦ ʩʦʥʝʪʘ. ʇʷʪʥʘʜʮʘʪʳʡ ʩʦʥʝʪ 

(ʤʘʛʠʩʪʨʘʣʴʥʳʡ ʩʦʥʝʪ, ʤʘʛʠʩʪʨʘʣ) ʩʦʩʪʦʠʪ ʠʟ ʧʝʨʚʳʭ ʩʪʨʦʢ ʧʨʝʜʰʝʩʪʚʫʶʱʠʭ ʯʝʪʳʨʥʘʜʮʘʪʠ 

ʩʦʥʝʪʦʚ5 [8]. 

ɹʝʟʫʩʣʦʚʥʦ, ʙʳʣʦ ʙʳ ʦʰʠʙʢʦʡ ʠʩʢʘʪʴ ʚ ʩʦʯʠʥʝʥʠʠ ɺ. ɹʝʣʷʝʚʘ ʧʨʷʤʳʝ ʩʦʚʧʘʜʝʥʠʷ ʩ 

ʣʠʪʝʨʘʪʫʨʥʦʡ ʬʦʨʤʦʡ ʚʝʥʢʘ ʩʦʥʝʪʦʚ, ʵʪʘ ʢʦʤʧʦʟʠʮʠʦʥʥʘʷ ʠʜʝʷ ʧʨʦʷʚʣʷʝʪʩʷ ʚ ʂʦʥʮʝʨʪʝ 

ʦʧʦʩʨʝʜʦʚʘʥʥʦ. ʆʪʤʝʪʠʤ ʦʩʥʦʚʥʳʝ ʪʦʯʢʠ ʩʦʧʨʠʢʦʩʥʦʚʝʥʠʷ: 1) ʟʘʢʣʶʯʠʪʝʣʴʥʳʝ ʠʥʪʦʥʘʮʠʠ 

ʯʘʩʪʝʡ ʷʚʣʷʶʪʩʷ ʪʝʤʘʪʠʯʝʩʢʠʤ ʷʜʨʦʤ ʥʘʯʘʣʘ ʧʦʩʣʝʜʫʶʱʠʭ; 2) ʂʦʤʧʦʟʠʮʠʷ ˉ7, ʢʘʢ 

ʩʚʦʝʦʙʨʘʟʥʳʡ ʤʘʛʠʩʪʨʘʣ, ʩʫʤʤʠʨʫʝʪ ʤʝʣʦʜʠʢʦ-ʨʠʪʤʠʯʝʩʢʠʝ ʬʦʨʤʫʣʳ, ʠʩʧʦʣʴʟʦʚʘʥʥʳʝ ʚ 

ʧʨʝʜʳʜʫʱʠʭ ʢʦʤʧʦʟʠʮʠʷʭ, ʘ ʪʘʢʞʝ ʦʙʲʝʜʠʥʷʝʪ ʚʩʝ ʟʚʫʯʘʚʰʠʝ ʨʘʥʝʝ ʠʥʩʪʨʫʤʝʥʪʳ, ʩʪʷʛʠʚʘʷ ʢ 

ʩʝʙʝ ʣʠʥʠʠ ʦʪ ʧʨʝʜʳʜʫʱʠʭ ʢʦʤʧʦʟʠʮʠʡ. ʊʘʢʠʤ ʦʙʨʘʟʦʤ, ʵʪʘ ʯʘʩʪʴ, ʩʘʤʘʷ ʤʘʩʰʪʘʙʥʘʷ ʚ 

ʩʦʯʠʥʝʥʠʠ, ʥʘʠʙʦʣʝʝ ʧʨʦʜʦʣʞʠʪʝʣʴʥʘʷ ʠ ʧʦʣʥʘʷ ʧʦ ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʦʤʫ ʩʦʩʪʘʚʫ, ʥʦʩʷʱʘʷ 

ʦʙʲʝʜʠʥʷʶʱʠʡ ʠ ʧʦʜʳʪʦʞʠʚʘʶʱʠʡ ʭʘʨʘʢʪʝʨ, ʧʨʠʥʠʤʘʝʪ ʥʘ ʩʝʙʷ ʬʫʥʢʮʠʶ ʬʠʥʘʣʘ ʮʠʢʣʘ. 

ɿʘʤʝʪʠʤ ʧʨʠ ʵʪʦʤ, ʯʪʦ ʂʦʤʧʦʟʠʮʠʷ ˉ7 ʥʝ ʷʚʣʷʝʪʩʷ ʚ ʮʠʢʣʝ ʧʦʩʣʝʜʥʝʡ ʯʘʩʪʴʶ, ʟʘ ʥʝʡ 

ʩʣʝʜʫʝʪ Postscriptum. ɺ ʵʪʦʤ ʩʤʳʩʣʝ ʧʨʠʤʝʯʘʪʝʣʴʥʦ, ʯʪʦ ʠ ʚ ʣʠʪʝʨʘʪʫʨʝ ʥʝ ʚʩʝ ʚʝʥʢʠ ʩʦʥʝʪʦʚ 

ʦʛʨʘʥʠʯʠʚʘʶʪʩʷ ʪʨʘʜʠʮʠʦʥʥʳʤʠ ʧʷʪʥʘʜʮʘʪʴʶ ʩʦʥʝʪʘʤʠ, ʩʫʱʝʩʪʚʫʶʪ ʠ ʪʘʢʠʝ, ʢ ʢʦʪʦʨʳʤ 

ʧʨʠʩʦʝʜʠʥʝʥ ʝʱʝ ʦʜʠʥ ð ʢʘʢ, ʥʘʧʨʠʤʝʨ, ʧʨʦʠʩʭʦʜʠʪ ʚ ʈʦʢʦʚʦʤ ʨʷʜʝ ɺʘʣʝʨʠʷ ɹʨʶʩʦʚʘ ʩ 

ʰʝʩʪʥʘʜʮʘʪʳʤ ʩʦʥʝʪʦʤ, ʥʦʩʷʱʠʤ ʥʘʟʚʘʥʠʝ ʂʦʜʘ6. ʉʣʝʜʦʚʘʪʝʣʴʥʦ, ʝʩʣʠ ʂʦʤʧʦʟʠʮʠʷ ˉ7 ̫ ʚʣʷʝʪʩʷ 

                                                           
ʩʦʙʩʪʚʝʥʥʦʡ ʢʦʤʧʦʟʠʮʠʦʥʥʦʡ ʬʫʥʢʮʠʠ, ʦʥʦ ʯʘʩʪʦ ʩʦʯʝʪʘʝʪ ʝʝ ʩ ʜʨʫʛʦʡ ʬʫʥʢʮʠʝʡ: ʬʠʥʘʣʘ ʠʣʠ çʧʝʨʚʦʛʦ 

ʧʨʦʷʚʣʝʥʠʷ ʘʢʪʠʚʥʦʩʪʠè [5, ʩ.76].   
5 ʀʥʦʛʜʘ ʤʘʛʠʩʪʨʘʣʦʤ ʷʚʣʷʝʪʩʷ ʧʝʨʚʳʡ ʩʦʥʝʪ ð ʧʨʠʤʝʨʦʤ ʤʦʞʝʪ ʩʣʫʞʠʪʴ Corona Astralis (ɿʚʝʟʜʥʘʷ 

ʢʦʨʦʥʘ) ʄʘʢʩʠʤʠʣʠʘʥʘ ɺʦʣʦʰʠʥʘ. 
6 ʃ. ɸʢʦʧʷʥ ʩʯʠʪʘʝʪ, ʯʪʦ ʪʘʢʦʝ ʥʘʟʚʘʥʠʝ ʰʝʩʪʥʘʜʮʘʪʳʡ ʩʦʥʝʪ ʈʦʢʦʚʦʛʦ ʨʷʜʘ ɺ. ɹʨʶʩʦʚʘ ʧʦʣʫʯʠʣ ʧʦ 

ʘʥʘʣʦʛʠʠ ʩʦ ʩʪʨʦʝʥʠʝʤ ʪʘʢ ʥʘʟʳʚʘʝʤʦʛʦ çʭʚʦʩʪʘʪʦʛʦ ʩʦʥʝʪʘè (ʩʦʥʝʪʘ ʩ ʢʦʜʦʡ) ð ʦʜʥʦʡ ʠʟ ʥʘʠʙʦʣʝʝ 

ʨʘʩʧʨʦʩʪʨʘʥʝʥʥʳʭ ʬʦʨʤ ʥʝʢʘʥʦʥʠʯʝʩʢʦʛʦ ʩʦʥʝʪʘ, ʢʦʪʦʨʘʷ ʧʨʝʜʧʦʣʘʛʘʝʪ ʧʨʠʩʦʝʜʠʥʝʥʠʝ ʥʝʩʢʦʣʴʢʠʭ 

ʜʦʧʦʣʥʠʪʝʣʴʥʳʭ ʩʪʨʦʢ ʢ ʯʝʪʳʨʥʘʜʮʘʪʠ ʦʩʥʦʚʥʳʤ [9, ʩ.50]. 
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ʬʠʥʘʣʦʤ ʂʦʥʮʝʨʪʘ, ʪʦ ʝʛʦ ʚʦʩʴʤʘʷ ʯʘʩʪʴ, ʥʘʟʚʘʥʥʘʷ Postscriptum (ʧʦʩʣʝʩʣʦʚʠʝ), ʥʘʜʝʣʝʥʘ 

ʬʫʥʢʮʠʝʡ ʢʦʜʳ ʚʩʝʛʦ ʩʦʯʠʥʝʥʠʷ. 

ʆʩʥʦʚʥʦʝ ʦʪʣʠʯʠʝ ʧʨʦʠʟʚʝʜʝʥʠʷ ɺʣʘʜʠʤʠʨʘ ɹʝʣʷʝʚʘ ʦʪ ʣʠʪʝʨʘʪʫʨʥʦʛʦ ʚʝʥʢʘ ʩʦʥʝʪʦʚ 

ʟʘʢʣʶʯʘʝʪʩʷ, ʧʦʞʘʣʫʡ, ʚ ʤʝʥʴʰʝʡ ʩʪʝʧʝʥʠ ʢʨʝʧʦʩʪʠ ʚʥʫʪʨʝʥʥʠʭ ʢʦʤʧʦʟʠʮʠʦʥʥʳʭ ʩʚʷʟʝʡ. 

ʃʠʪʝʨʘʪʫʨʥʘʷ ʬʦʨʤʘ ʦʙʣʘʜʘʝʪ ʘʙʩʦʣʶʪʥʦ ʯʝʪʢʦʡ ʠʝʨʘʨʭʠʯʝʩʢʦʡ ʩʪʨʫʢʪʫʨʦʡ, ʦʩʥʦʚʘʥʥʦʡ ʢʘʢ ʥʘ 

ʩʠʩʪʝʤʝ ʦʪʥʦʰʝʥʠʡ ʤʝʞʜʫ ʧʦʵʪʠʯʝʩʢʠʤʠ ʪʝʢʩʪʘʤʠ, ʪʘʢ ʠ ʥʘ ʦʩʦʙʦʤ ʩʪʘʪʫʩʝ ʤʘʛʠʩʪʨʘʣʘ, ʢʦʪʦʨʳʡ 

ʷʚʣʷʝʪʩʷ çʢʦʥʮʝʧʪʫʘʣʴʥʦʡ ʦʩʥʦʚʦʡ ʠ ʢʚʠʥʪʵʩʩʝʥʮʠʝʡ ʠʜʝʡʥʦ-ʪʝʤʘʪʠʯʝʩʢʦʛʦ ʤʠʨʘ 

ʧʨʦʠʟʚʝʜʝʥʠʷè [9, ʩ.46] ð ʥʝ ʩʣʫʯʘʡʥʦ ʚ ʣʠʪʝʨʘʪʫʨʥʦʤ ʚʝʥʢʝ ʩʦʥʝʪʦʚ ʚʥʘʯʘʣʝ ʩʦʯʠʥʷʝʪʩʷ 

ʤʘʛʠʩʪʨʘʣ, ʘ ʟʘʪʝʤ ʠʟ ʝʛʦ ʩʪʨʦʢ ʨʦʞʜʘʶʪʩʷ ʦʩʪʘʣʴʥʳʝ ʯʘʩʪʠ. ɺ ʧʨʦʠʟʚʝʜʝʥʠʠ ɺ. ɹʝʣʷʝʚʘ ʩʚʷʟʠ 

ʤʝʞʜʫ ʯʘʩʪʷʤʠ ʮʠʢʣʘ ʭʦʪʷ ʠ ʧʨʠʩʫʪʩʪʚʫʶʪ, ʥʦ ʥʝ ʚʩʝʛʜʘ ʷʚʥʦ ʚʳʨʘʞʝʥʳ. ʏʪʦ ʞʝ ʢʘʩʘʝʪʩʷ 

ʂʦʤʧʦʟʠʮʠʠ ˉ7, ʪʦ ʦʥʘ ʚʦʟʥʠʢʣʘ ʥʝ ʜʦ, ʘ ʧʦʩʣʝ ʩʦʟʜʘʥʠʷ ʚʩʝʭ ʧʨʝʜʳʜʫʱʠʭ ʯʘʩʪʝʡ (ʧʦ 

ʚʳʨʘʞʝʥʠʶ ʘʚʪʦʨʘ, çʦʥʘ ʥʘʧʨʘʰʠʚʘʣʘʩʴ ʩʘʤʘ ʩʦʙʦʡè). ɹʦʣʝʝ ʪʦʛʦ, ʥʝʢʦʪʦʨʳʝ ʠʟ ʯʘʩʪʝʡ 

(ʥʘʧʨʠʤʝʨ, ʂʦʤʧʦʟʠʮʠʷ ˉ2) ʜʘʞʝ ʠʩʧʦʣʥʷʣʠʩʴ ʨʘʥʝʝ ʢʘʢ ʦʪʜʝʣʴʥʳʝ ʩʦʯʠʥʝʥʠʷ, ʯʪʦ ʣʠʰʥʠʡ ʨʘʟ 

ʧʦʜʪʚʝʨʞʜʘʝʪ ʠʜʝʶ ʩʶʠʪʥʦʛʦ ʧʨʠʥʮʠʧʘ, ʧʨʦʩʪʫʧʘʶʱʝʛʦ ʚ ʜʘʥʥʦʤ ʩʦʯʠʥʝʥʠʠ. 

ʇʦʤʠʤʦ ʷʨʢʦ ʚʳʨʘʞʝʥʥʳʭ ʩʚʷʟʫʶʱʠʭ ʵʣʝʤʝʥʪʦʚ, ʦʙʲʝʜʠʥʷʶʱʠʭ ʩʦʩʝʜʥʠʝ ʂʦʤʧʦʟʠʮʠʠ 

ʧʦ ʧʨʠʥʮʠʧʫ ʬʦʨʤʳ ʚʝʥʢʘ ʩʦʥʝʪʦʚ, ʥʘ ʧʨʦʪʷʞʝʥʠʠ ʢʦʥʮʝʨʪʘ ʤʦʞʥʦ ʥʘʡʪʠ ʠʩʧʦʣʥʠʪʝʣʴʩʢʠʝ 

ʧʨʠʝʤʳ ʠ ʦʩʦʙʝʥʥʦʩʪʠ ʬʘʢʪʫʨʳ, ʢʦʪʦʨʳʝ ʩʦʩʪʘʚʣʷʶʪ ʝʱʝ ʦʜʠʥ ʫʨʦʚʝʥʴ ʦʙʝʩʧʝʯʝʥʠʷ ʦʙʱʥʦʩʪʠ 

ʪʝʤʘʪʠʟʤʘ ʦʪʜʝʣʴʥʳʭ ʂʦʤʧʦʟʠʮʠʡ. ʊʘʢ, ʢʦʤʧʦʟʠʪʦʨ ʤʥʦʛʦʢʨʘʪʥʦ ʠ ʨʘʟʥʦʦʙʨʘʟʥʦ ʠʩʧʦʣʴʟʫʝʪ 

ʪʘʢʦʡ ʧʨʠʝʤ, ʢʘʢ ʘʨʧʝʜʞʠʦ: ʥʠʩʭʦʜʷʱʝʝ, ʚʦʩʭʦʜʷʱʝʝ ʠ ʚʦʣʥʦʦʙʨʘʟʥʦʝ, ʢʦʨʦʪʢʦʝ ʠ ʜʣʠʥʥʦʝ. 

ʆʜʠʥ ʠʟ ʝʛʦ ʚʘʨʠʘʥʪʦʚ, ʚʩʪʨʝʯʘʶʱʠʡʩʷ ʧʦʯʪʠ ʚʦ ʚʩʝʭ ʯʘʩʪʷʭ ʮʠʢʣʘ, ð ʨʝʣʴʝʬʥʦ ʚʦʩʧʨʠʥʠʤʘʝʤʦʝ 

ʥʘ ʩʣʫʭ ʚʦʣʥʦʦʙʨʘʟʥʦʝ ʘʨʧʝʜʞʠʦ ð ʩʪʘʥʦʚʠʪʩʷ ʚʘʞʥʦʡ ʦʙʲʝʜʠʥʷʶʱʝʡ ʷʯʝʡʢʦʡ ʚ ʪʝʤʘʪʠʯʝʩʢʦʡ 

ʜʨʘʤʘʪʫʨʛʠʠ ʢʦʥʮʝʨʪʘ. ɼʨʫʛʠʤʠ ʩʚʷʟʫʶʱʠʤʠ ʵʣʝʤʝʥʪʘʤʠ ʚʳʩʪʫʧʘʶʪ ʨʝʧʝʪʠʪʠʚʥʦʩʪʴ, 

ʛʣʠʩʩʘʥʜʠʨʦʚʘʥʠʝ ʠ ʜʨ. 

ɿʘʢʣʶʯʝʥʠʝ. ɿʘʚʝʨʰʘʷ ʢʨʘʪʢʫʶ ʢʦʤʧʦʟʠʮʠʦʥʥʦ-ʜʨʘʤʘʪʫʨʛʠʯʝʩʢʫʶ ʠ ʞʘʥʨʦʚʫʶ 

ʭʘʨʘʢʪʝʨʠʩʪʠʢʫ ʧʨʦʠʟʚʝʜʝʥʠʷ ɺ. ɹʝʣʷʝʚʘ, ʧʦʜʯʝʨʢʥʝʤ, ʯʪʦ Concert pentru un compozitor ð 

ʩʠʥʪʝʪʠʯʝʩʢʦʝ ʧʨʦʠʟʚʝʜʝʥʠʝ, ʩʦʚʤʝʱʘʶʱʝʝ ʧʨʠʟʥʘʢʠ ʨʘʟʣʠʯʥʳʭ ʞʘʥʨʦʚ. ʉʘʤ ʢʦʤʧʦʟʠʪʦʨ 

ʦʧʨʝʜʝʣʠʣ ʝʛʦ ʢʘʢ ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʳʡ ʮʠʢʣ, ʥʘʟʚʘʚ ʧʨʠ ʵʪʦʤ ʢʦʥʮʝʨʪʦʤ. ɼʝʡʩʪʚʠʪʝʣʴʥʦ, 

ʩʦʯʠʥʝʥʠʶ ʧʨʠʩʫʱ ʨʷʜ ʦʩʦʙʝʥʥʦʩʪʝʡ, ʢʦʪʦʨʳʝ ʧʦʜʪʚʝʨʞʜʘʶʪ ʥʘʣʠʯʠʝ ʧʨʠʥʮʠʧʘ 

ʢʦʥʮʝʨʪʠʨʦʚʘʥʠʷ ʢʘʢ ʩʘʤʦʛʦ ʷʨʢʦʛʦ ʘʪʨʠʙʫʪʘ ʢʦʥʮʝʨʪʥʦʛʦ ʞʘʥʨʘ, ʢʦʪʦʨʳʡ ʟʘʢʣʶʯʘʝʪʩʷ ʚ 

ʩʦʩʪʷʟʘʪʝʣʴʥʦʩʪʠ, ʚʠʨʪʫʦʟʥʦʩʪʠ, ʪʝʤʙʨʦʚʦʡ ʧʝʨʩʦʥʠʬʠʢʘʮʠʠ, ʠʤʧʨʦʚʠʟʘʮʠʦʥʥʦʩʪʠ ʠ 

ʜʠʘʣʦʛʠʯʥʦʩʪʠ [10, ʩ.22ï23]. ʅʘʨʷʜʫ ʩ ʵʪʠʤ, ʚ ʧʨʦʠʟʚʝʜʝʥʠʠ ʚ ʦʨʠʛʠʥʘʣʴʥʦʡ ʬʦʨʤʝ ʩʦʝʜʠʥʠʣʠʩʴ 

ʪʘʢʞʝ ʧʨʠʟʥʘʢʠ ʩʶʠʪʳ, ʩʠʤʬʦʥʠʠ ʠ ʚʝʥʢʘ ʩʦʥʝʪʦʚ. ɺ ʪʘʢʦʡ ʤʥʦʛʦʛʨʘʥʥʦʩʪʠ ʧʨʦʷʚʠʣʘʩʴ ʦʜʥʘ ʠʟ 

ʪʝʥʜʝʥʮʠʡ ʤʫʟʳʢʘʣʴʥʦʛʦ ʪʚʦʨʯʝʩʪʚʘ XXïXXI ʚʝʢʦʚ, ʩʚʷʟʘʥʥʘʷ ʩ ʬʦʨʤʠʨʦʚʘʥʠʝʤ ʠ 

ʫʪʚʝʨʞʜʝʥʠʝʤ çʥʦʚʦʡ ʞʘʥʨʦʚʦʡ ʢʦʥʮʝʧʮʠʠè, ʢʦʪʦʨʫʶ ʄ. ʃʦʙʘʥʦʚʘ ʥʘʟʚʘʣʘ çʩʤʝʰʘʥʥʳʤ 

ʞʘʥʨʦʤè [11, ʩ.155], ʘ ɻ. ɼʘʫʥʦʨʘʚʠʯʝʥʝ ð çʧʦʣʠʞʘʥʨʦʤè [12, ʩ.100]. ɺ ʩʚʦʶ ʦʯʝʨʝʜʴ, 

çʚʥʫʪʨʝʥʥʷʷ ʞʘʥʨʦʚʘʷ ʧʝʨʝʩʪʨʦʡʢʘ ʚʳʟʳʚʘʝʪ ʠ ʚʦʟʤʦʞʥʦʩʪʴ ʤʥʦʞʝʩʪʚʝʥʥʦʛʦ ʧʨʦʯʪʝʥʠʷ ʮʠʢʣʘ, 

ʥʝʦʜʥʦʟʥʘʯʥʫʶ ʝʛʦ ʪʨʘʢʪʦʚʢʫè [11, ʩ.164]. 

ɻʣʘʚʥʦʝ ʜʝʡʩʪʚʫʶʱʝʝ ʣʠʮʦ ʚ ʧʨʦʠʟʚʝʜʝʥʠʠ ɺ. ɹʝʣʷʝʚʘ ð ʢʦʤʧʦʟʠʪʦʨ. ʇʨʠʤʝʯʘʪʝʣʴʥʦ, 

ʯʪʦ ʠʤʝʥʥʦ ʚ XXI ʚʝʢʝ, ʢʦʛʜʘ ʨʘʟʜʘʶʪʩʷ ʛʦʣʦʩʘ ʦ çʢʦʥʮʝ ʚʨʝʤʝʥʠ ʢʦʤʧʦʟʠʪʦʨʘè, ʦʙ 

çʠʩʯʝʨʧʘʥʥʦʩʪʠ ʢʦʤʧʦʟʠʪʦʨʩʢʦʛʦ ʪʚʦʨʯʝʩʪʚʘè [13], ʘʚʪʦʨ, ʚʦʧʨʝʢʠ ʵʪʦʡ ʠʜʝʝ, ʚʦʟʚʦʜʠʪ 

ʢʦʤʧʦʟʠʪʦʨʘ ʥʘ ʧʴʝʜʝʩʪʘʣ, ʧʨʦʚʦʟʛʣʘʰʘʝʪ ʧʨʦʪʘʛʦʥʠʩʪʦʤ, ʥʘʜʝʣʷʷ ʝʛʦ ʚ ʩʚʦʝʤ ʦʧʫʩʝ ʪʨʠʝʜʠʥʦʡ 

ʬʫʥʢʮʠʝʡ: ʢʦʤʧʦʟʠʪʦʨʘ, ʜʠʨʠʞʝʨʘ ʠ ʩʦʣʠʩʪʘ. ʕʪʦ ʩʚʠʜʝʪʝʣʴʩʪʚʫʝʪ ʦ ʪʦʤ, ʯʪʦ ʤʠʩʩʠʷ 

ʢʦʤʧʦʟʠʪʦʨʘ ʝʱʝ ʥʝ ʠʩʯʝʨʧʘʥʘ, ʜʘ ʠ ʚʨʷʜ ʣʠ ʤʦʞʝʪ ʙʳʪʴ ʠʩʯʝʨʧʘʥʘ ʜʦ ʢʦʥʮʘ. ʀ ʚ ʵʪʦʤ ʩʤʳʩʣʝ 

ʧʨʦʠʟʚʝʜʝʥʠʝ Concert pentru un compozitor ʦʪʢʨʳʪʦ, ʦʥʦ ʤʦʞʝʪ ʜʦʧʦʣʥʷʪʴʩʷ ʥʦʚʳʤʠ 

ʤʫʟʳʢʘʣʴʥʳʤʠ ʦʙʨʘʟʘʤʠ, ʜʠʘʣʦʛʘʤʠ ʠ ʧʦʣʠʣʦʛʘʤʠ, ʢʦʪʦʨʳʝ ʥʝʠʩʯʝʨʧʘʝʤʳ, ʢʘʢ ʥʝʠʩʯʝʨʧʘʝʤʘ 

ʩʘʤʘ ʞʠʟʥʴ. ʇʦʜʪʚʝʨʞʜʝʥʠʝʤ ʩʢʘʟʘʥʥʦʛʦ ʩʣʫʞʠʪ ʭʦʪʷ ʙʳ ʪʦʪ ʬʘʢʪ, ʯʪʦ ʠʩʧʦʣʥʝʥʥʦʝ 4 ʘʧʨʝʣʷ 

2019 ʛ. ʚ ʄʶʥʭʝʥʝ ʧʨʦʠʟʚʝʜʝʥʠʝ ʧʦʧʦʣʥʠʣʦʩʴ ʦʜʥʦʡ ʯʘʩʪʴʶ, ʜʦʙʘʚʣʝʥʥʦʡ ʘʚʪʦʨʦʤ: ʚ ʥʦʚʦʡ 
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ʨʝʜʘʢʮʠʠ ʮʠʢʣ ʥʘʯʠʥʘʝʪʩʷ ʇʨʦʣʦʛʦʤ, ʧʨʝʜʥʘʟʥʘʯʝʥʥʳʤ ʜʣʷ ʠʩʧʦʣʥʝʥʠʷ ʥʘ ʨʘʟʥʦʚʠʜʥʦʩʪʠ 

ʙʣʦʢʬʣʝʡʪʳ helder tenor (ʠʩʧʦʣʥʠʪʝʣʴ ð ʧʨʦʬ. ɺʠʢʪʦʨ ʃʘʢʫʩʪʘ). 

Concert pentru un compozitor ɺʣʘʜʠʤʠʨʘ ɹʝʣʷʝʚʘ ð ʙʣʝʩʪʷʱʝʝ ʩʦʯʠʥʝʥʠʝ, ʥʝ ʠʤʝʶʱʝʝ 

ʘʥʘʣʦʛʦʚ ʚ ʢʦʤʧʦʟʠʪʦʨʩʢʦʤ ʪʚʦʨʯʝʩʪʚʝ ʄʦʣʜʦʚʳ. ɺ ʥʝʤ ʧʨʝʣʦʤʣʝʥʘ ʦʨʠʛʠʥʘʣʴʥʘʷ 

ʢʦʤʧʦʟʠʮʠʦʥʥʦ-ʜʨʘʤʘʪʫʨʛʠʯʝʩʢʘʷ ʠʜʝʷ, ʢʦʪʦʨʘʷ ʚʦʧʣʦʱʝʥʘ ʚ ʷʨʢʦʤ ʧʦ ʤʫʟʳʢʘʣʴʥʦʤʫ ʷʟʳʢʫ 

ʧʨʦʠʟʚʝʜʝʥʠʠ, ʦʙʣʘʜʘʶʱʝʤ ʙʦʣʴʰʦʡ ʩʠʣʦʡ ʵʤʦʮʠʦʥʘʣʴʥʦʛʦ ʚʦʟʜʝʡʩʪʚʠʷ. ʂʦʥʮʝʨʪ ð ʩʦʟʜʘʥʠʝ 

ʟʨʝʣʦʛʦ ʤʘʩʪʝʨʘ, ʪʚʦʨʯʝʩʪʚʦ ʢʦʪʦʨʦʛʦ ʚʩʝʛʜʘ ʧʨʠʥʦʩʠʪ ʠʩʪʠʥʥʫʶ ʨʘʜʦʩʪʴ ʚʩʝʤ, ʢʪʦ ʩ ʥʠʤ 

ʩʦʧʨʠʢʘʩʘʝʪʩʷ. 
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         780.8:780.644.2:781.68 

         780.8:780.644.2:781.7(478) 
Ċn articolul prezentat autorul analizeazŁ sub aspect muzicologic ѽi interpretativ unul dintre cele mai 

populare cicluri instrumentale naѿionale ð ĂPatru piese pentru fagot ѽi pianò de Oleg Negruѿa. Interesul sporit 

pentru creaѿia vizatŁ reiese din popularitatea ei, argumentatŁ prin includerea acesteia ca lucrare obligatorie la 

diferite concursuri naѿionale ѽi internaѿionale. De asemenea, ciclul menѿionat este introdus ´n repertoriul solistic 

al autorului, fiind interpretat recent ´n cadrul unui recital de doctorat. Ċn studiul de faѿŁ sunt prezentate unele 

recomandŁri ce ѿin de modul de interpretare a creaѿiei de referinѿŁ, utile at©t tinerilor interpreѿi c©t ѽi celor 

profesioniѽti. Materialul vizat poate fi aplicat ´n cadrul unor discipline ca ĂInstrumentò, ĂIstoria artei 

interpretativeò ѽi ĂMetodica predŁrii disciplinei de specialitateò. 

Cuvinte-cheie: Oleg Negruѿa, ciclu instrumental, fagot, scherzo, doinŁ, horŁ, nocturnŁ, burlescŁ 

 

In this article, the author presents an interpretative analysis of one of the most popular national 

instrumental cycles "Four Pieces for Bassoon and Piano" signed by Oleg Negrutsa. The increased interest stems 

from its popularity, argument for including this composition as mandatory pieces in various national and 

international competitions. Also, this cycle is introduced in the authorôs soloist repertoire, being interpreted 

recently in a doctoral recital. In this study are presented some recommendations regarding the interpretation, 

useful both for the young interpreters and for the professional ones. This material can be used in such disciplines 

as Instrument, History of Interpretative Art and Methodology of Teaching Specialty. 

Keywords: Oleg Negrutsa, instrumental cycle, bassoon, scherzo, doina, hora, nocturne, burlesque 

 
Introducere. Oleg NegruἪa este un compozitor binecunoscut ´n Republica Moldova, membru 

al Uniunii Compozitorilor Ἠi Muzicologilor care a semnat numeroase lucrŁri instrumental-camerale Ἠi 

orchestrale cu participarea instrumentelor de suflat din lemn, printre care un loc aparte ocupŁ 

miniaturile: douŁ piese pentru clarinet Ἠi orchestrŁ de camerŁ (1997); douŁ piese pentru flaut Ἠi pian 

(1983); Ѽapte piese pentru saxofon alto Ἠi pian (1991); douŁ piese pentru clarinet Ἠi pian (1992); douŁ 

piese (Melodie, Scherzo); Vers pentru clarinet Ἠi pian (1997); trei piese pentru flaut Ἠi pian (1997); patru 

piese pentru fagot Ἠi pian (1994) etc. Toate creaἪiile menἪionate sunt incluse ´n repertoriul didactic la 

instituἪiile de ´nvŁἪŁm©nt muzical, ´n programul diferitor concursui, festivaluri naἪionale Ἠi 

internaἪionale. 

Una din particularitŁἪile de bazŁ ale creaἪiei lui O. NegruἪa o constituie lucrul cu tematismul 

folcloric. Citatul folcloric sau compunerea unor teme ´n stil popular, varierea intonaἪiilor Ἠi ritmurilor 

´mprumutate din folclor sau ´mbinarea lor cu elemente preluate din jazz, toate surprind prin prospeἪimea 

discursului muzical, gener©nd o g©ndire axatŁ pe stilistica concertului instrumental ce include 

virtuozitatea, spontaneitatea, spiritul de competiἪie ´ntre partidele instrumentale, strŁlucirea cadenἪelor 

solistice. Ċn majoritatea lucrŁrilor lui O. NegruἪa persistŁ sinteza genurilor muzicii academice cu jazz-ul 

Ἠi cu muzica popularŁ. Aceasta se manifestŁ cel mai pregnant ´n abordarea ritmico-intonativŁ a 
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materialului muzical, d©nd naἨtere unor fuziuni stilistice interesante marcate de profesionalism, gust 

artistic, dar Ἠi de o bunŁ cunoaἨtere a compoziἪiei. 

Ciclul Patru piese pentru fagot ѽi pian scris ´n 1994, este alcŁtuit din piese separate inspirate 

din folclorul orŁѽenesc care nu este legat de sfera rusticŁ sau de anumite obiceiuri. Autorul manifestŁ o 

bogatŁ fantezie componisticŁ implic©nd tot ambitusul instrumentului, explor©nd din plin particularitŁἪile 

sale tehnice Ἠi interpretative.  

Prima piesŁ, intitulatŁ Scherzo, se ´ncadreazŁ ´n forma tripartitŁ complexŁ A + B + A1 cu partea 

medianŁ bazatŁ pe material relativ nou, repriza Da capo Ἠi o micŁ codŁ. Introducerea primei pŁrἪi A 

include 3 mŁsuri cu o vŁditŁ contrapunere ritmicŁ ´ntre miἨcarea pe triolet a liniei melodice solistice, 

ritmului de patru pŁtrimi ´n partida pianului cre©nd o stare de incertitudine. OdatŁ cu trecerea la mŁsura 

de 3/8 (m.4), are loc o anticipare ritmicŁ a ceea ce va constitui materialul de bazŁ al pŁrἪii vizate. 

Structura ternarŁ cu accentuarea primului timp atribuie lucrŁrii caracteristicile unui vals-scherzo cu 

elemente de fantezie. Plasarea fagotului ´n octava ´nt´i genereazŁ un interesant joc timbral, ca rezultat al 

salturilor ascendent-descendente, fapt ce provoacŁ anumite dificultŁἪi legate de intonaἪia sunetelor din 

registrul grav Ἠi acut. Astfel, pentru a obἪine un sunet mai echilibrat pe ´ntreg ambitusul instrumentului, 

interpretul trebuie sŁ se asigure cu o ancie bine reglatŁ. 

Pentru a menἪine tempoul Ἠi caracterul creaἪiei este necesar de respectat cu stricteἪe indicaἪiile 

compozitorului, ce se referŁ la diferite tipuri de articulaἪie (marcato, staccato etc.). De asemenea, autorul 

recomandŁ aplicarea unei respiraἪii interpretative profunde, care sŁ asigure frazarea corectŁ Ἠi integralŁ 

a liniei melodice. Chiar dacŁ ´n textul notografic sunt indicate pauze cu valori de optime, interpretul 

trebuie sŁ evite ´ntreruperea frazei prin ´ndepŁrtarea ambuἨurii de ancie. 

Sub aspect stilistic este important de respectat divizia timpilor tari Ἠi slabi tipicŁ mŁsurii ternare 

de trei timpi, caracteristicŁ genului de vals. De asemenea, autorul propune urmŁtoarea variantŁ de 

interpretare a mm. 32, 36, 38, 39, fapt care, conform opiniei noastre, va contribui la obἪinerea unei 

tehnici interpretative mai lejere. MenἪionŁm, cŁ acelaἨi procedeu poate fi aplicat Ἠi ´n coda finalŁ a 

piesei. 

Exemplul 1: 

Varianta compozitorului: 

 
Exemplul 1a: 

Varianta autorului: 

 
ConstrucἪia interioarŁ a pŁrἪii este una tripartitŁ simplŁ a+b+a1 alcŁtuitŁ din trei perioade pŁtrate 

a c©te 16 mŁsuri: a  ð mm.8ï23, b ð mm.24ï39, a1 ð mm.40ï55. DacŁ prima propoziἪie din a are la 

bazŁ ritmul alcŁtuit din trei optimi Ἠi o pŁtrime cu o optime (Ex.10a), propoziἪia a douŁ etaleazŁ grupul 

din patru Ἠaisprezecimi (Ex.10b) ce accelereazŁ vŁdit tematismul solistic, dar Ἠi cel al 

acompaniamentului (m.28). 

Exemplul 2: 
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Exemplul 2a: 

 
SecἪiunea medianŁ este Ἠi ea o perioadŁ monotematicŁ din douŁ propoziἪii pŁtrate a cŁrei 

culminaἪie (m.39) declanἨeazŁ repriza localŁ. AceastŁ reprizŁ este dinamizatŁ prin cromatizarea modului, 

prin utilizarea structurii de patru Ἠaisprezecimi, cromatizarea descendentŁ a liniei basului Ἠi ostinato ritmic 

din m©na dreaptŁ a pianului ´n care pe parcursul a 12 mŁsuri se perindŁ diferite intervale, toate incluz©nd 

sunetul do1 (mm.44ï51). 

Partea medianŁ B este liricŁ, tempoul Meno mosso o apropie de genul de impromptu muzical, 

cantabil, meditativ. Tematismul solistic este scris dupŁ principiul muzicii vocale fŁrŁ salturi ascendente 

sau descendente, fŁrŁ o cromatizare excesivŁ (observatŁ anterior). TotodatŁ, structura ritmicŁ nu este 

simplŁ. Atrage atenἪia ritmul de triolet ´n cadrul mŁsurii de 4/4 care, menἪinut permanent creeazŁ iluzia 

mŁsurii de 12/8, ce se ´nt©lneἨte ´n muzica folcloricŁ la horele rare; pe c©nd ´n partida pianului predominŁ 

mŁsura de 4/4 Ἠi doar ´n momente de òrŁspunsò, compozitorul aduce trioletul ´n factura lui, astfel rezultŁ 

o construcἪie polimetricŁ, destul de staticŁ dar fŁrŁ monotonie. Ċn plus, autorul modeleazŁ accentul 

metric cu ajutorul ligii, dupŁ principiul muzicii de jazz, evit©nd timpii accentuaἪi ai trioletului. Forma 

de perioadŁ din douŁ propoziἪii, augmentatŁ cu o micŁ ´ncheiere rŁm©ne deschisŁ fŁc©nd loc reprizei Da 

capo. Se ´ncheie piesa cu o codŁ destul de dinamicŁ ´n care este iarŁἨi readus procedeul de formare a 

structurii ritmice sincopate prin unirea optimilor peste bara de mŁsurŁ. 

Caracterul cantabil al secἪiunii B creeazŁ unele probleme ´n interpretare, legate preponderent de 

specificul liniei melodice expuse integral ´n registrul acut al instrumentului, ceea ce impune interpreἪii 

sŁ forἪeze ambuἨura Ἠi muἨchii abdominali, fapt care influenἪeazŁ negativ asupra culorii timbrale sonore. 

Pentru a obἪine o sonoritate mai bogatŁ, mai deschisŁ Ἠi o libertate a emisiei sonore ´n registrul acut, 

recomandŁm interpretarea zilnicŁ a acestei fraze de 4ï5 ori. De asemenea, un exerciἪiu eficient pentru 

´ntŁrirea muἨchilor faciali Ἠi abdominali este interpretarea notelor prelungite ´n registrul acut. Ca 

material auxiliar, propunem urmŁtorul model de exerciἪiu scris ´n baza materialului muzical al piesei, 

care va contribui la obἪinerea unei emisii sonore mai lejere Ἠi la deprinderea digitaἪiei: 

Exemplul 3: 

 
UrmŁtoarea piesŁ, ´ntitulatŁ Doina ѽi Hora ́ ncepe cu o scurtŁ introducere, dupŁ care urmeazŁ o 

secἪiune solisticŁ destul de desfŁἨuratŁ fŁrŁ bara de mŁsurŁ, ceea ce evidenἪiazŁ caracterul doinit, 

improvizatoric al tematismului. Doina ad libitum ð remarca autorului, este susἪinutŁ de multiple 

fermate Ἠi de structuri ritmice asimetrice, binare, ternare sau de triolet. ToatŁ construcἪia poate fi 

´mpŁrἪitŁ ´n trei secἪiuni convenἪionale. Prima se ´ncheie cu do ð doime cu punct prelungitŁ de fermatŁ, 

a doua ï cu acelaἨi do, dar pŁtrime cu punct, la fel sub coroanŁ. Ambele sunt marcate tonal de tetracordul 

inferior a modului frigic care are un semiton diatonic la bazŁ (des-c), SecἪiunea a treia repetŁ ´n octava 

´nt©ia intonaἪiile din linia melodicŁ expusŁ dar rŁm©ne deschisŁ pentru a trece direct, fŁrŁ nicio 

introducere, ´n partea a doua miἨcatŁ. Caracterul acestei cvasi-doine  este unul lirico-narativ, aspectul 

puἪin visŁtor fiind stabilit de tonalitatea Es-dur, enunἪatŁ la ´nceput chiar din primul acord la pian. Astfel, 
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nu putem atribui aceastŁ parte ´n totalitate genului de doinŁ, aici fiind vorba mai degrabŁ de un c©ntec 

de jale Ἠi de dor. 

Un moment important ´n secἪiunea vizatŁ este modul de interpretare a doinei ca specie 

folcloricŁ, care de fapt ´n aceastŁ piesŁ are funcἪia de cadenѿŁ solisticŁ. CunoaἨtem cŁ asemenea secἪiuni 

´ntotdeauna se interpreteazŁ ´ntr-un mod mai specific, aplic©nd tehnica rubato. Aceasta presupune cŁ 

interpretul, prin intermediul materialului muzical propus, ´Ἠi contureazŁ propria imagine sonorŁ, prin 

intermediul diferite procedee agogice Ἠi mijloace de expresie. Conform muzicologului rus 

N. Kor´halova, Ătermenul rubato provine din  italianŁ, semnific©nd a fura, iar sintagma rubare il tempo 

ð se traduce a fura din timp (é). Astfel aceastŁ noἪiune presupune o anumitŁ flexibilitate metro-

ritmicŁ, ´n timp ce tempoul de bazŁ se pŁstreazŁ: diminuarea tempoului se compenseazŁ cu accelerarea 

sa, Ἠi inversò [1, p.70].  

Dat fiind faptul cŁ linia melodicŁ este preponderent cantabilŁ, bazatŁ deseori pe note cu valori 

mari, este necesar de aplicat aici tehnica de vibrato, pentru a evita caracterul static al sunetului. 

CunoaἨtem cŁ ´n practica interpretativŁ se diferenἪiazŁ douŁ tipuri de vibrato: intonaѿionalŁ Ἠi 

diafragmalŁ, aici fiind de preferinἪŁ utilizarea celui de-al doilea tip. Ċn scopul ´nsuἨirii acestui procedeu, 

fagotistul rus R.Teriohin recomandŁ urmŁtoarele exerciἪii axate pe impulsuri periodice ale expiraἪiei: 

Exemplul 4: 

 
Exemplul 4a: 

 
Partea a doua, (Tempo de Hora) continuŁ aceeaἨi linie de stilizare a tiparului folcloric, marcat 

prin structuri metro-ritmice tipice genului de horŁ rarŁ. De asemenea, se evidenἪiazŁ stilistica muzicii de 

jazz ´n formule acordice cu trepte alterate, ´n sincoparea ritmului prin fŁr©miἪarea a trei optimi egale ´n 

optime cu punct ð Ἠaisprezecime Ἠi ´ncŁ o optime sau optime Ἠi patru Ἠaisprezecimi. 

Toate acestea sunt scrise de autor voit, pentru a nu repeta mecanic particularitŁἪile muzicii 

populare, dar pentru a le apropia de genul cameral. Structura tematicŁ a acestei pŁrἪi este alcŁtuitŁ din 

trei compartimente ´n care primul Ἠi al treilea reprezintŁ partida solisticŁ, iar cel din mijloc este trasat de 

pian. Procedeul de bazŁ ´n constituirea liniei melodice este jocul majorului Ἠi a minorului, c©nd 

expunerea de bazŁ este ´n Es-dur, iar se ´ncheie ´n tonalitatea paralelŁ, c-moll (mm.7ï14). Sunetele A Ἠi 

Des imprimŁ discursului nuanἪe modale (lidico-mixolidice dupŁ Es-dur sau frigico-dorice dupŁ c-moll). 
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Exemplul 5: 

 
 

 
AcelaἨi principiu este utilizat Ἠi ´n celelalte douŁ perioade a c©te 8 mŁsuri (mm.15ï22 Ἠi 23ï

30), doar cŁ a treia perioadŁ este mai degrabŁ un refren, pe c©nd primele au particularitŁἪile de strofŁ. 

Ca Ἠi tematism, linia solisticŁ este scrisŁ dupŁ specificul intonaἪional al muzicii folclorice moldoveneἨti 

din perioada anilor 70ï80, ´nsŁ registrul expunerii, planul tonal, situeazŁ fagotul ´ntr-o zonŁ timbralŁ 

destul de confortabilŁ pentru a construi imagini sonore veridice. SecἪiunea medie, dedicatŁ pianului, 

continuŁ sŁ expunŁ aceleaἨi particularitŁἪi ritmico-intonative, de mod, de caracter, realiz©nd doar un 

contrast timbral cu fagotul (mm.31ï38). ἧi aceastŁ structurŁ este o perioadŁ pŁtratŁ din 8 mŁsuri, autorul 

pŁstr©nd echilibrul formei ´ntre secἪiunile interioare. De la m.39, fagotul revine pentru a aduce partea de 

´ncheiere a Horei. Este un sf©rἨit liniἨtit, fŁrŁ accelerare de tempo sau o creἨtere dinamicŁ semnificativŁ, 

chiar dacŁ ´n ultimele douŁ mŁsuri compozitorul noteazŁ crescendo de la f la ff , saltul descendent la 

intervalul de octavŁ e1 ï e, ritenuto Ἠi eliminarea primului timp accentuat din partida pianului, ce reduce 

intensitatea sonorŁ (mm.50ï51). Modul de abordarea folclorului autohton au permis constituirea unei 

scene cvasi-rustice interesante Ἠi veritabile. 

Cel mai important moment al acestei secἪiuni reprezintŁ frazele cantabile, de proporἪii mari, ce 

necesitŁ de la interpret o foarte bunŁ respiraἪie interpretativŁ, un sunet impecabil sub aspect intonaἪional 

Ἠi timbral. Ċn acest context, L. Ginzburg recomandŁ urmŁtoarele: Ă´n procesul lucrului... este necesar de 

educat gustul pentru expresivitate, adicŁ pentru o sonoritate curatŁ, bogatŁ timbral, flexibilŁ, dinamicŁ 

Ἠi caldŁò [2, p.39]. Toate aceste calitŁἪi pot fi obἪinute prin exersŁri sistematice, lucrul zilnic asupra 

sunetului, intonaἪiei etc., fapt care va contribui la redarea corectŁ a caracterului secἪiunii vizate. 

MenἪionŁm cŁ pentru unii interpreἪi, ´n special pentru cei ´ncepŁtori, un moment dificil poate fi schimbul 

frecvent al cheilor, fapt ce poate crea unele incomoditŁἪi ´n timpul interpretŁrii. Ċn aceastŁ ordine de idei 

recomandŁm ´nsuἨirea prealabilŁ a cheilor prin intermediul diferitor studii, exerciἪii ce conἪin aceste 

chei. 

Cea de-a treia piesŁ poartŁ titlul NocturnŁ Ἠi vine sŁ descopere o nouŁ laturŁ a compozitorului 

Ἠi pianistului de jazz Oleg NegruἪa. Toate elementele tematice, intonative, de ritm, de facturŁ, ne conduc 

spre genul de blues ́ n crearea cŁruia pianul are un rol decisiv. Din prima mŁsurŁ tonica tonalitŁἪii B-dur 

este reprezentatŁ de un nonacord ´n poziἪie largŁ, arpegiato, ´n tempo lent Ἠi rubato. Aici se mai adaugŁ 


