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PREAMBUL

Primul studiu al acestui numar al revistei, semnat de Dorte Schmidt, a fost
publicat recent in Die Musikforschung (Bd. 79, nr. 1, 2026) sub titlul ,Verbindende
Wechselwirkungen werden erkennbar”. Neue Musik als Medium der ,,public diplomacy”
zwischen Rumdnien und Deutschland in der zweiten Hdlfte des 20. Jahrhunderts,
avandu-si originea intr-o comunicare sustinuta de autoare la Simpozionul Saptamanii
Internationale a Muzicii Noi din 2023. El continua directia deschisa de volumul
Tangente si intersectii. Romdnia si Germania in dialog componistic (Editura Muzical3,
2024), rezultat al aceluiasi simpozion. Analiza este una extrem de detaliatd si se
bazeaza pe o bibliografie impresionanta, iar traducerea din limba germana ne este
oferita de muzicologul Valentina Sandu-Dediu. Studiul aduce contributii inedite privind
schimburile culturale, in special muzicale, dintre Romania comunista si Republica
Federald Germania. Cercetdtoarea demonstreaza ca, in pofida izoldrii politice a
regimului Ceausescu, au existat retele active de colaborare si dialog artistic, care au
facut din muzica noua un important instrument de diplomatie culturala.

Tot la rubrica Studii, Alex Musat ne prilejuieste o intalnire cu rock-ul progresiv
din Romania si modul in care acesta a supravietuit in anii 70, sub cenzura si opresiune
politica. Urmarind evolutia stilului interpretativ al bateristilor, pe baza interviurilor cu
Mihai Farcas (Progresiv TM) si Costin Petrescu (Phoenix), precum si a analizei unor
albume reprezentative, autorul evidentiaza trasaturi precum autodidacticismul,
improvizatia Tn constructia instrumentelor, utilizarea masurilor compuse inspirate din
folclorul roméanesc si integrarea influentelor occidentale.

Muzicologul Mihai Cosma prezinta un portret profesional al academicianului
Octavian Lazar Cosma, care a dedicat peste 7 decenii activitatii muzicologice, publicand
prin cercetarile sale neobosite, o serie de volume ce raman de referinta in muzicologia
romaneascd. in acest studiu, autorul propune o parcurgere detaliatd a aparitiilor
editoriale ale academicianului, cel care a semnat mii si mii de pagini de istorie a muazicii
romanesti, inclusiv un volum deosebit de consistent despre Uniunea Compozitorilor si
Muzicologilor din Romania realizat la sarbatorirea a 75 de ani de la infiintarea acesteia.

Dialogul cu Thorsten Gubatz, propus la rubrica Interviuri, ne dezvaluie mai
multe despre acest tanar muzician, teolog si filosof pasionat de muzica romaneasca, cu
care ne-am intalnit din ce Tn ce mai des in ultimii ani nu doar in calitate de compozitor
sau interpret in festivalurile romanesti de muzica contemporana, dar si in calitate de
autor de articole publicate chiar in revista Muzica. Are o legdtura puternica cu
muzicienii romani si isi dedica mult timp promovarii creatiilor componistice romanesti
pe canalul sdu de YouTube.

George-loan Padis semneaza o recenzie a volumului Incursiuni muzicale in
Transilvania premodernd de Vlad Vaidean, aparut in 2024 la Editura Universitatii
Nationale de Muzica din Bucuresti. Articolul evidentiaza contributia acestei carti la
cunoasterea vietii muzicale din Transilvania aproximativ intre secolele al X-lea si al
XVlll-lea, rezultatad din ampla cercetare istorica intreprinsa de tanarul muzicolog caruia
i sunt apreciate “claritatea gandirii, capacitatea de sinteza si maiestria aproape
acrobatica a scriiturii”.

Andra Apostu
Redactor

3



Revista MUZICA Nr. 5 /2026

PREAMBLE

The opening study in this issue of the magazine, written by Dorte Schmidt,
was recently published in Die Musikforschung (Vol. 79, No. 1, 2026) under the title
,Verbindende Wechselwirkungen werden erkennbar”. Neue Musik als Medium der
,public diplomacy” zwischen Rumdnien und Deutschland in der zweiten Hdlfte des 20.
Jahrhunderts which originated in a paper presented by the author at the 2023
International Week of New Music Symposium. It continues the line of inquiry opened
by the volume Tangents and Intersections: Romania and Germany in Compositional
Dialogue (Editura Muzicala, 2024), which resulted from the same symposium. The
analysis is extremely detailed and draws on an impressive and diverse bibliography;
the Romanian translation from German was prepared by the musicologist Valentina
Sandu-Dediu. The study offers original insights into cultural exchanges — particularly in
the field of music — between communist Romania and the Federal Republic of
Germany. The researcher demonstrates that, despite the political isolation of the
Ceausescu regime, there were active networks of collaboration and artistic dialogue
that made new music an important vehicle of cultural diplomacy.

Also in the Studies section, Alex Musat takes us on a journey through
Romanian progressive rock and how it survived in the 1970s amid censorship and
political oppression. By tracing the evolution of drummers’ playing styles, based on
interviews with Mihai Farcas (Progresiv TM) and Costin Petrescu (Phoenix), as well as
an analysis of representative albums, the author highlights traits such as self-teaching,
improvisation in instrument construction, the use of compound meters inspired by
Romanian folklore and the integration of Western influences.

Musicologist Mihai Cosma presents a professional portrait of Academician
Octavian Lazar Cosma, who devoted more than seven decades to his tireless research,
resulting in a series of volumes that remain landmarks in Romanian musicology. In this
study, the author offers a detailed overview of the academician’s published works—he
who has authored thousands upon thousands of pages on the history of Romanian
music, including a particularly comprehensive volume on the Union of Composers and
Musicologists of Romania, published to mark the 75th anniversary of its founding.

The interview with Thorsten Gubatz reveals more about this young musician,
theologian and philosopher who is passionate about Romanian music. We have
encountered him frequently in recent years, not only as a composer and performer at
Romanian contemporary music festivals but also as the author of articles published in
the Muzica magazine. He has a strong connection to Romanian music and musicians
and devotes a lot of time to promoting Romanian compositions on his YouTube
channel.

George-loan Pais reviews the book Musical Incursions in Pre-Modern
Transylvania by Vlad Vaidean, published by the National University of Music in
Bucharest in 2024. The article highlights the book’s contribution to our understanding
of musical life in Transylvania from approximately the 10th to the 18th centuries,
through extensive historical research conducted by the young musicologist, who is
praised for his “clarity of thought, ability to synthesize, and almost acrobatic mastery
of the written word.”

Andra Apostu
Editor
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STUDII

»Interactiunile care leaga devin vizibile”.
Muzica noua ca mediator de
»public diplomacy” intre Romania si Germania
in a doua jumatate a secolului XX?!

Dorte Schmidt

In Raportul anual privind politica culturald pe 1987/88,
Departamentul cultural al Ambasadei Germaniei la Bucuresti caracteriza
Romania drept ,,unica in multe privinte: o tara socialistda care nu numai
ca nu doreste niciun contact cu Occidentul, dar nici nu vrea sa aiba de-a
face cu statele sale surori din Est”.? lzolarea autoimpusd a tarii,
constatata de diplomati cu putin timp Tnainte de prabusirea regimurilor

I Acest text are la bazd o prelegere sustinuta la conferinta ,,Punti componistice intre
Germania si Romania”, XXXIl Saptamana Internationald a Muzicii Noi, ed. 32, New
Europe College, Bucuresti. Pentru implicarea in istoria muzicii romanesti in general,
pentru aceasta invitatie Tn particular si pentru numeroasele discutii purtate la
Bucuresti si la Berlin, multumesc din suflet doamnei Valentina Sandu-Dediu, rector
NEC.
Aceasta privire asupra Romaniei se datoreaza in mare masura contextului de cercetare
al proiectului finantat de DFG ,Ereignis Darmstadt” (Evenimentul Darmstadt), la
crearea cdruia Gianmario Borio a avut o contributie importantd, in special prin
perspectiva Susannei Heiter asupra contactelor internationale ale cursurilor de vara si
prin perspectiva lui Pietro Cavallotti asupra dimensiunilor politice ale acestora. Arhiva
Cursurilor de vara de la Darmstadt, indeosebi Thomas Schéfer si Sylvia Freidank au
oferit cu multa generozitate acces la materialele de acolo si au permis tiparirea de
surse. Multe multumiri adresez Arhivei Politice a Ministerului Federal de Externe, in
special lui Knud Piening, pentru tot ajutorul acordat in obtinerea accesului la sursele de
acolo. Lucas Ligeti mi-a dat permisiunea de a cita din corespondenta tatalui sau,
Gyorgy Ligeti. Sunt indatoratd arhivei programului DAAD Artists-in-Berlin, si anume
Silviei Fehrmann si lui Kaspar Aebi, pentru accesul generos la dosare.
2 Berlin, Arhiva politicd a Ministerului Federal de Externe (PA AA): BAV 50 Buka 24608:
Raport anual 1987/88.
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politice comuniste, exprima clar frustrarea factorilor de decizie din
domeniul culturii. Se inscria, de asemenea, in intreaga traditie de
diagnostice diferit motivate puse ,cazului special al Romaniei”.
Chestiunea, dezbatuta acum pe larg, a eventualelor brese Tn asa-numita
,cortind de fier”, precum si a interactiunilor dincolo de separarea
blocurilor politice, pe care politica culturald externa miza atat de mult,
nu pare sa se aplice in acest caz, ba mai mult: evaluarea citata adauga o
dimensiune importanta acestor dezbateri, care sunt printre cele mai
interesante si complexe nu numai in istoria (cultural) politica a Europei,
concentrandu-se atat pe relatiile Est-Vest, cat si pe semnificatia
dinamicii interne a asa-numitelor state din ,blocul estic”.

Faptul ca acest asa-numit ,bloc estic” nu a fost nici atat de
consecvent, nici atat de strict separat de Occident pe cat ar fi dorit
uneori istoriografia Razboiului Rece (de ambele parti ale ,cortinei de
fier”) este, nu fara motiv, un subiect tot mai des dezbatut in ultimii ani:
imaginea lui Gyorgy Péteri privind ,cortina de nailon” a avut un impact
puternic, fiind reluatd si dezvoltatd in repetate randuri.? Keith Hitchins
remarca la randul sdu: ,Totusi, cortina de fier a fost mai permeabils,
chiar si in cazul Romaniei, decat este adesea recunoscut”.?

Faptul ca textul mult citat al lui Péteri din 2010 a servit drept
editorial pentru un numar cu tematica muzicala al revistei Slavonica,
intitulat ,Across and Beyond the East West Divide I: Transnational and
Transsystemic Tendencies in East Central Europe's Music and Musical

1 Gyérgy Péteri, ,The Nylon Curtain. Transnational and Transsystemic Tendencies in
the Cultural Life of State-Socialist Russia and East-Central Europe,” in: Slavonica 10
(2004) 2, pp. 113-123. Istoricul contemporan Michael David-Fox afirma cu referire
directa la Péteri: ,Daca investigarea Razboiului Rece cultural ca o relatie simbiotica
dincolo de diviziunea est-vest a devenit o industrie in crestere, o a doua linie de
investigatie care transcende cortina de fier abia acum devine o componenta serioasa a
agendei istorice.” (Michael David-Fox, ,Iron Curtain as Semi-Permeable Membrane.
The Origins and Demise of the Stalinist Superiority Complex,” in: Patryk Babiracki si
Kenyon Zimmer (eds.), Cold War Crossings: International Travel and Exchange Across
the Sovjet Bloc, 1940s-1960s, College Station 2014, pp. 14-39, aici p. 18). El sustine teza
conform careia Uniunea Sovietica a lui Stalin a ridicat nu atat o ,cortina de fier”, cat o
,membrana semipermeabild”, dupa cum subliniaza in titlul textului sau, si inlocuieste
metafora larg rdaspanditd a cortinei cu una noud, care subliniazd nu numai
permeabilitatea materiala conditionata, ci mai ales capacitatea de a transmite vibratii.
2 Keith Hitchins, A Concise History of Romania, Cambridge 2014, p. 292.
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Life under the Communist Era” [Peste si dincolo de diviziunea Est-Vest I:
Tendinte transnationale si transsistemice Tn muzica si viata muzicala din
Europa centrala si de est in era comunistd], poate fi interpretat ca un
indiciu al faptului ca muzica a reprezentat unul dintre cele mai
importante mijloace diplomatice in acest domeniu.! Nu intdmplator,
avand in vedere importanta economica a relatiilor dintre cele doua
blocuri in ceea ce priveste interesele comerciale germano-germane
(Republica Federalda Germana — Republica Democratda Germand, nota
trad.) si Targul Industrial German de la Berlin, Péteri concluzioneaza:

Cortina era facuta din nailon, nu din fier. Nu numai ca
era transparenta, dar se preta, de asemenea, la puternice
tendinte osmotice care globalizau cunostintele dincolo de
prapastia sistemica cu privire la cultura, bunuri si servicii. [...]
in cele din urm&, dar in mod evident, trebuie precizat ca
nailonul, spre deosebire de fier, este simbolul modernitatii
industriale in primele decenii postbelice.?

Evident, el face astfel referire la o varianta a functiei de politica
externa caracteristice perioadei postbelice, si anume legatura dintre
economie si cultura. Avand in vedere perspectiva dubla asupra relatiilor
interne si externe ale blocurilor, Germania devine un caz de studiu
deosebit de interesant. lar daca istoricul contemporan Peter Ulrich Weil3
isi indreapta atentia Tn mod specific asupra relatiei triunghiulare dintre
Romania si cele doua state germane (RFG si RDG, nota trad.) si discuta
politica lor culturald externa din anii 1950 pana la inceputul anilor 1970,
el acordd muzicii pe bund dreptate o atentie deosebitd. Tn orice caz,
pentru anii 1967-1972, Weil} o identifica chiar ca fiind ,,domeniul cel mai
continuu al auto-reprezentarii culturale” (nu doar) a Republicii Federale

! Textele care urmeazd introducerii lui Péteri (inclusiv cele ale lui Danielle Fosler-
Lussier, a carei lucrare se concentreaza pe rolul muzicii in politica culturala a Razboiului
Rece) se concentreaza, dupa cum sugereaza titlul, asupra tarilor din Europa central3,
precum Ungaria si Cehoslovacia. Tarile din sud-estul Europei, cum ar fi Romania sau
Bulgaria, nu au fost incluse aici. Referindu-se in mod repetat la Péteri, Lisa Jakelski
afirma, de asemenea, cu privire la Festivalul de toamna de la Varsovia, ca ,cortina de
fier nu era poate atat de impenetrabild pana la urma” (Lisa Jakelski, Making New Music
in Cold War Poland: The Warsaw Autumn Festival, 1956-1968, Oxford 2017, p. 134).

2 Péteri, , The Nylon Curtain...”, p. 115.
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in Romania.? in mod evident, din perspectiva RFG, muzica ar fi trebuit s3
fie un mijloc de ,public diplomacy” care sa vizeze construirea unor
legaturi pe termen lung, bazate pe comunicarea (culturald).? Chiar daca,
in ansamblu, repertoriul traditional predomind — asa cum rezuma si
Weild —, muzica contemporana joaca si ea un rol specific.

Pozitia speciala a Romaniei, de la proclamarea Republicii
Populare Romane pana la sfarsitul regimului Ceausescu, pe care nu doar
Hitchins o considera o era distincta, s-a manifestat initial ca o ruptura
fata de orientarea vest-europeana urmarita pana atunci. Nu intamplator
alege Valentina Sandu-Dediu, 1n remarcabila sa prezentare
cuprinzatoare in limba germana a muzicii romanesti din a doua jumatate
a secolului al XX-lea, schimbarea aliantei din 1944 ca punct de plecare, si
dedica spatiului de actiune politica in care s-au concretizat pozitionarile
estetice si compozitionale o sectiune detaliata separata, fara de care
aceste pozitionari nu pot fi intelese intr-un context european.’

Reorientarea politicd a Romaniei dupa 1944 si proclamarea
Republicii Populare au fost insotite, pe parcurs, de aderarea la un
stalinism dur, asociat deja din anii 1950 cu constituirea unui regim de

1 Peter Ulrich WeiB, Kulturarbeit als diplomatischer Zankapfel. Die kulturellen
Auslandsbeziehungen der beiden deutschen Staaten und Rumdniens von 1950 bis 1972,
Minchen 2010, p. 311.

2 Pentru contextul discutat aici, prefer notiunea de ,,public diplomacy” celei de ,soft
power”, deoarece se bazeaza pe observarea eforturilor de intelegere reciproca si
comunicare pentru a construi relatii pe termen lung, si include importanta institutiilor
si initiativelor societatii civile in acest sens (Johannes Paulmann, ,Auswartige
Reprdsentationen nach 1945: Zur Geschichte der deutschen Selbstdarstellung im
Ausland,” in: Paulmann, edit., Foreign Representations. Deutsche Kulturdiplomatie
nach 1945, Cologne et al. 2005, pp. 1-32, aici p. 1 si urm., precum si Claudia Auer, Alice
Scrugies si Martin Loffelholz, ,Schliisselbegriffe der Internationalen Diskussion,” in:
Kurt-Jirgen MaaR edit., Kultur und Aufenpolitik. Handbuch fiir Wissenschaft und
Praxis, a treia editie complet revizuita si extinsa, Baden-Baden 2015, pp. 38-45, aici p.
40).

3 A se vedea Valentina Sandu-Dediu, Rumédnische Musik nach 1944, Saarbriicken 2006.
De asemenea, in eseul sau ,,Rumanische Komponisten zwischen der 'gemaRigten’, der
'radikalen' Moderne und der Postmoderne”, publicat Tn acelasi an, in: Musicology.
Journal of the Serbian Academy of Sciences and Arts 6 (2006), pp. 147-164, aici in
special p. 164, unde afirma ca ,estetica de ambele parti ale ‘cortinei de fier’ s-a
sincronizat abia Tn anii 1970” si propune utilizarea unor concepte generale pentru a
descrie situatia.
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securitate si supraveghere fara precedent pand atunci.! Ambele au
supravietuit atat eforturilor de destalinizare ale lui Hrusciov, cat si
retragerii ultimilor consilieri sovietici in 1964. Tn acelasi timp, atitudinea
ideologica a noilor elite politice romane, care s-a intensificat dupa
venirea la putere a lui Ceausescu in 1965, era legata de o speranta
orientatda spre progres, de modernizare (in special economica) si de
imbunatatirea conditiilor de viata, proiectand puternic in prim-plan
interesele nationale. Acest lucru explica si deschiderea observabild de la
preluarea mandatului, care s-a incheiat insa rapid, la inceputul anilor
1970. La nivel ideologic si economic, Romania si-a croit astfel o cale
proprie printre statele blocului estic. Aceasta pozitie speciald a intarit
initial si sperantele Occidentului privind contactele (in special
economice). Pe plan intern, insa, ea a favorizat o mobilizare centralizata
(si controlata) a culturii si stiintei, n primul rand a istoriografiei, pentru
o productie a identitatii ,romanesti”, ceea ce a declansat, mai ales in
literaturd, forme specifice de rezistenta si subversiune intens discutate —
un proces caruia Hitchins 1i dedica o analiza aprofundata sub expresia-
cheie de ,luptd culturald”.? Avand in vedere prabusirea structurilor
autocratice, el insista mai ales asupra mecanismelor cenzurii atunci cand
diagnosticheazd un fel de ,paradox post-tranzitie”.? lerarhia valorilor
valabila anterior nu punea sub semnul intrebarii doar pozitiile (de
continut, politice, estetice), ci mai ales modalitatile de adoptare a
acestor pozitii. Consecinta a fost cd mecanismele de atribuire a sensului
au intrat in miscare. in acelasi timp ins3, asa cum remarcd si Hitchins in
acest context, tendinta de restabilire a vechilor relatii stranse cu Europa
(de Vest) ramane totusi evidenta.

I. ,Romania — un caz special?”
Europa si muzica noua inainte si dupa 1989

,Singura abordare valoroasa si promitatoare ar putea fi initiata
prin prisma muzicii romanesti contemporane, deoarece in aceasta
continua sa se manifeste elemente pe deplin originale, care se

1 Hitchins, Concise History, p. 227.
2 lbidem, pp. 245-291.
3 lbidem, p. 304 f.
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detaseaza de tendintele de dezvoltare din Europa Centrald”, constata
jurnalistul Ulrich Dibelius in Siiddeutsche Zeitung, n legatura cu
interpretarea lucrarilor compozitorului George Enescu din cadrul
festivalului de la Bucuresti care i poartda numele, in articolul sdu din
1970 despre ,Sansele muzicii romanesti”.

Un aspect deosebit de imbucurator al celei de-a 5-a
editii a Festivalului Enescu din acest an a fost, prin urmare,
includerea muzicii romanesti moderne: se disting interactiuni
care creeaza legaturi, iar modelele comune sunt scoase in
evidenta tocmai prin diversitatea interpretarii. [...] Si, cu
uimire, nu putem decat sa ne intrebam de ce in afara
Romaniei se stie atat de putin despre toate acestea.?

Dupa ce a participat la Saptamana Internationald a Muzicii Noi
din 1991, fondatd de Stefan Niculescu la Bucuresti, jurnalista Gisela
Gronemeyer a observat intr-o recenzie pentru revista Musik Texte,
referindu-se la repertoriu, un dezinteres remarcabil, din punctul ei de
vedere, fata de evolutiile actuale din Europa de Vest. ,Lipsa de interes
se bazeaza (...) pe reciprocitate”, a declarat ea. ,,Nimeni de aici nu este
interesat de compozitorii romani.” Gronemeyer a vazut in acest lucru o
reactie la faptul ca ,publicul romanesc nu manifesta in prezent aproape
deloc interes pentru muzica occidentald, in timp ce, pe de alta parte,
compozitorii incearca sa se apropie de Occident.”

Totusi, si in aceasta privinta interesul fata de Romania este
redus, continua Gronemeyer:

Numele generatiei mai in varsta le stim Tn treacat,
cursurile de vara de la Darmstadt s-au ocupat putin de ei,
Anatol Vieru inca mai are contacte in Berlin de pe vremea
cand era bursier DAAD. Myriam Marbe a devenit cunoscuta
prin intermediul scenei muzicale feminine, iar Aurel Stroe
locuieste acum in Mannheim. Dar aceste intalniri sunt
sporadice, iar Anatol Vieru se plange, de exemplu, ca la

1 Ulrich Dibelius, , Die Chancen der ruminischen Musik. Eindriicke vom Enescu-Festival
in Bukarest,” in: Stiddeutsche Zeitung 17/18, octombrie 1970.
10
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inceputul anilor 1970 compozitorii romani erau mult mai
prezenti in Germania, chiar si in Donaueschingen.?

n timp ce relatarea lui Dibelius lega atribuirea unei specificitati
muzicii romanesti de observarea unor practici artistice comune si vedea
tocmai in aceasta o baza pentru interactiuni productive, pentru care
solicita Tn textul sau atentia publicului german, Gronemeyer constata, la
relativ scurt timp dupa prabusirea regimului Ceausescu, cd aceasta
legatura sperata nu parea sa reziste dincolo de sfarsitul regimului. La
prima vedere, e dificil sa admitem Th mod explicit lipsa de recunoastere
semnalata de Dibelius si Gronemeyer — cel putin in ceea ce priveste
Cursurile de vara de la Darmstadt, pe care le mentioneaza si
Gronemeyer. Cu atat mai mult, cu cat atentia ne este atrasa si de
istoriile de migratie complet diferite ale persoanelor prezente acolo. Sa
dau doar trei exemple:

Adriana Holszky isi incepuse studiile la Bucuresti, sub indrumarea
lui Stefan Niculescu, venise Tn Germania impreuna cu familia in 1976 si
isi finalizase studiile de compozitie la Stuttgart, sub indrumarea
compozitorului provenit din lugoslavia, Milko Kelemen — care, la randul
sau, venise Tn Franta si Germania incd din perioada studentiei, la
sfarsitul anilor 1950, si participase si la Darmstadt. intre 1978 si 1986,
Holszky a fost prezenta regulat la Darmstadt.

Horatiu Radulescu, discipol al lui Tiberiu Olah, Stefan Niculescu si
Aurel Stroe, s-a mutat la Paris Tn 1969 si a mentinut legaturi stranse cu
Germania, nu doar la Koln, ci, incepand din 1969, participand activ si la
Darmstadt. De la mijlocul anilor 1980, a locuit timp de un deceniu la
Freiburg si Berlin.

Carmen Maria Carneci, studenta a lui Dan Constantinescu, care
locuieste acum din nou la Bucuresti, venise in 1985 cu o bursa DAAD in
clasa lui Klaus Huber de la Freiburg, s-a mutat la Darmstadt, locuise
acolo mult timp si fusese prezenta la Cursurile de vara pana in 1990.

Peisajul era deci variat si romanii au fost intalniti in mod repetat,
in diverse moduri, pe scena muzicii noi din Germania, dar se pare ca nu

1 Gisela Gronemeyer, ,Meilensteine. Die 1. Internationale Woche neuer Musik in
Bukarest,” in: Musik-Texte 40/41 (august 1991), pp. 115-116, aici p. 116, cf. si Sandu-
Dediu, Rumdnische Musik, p. 46. Nota trad.: articolul a fost publicat in romaneste in
Muzica 4/1991, pp.169-173, dar traducerea de aici imi apartine.
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au fost perceputi ca un grup, ci mai degraba ca parte a unei avangarde
ce se considera deja internationald: in orice caz, dupa 1989 (si nu
numai), spre deosebire de alte tari est-europene, nu au rezultat de aici
discutii reciproce privind interferentele si particularitatile.

in numeroasele analize privind retelele de migratie si comunicare
dintre Europa de Est si emisfera occidentala din perioada post-
comunista, Romania este absentda — s-ar putea spune, deloc
surprinzator.? Una dintre putinele exceptii o constituie, nu intdmplator,
volumele de reportaje ,Europdische Meridiane”, parute in cadrul
»,Grazer Musikprotokoll” si editate de Susanne Niedermayr si Christian
Scheib.? Acestea includeau in mod explicit in spatiul de cercetare acele
tari care, la momentul respectiv, se orientau atat cultural, cat si politic
catre Europa. Printre acestea s-au numarat initial, in 2002, Ungaria,
Slovenia, Slovacia, Polonia, Bulgaria si Croatia, dar un an mai tarziu, intr-
un al doilea volum, cercul s-a extins cu Serbia, Cehia si, in mod special,
Romania, precum si fostele republici sovietice baltice Lituania, Estonia si
Letonia.

in prezentdrile din aceste volume se reflectd, intr-un anumit
sens, imaginea in continua schimbare a Europei sau — asa cum o
formuleaza Niedermayer si Scheib — ,, ansamblul de experiente, opinii,
traditii, judecati si prejudecati care provin din diverse constelatii
(istorice) si care genereaza identitati si perceptii despre sine in continua
schimbare”.? Atat adoptarea, cat si respingerea par sa reflecte geografia

2 7n plus fatd de numérul tematic din Slawonica mentionat anterior, a se vedea, de
asemenea, Anna Fortunova si Stefan Keym (eds.), Eastern European Emigrants and the
Internationalisation of 20th Century Music Concepts, Hildesheim 2022; reiau aici
propria contributie Tn acest volum pentru a ma concentra tocmai asupra acestei
lacune.

2 Susanna Niedermayr si Christian Scheib (edit.), European Meridians. New Music
Territories. Reportagen aus Lédndern im Umbruch, o coproductie line_in:line_out si
musikprotokoll im steirischen herbst, 2 vol., Saarbriicken 2002 si 2003.

3 Niedermayer/Scheib, ,Abstract Monarchy. Musikszenen im ehemaligen ‘Ostblock’
und ihre Transformation. Eine Serie von Momentaufnahmen und Musikgeschichten
zum Zeitpunkt eines Umbruchs” (Vortrag im Rahmen von Wien Modern 2003), in:
Multikulturelle und internationale Konzepte in der Neuen Musik, hg. von Hartmut
Krones, Wien 2008 (= Symposien zu Wien Modern, Bd. 4), S. 463-489, S. 463.
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muzicala si culturala puternic identitar-politica ce s-a dezvoltat in Europa
de Est in timpul celui de-al Doilea Razboi Mondial, de asemenea in
Statele Unite, si care a ramas importanta in politica de alianta postbelica
— Annegret Fauser a discutat acest aspect in detaliu.?

Nu este o coincidenta faptul ca festivalul Wien Modern, fondat in
1988, cu mult Tnainte de aderarea Austriei la Uniunea Europeana in
1995, a actionat ca un seismograf pentru tentativa de reorganizare a
Europei dupa caderea comunismului. La cea de-a cincea editie, in 1992,
au fost interpretati in total sapte compozitori romani, alaturi de Gyorgy
Ligeti, de obicei considerat un exilat maghiar, dar nascut in Transilvania,
si pe care caietul-program 1l numara printre compozitorii care ,au deja
dreptul la patrie in acest festival”, si lannis Xenakis, care a trdit la Paris si
a crescut in Grecia din 1932: ,Din punct de vedere national, in jurul lui
Xenakis (ndscut in Romania) se grupeaza cativa compozitori romani”.2 in
mod evident, acest grup a fost prezentat in context european. Cvartetul
cu pian al lui Xenakis a fost incadrat intr-o seara de triouri de coarde de
Miriam Marbe si Dan Dediu.?> Reinnoind, intr-un fel, axa traditionald
Bucuresti-Paris, filosoful si compozitorul Costin Miereanu, cetdtean
francez din 1977, a fost prezent alaturi de Xenakis, Luc Ferrari si
Frangois-Bernard Mache in cadrul unei seri de clavecin. Simfonia de
camera de George Enescu a deschis emblematic un intreg program
cameral romanesc: au urmat lucrari de Ana Maria Avram, Dan Dediu,
Doina Rotaru si Stefan Niculescu, in interpretarea Ensemble 20.
Jahrhundert din Viena, sub conducerea lui Peter Burwik. Concertul a fost
precedat de o convorbire publica a secretarului general al Wiener
Konzerthaus, Karsten Witt, cu compozitorii romani. Dintre acestia,

1 Annegret Fauser, ,Lessons in Musical Geography. Imagining Eastern Europe in the
United States during World War IlI,” in: Valentina Sandu-Dediu (edit.), Music in Dark
Times. Europe East and West 1930-1950, Bucuresti, Editura UNMB, 2016, pp. 19-60.
2 Lothar Knessl (edit.), Alimanach Wien Modern. 24 octombrie - 27 noiembrie 1992,
Viena 1992, p. 4.
3 N.B. Compozitia lui Dediu a fost sponsorizatda de Fundatia Alban Berg din Viena
(Knessl, Almanach, p. 137), fundatie care ii permisese deja compozitorului de origine
romana Filip Herschkowitz sa paraseasca Uniunea Sovietica in 1987. Rolul lui Gottfried
von Einem, care a fost presedinte al acestei fundatii din 1986 pana in 1995, ar merita
un studiu separat.
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Niculescu s-a remarcat prin trei concerte in total si a putut prezenta, pe
langd muzica de camerd, si o piesa orchestrald. Importanta celei din
urma a fost subliniata si In discutia mentionata, a lui Karsten Witt cu
Gyorgy Ligeti si Stefan Niculescu, care a precizat legaturile dintre cei
doi.?

Abstract Monarchy Trio, numele ansamblului maghiaro-austriac
de la care Niedermayr si Scheib au imprumutat titlul cercetarii lor asupra
festivalului din 2003, indica in mod clar efectele persistente ale vechilor
sfere de influent3 habsburgice care sunt evidente si aici.2 Tn acelasi timp,
pentru Romania, vechea si noua legatura cu Parisul (alternativa la Viena
si zona habsburgica), vizibila si astazi in peisajul urban al Bucurestiului,
se impune ca permanent punct de referintda. Acest lucru pune intr-o
lumina noua rolul special al Romaniei in asa-numitul bloc estic, subliniat
in repetate randuri de diferite parti si din diverse perspective.

Il. Doua expozitii in Germania si Romania in jurul anului 1970

Cat de mult erau incdrcate diplomatic relatiile muzicale dintre
Republica Federala Germania (RFG) si Romania in cursul anilor 1960 o
demonstreaza doua expozitii muzicale organizate de RFG in Romania si
de Romania in RFG in anii 1969 si 1970, pe care nu intdmplator Peter
Ulrich WeiR le pune in prim-plan.? Editorul Karl Vétterle, directorul
editurii Barenreiter, pe care Robert Machold il citeaza in raportul sau din
1970 ca fiind initiator al ambelor expozitii, invocase Tn discursul sdu de
deschidere de la Bucuresti ,,misiunea muzicii de a uni popoarele”.?
Wolfram Schwinger, cel care impreuna cu Heinrich Lindlar si Alfons Ott
selectionase exponatele pentru proiectul german, relateaza intr-o scurta
nota din 1969, in revista Barenreiter Musica:

1 Dan Dediu, implicat in acest festival, a proiectat recent mai multd lumind asupra
acestei legaturi, odata cu publicarea corespondentei inedite dintre Ligeti si Niculescu
din perioada 1989-1997 (Dan Dediu, , Stefan Niculescu - Gyorgy Ligeti. Corespondenta
inedita,” in: Generatia de aur a avangardei muzicale romdnesti, edit. de Antigona
Radulescu, Bucuresti, Editura UNMB, 2021, pp. 93-122).

2 Niedermayer/Scheib, , Abstract Monarchy...”, p. 263 si 273.

3 Weil}, Kulturarbeit..., p. 319.

4 Robert Machold, ,Zwei Musikausstellungen in Ruminien und in der Bundesrepublik
Deutschland,” in: Mitteilungen der Siidosteuropa-Gesellschaft (1970) H. 2, pp. 69-73,
aici p. 70.
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Tn numele presedintelui Institutului Goethe, al fostului
ambasador Peter H. Pfeiffer si al ambasadorului Germaniei la
Bucuresti, Erich Straetling, Dr. Karl Votterle a inaugurat
expozitia cu un discurs in care, pornind de la afirmatia lui
Joseph Haydn — ,limba mea este inteleasa de intreaga lume”
—, a descris universul muzicii ca pe o tara fara frontiere, si a
prezentat intalnirea dincolo de granitele ridicate de istorie,
confesiuni si sisteme politice ca o posibilitate reala de
intelegere.!

Goethe-Institut a alcatuit si trimis expozitia germana, iar din
partea romana, Comitetul de Stat pentru Culturd si Arta si Uniunea
Compozitorilor din Romania au colaborat cu Ambasada Romaniei in
Germania si Institutul pentru Relatii Externe. Amploarea acestor
proiecte se reflectd si in lista participantilor la vernisajele respective.
Machold mentionase, la deschiderea expozitiei de la Bucuresti din anul
precedent, pe langa ambasadorul german la Bucuresti, alte personalitati
de seama ale artei si muzicii romanesti, si anume pe vicepresedintele
Uniunii Compozitorilor, Zeno Vancea.? Cu ocazia vernisajului expozitiei
romanesti de la Kéln, din 21 aprilie 1970, la care Vancea a tinut discursul
festiv, Machold indica, din partea romana, pe ambasadorul Romaniei in
Germania, pe vicepresedintele si secretarul Uniunii Compozitorilor din
Romania, iar din partea germana, pe langa reprezentantii Ministerului
de Externe si ai orasului Kéln, pe ministrul afacerilor federale al landului
Baden-Wiirttemberg (care era presedintele consiliului de administratie
al Institutului pentru Relatii Externe din Stuttgart), precum si
reprezentanti ai Asociatiei editorilor de muzica germani si ai Societatii
pentru Europa de Sud-Est.

Faptul ca initiativa acestor expozitii a venit din partea industriei
editoriale germane se inscria in contextul practicii de a oferi carti cadou
si al eforturilor simultane, in cele din urma esuate, ale ambasadorului la
Bucuresti de a infiinta un institut cultural german al carui obiectiv
principal ar fi fost crearea unei biblioteci care ar fi oferit, de asemenea,

1 Wolfram Schwinger, ,Deutsche Musik in Ruminien. Eindriicke in Bukarest

gesammelt,” in: Musica 23 (1969) 4, pp. 376-377, aici p. 376.
2 Machold, ,,Zwei Musikausstellungen...”, p. 70 si urm.
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un loc pentru evenimente culturale.! Nu este o coincidenta faptul ca
Wolfram Schwinger a dedicat o sectiune speciala productiei editoriale in
scurta sa recenzie:

Ceea ce s-a vazut In expozitie poate fi numit cu
adevarat o sectiune reprezentativa a activitatii editorilor
germani de muzicd de dupa ultimul razboi: partituri, de la
editii individuale de studiu pana la cele mai importante editii
complete, carti de muzica si enciclopedii, reviste si discuri
erau expuse sub fotografii de format mare ale compozitorilor
contemporani, ale noilor sali de concert si de teatre de opera
din Germania. Vizitatorii au profitat din plin de posibilitatea
de a rasfoi volumele si de a asculta discurile. [...] Dupa
expozitie, exponatele au fost puse la dispozitia institutiilor
muzicale romane.?

Machold a relatat asadar cum intregul material al expozitiei,
constand in principal din carti, partituri si discuri, a fost ,inmanat
Republicii Romane ca dar”.?

Zeno Vancea fusese deja in Germania Thainte de deschiderea
expozitiei. Tnca din 1968, cu ocazia vizitei sale la Stuttgart, s-a evidentiat
modul 1n care interesele politicii externe (culturale) romane
reprezentate de Vancea (care viza o legatura intre ,identitatea
nationald” si stadiul contemporan al tehnicii) si cele ale Germaniei (care
se bazau pe o baza comuna de intelegere culturala) se intrepatrundeau.
Conform raportului lui Wilhelm Reiter, Vancea considera ca ,imbinarea
elementelor stilizate ale muzicii populare cu tehnica contemporana de

1 WeiR, Kulturarbeit, pp. 265-273.

2 Schwinger, ,Deutsche Musik...,” p. 376.

3 Machold, ,Zwei Musikausstellungen”, p. 70. Tn 1967, anul premierei Lontano
(Donaueschingen) si a Concertului sdu pentru violoncel (Berlin), de exemplu,
compozitorul Gyorgy Ligeti, care emigrase la Viena, a devenit cetdtean austriac, apoi a
locuit la Berlin in perioada 1969-1973, a colaborat cu editura germana Schott (Gyorgy
Ligeti, Verzeichnis seiner veréffentlichten Werke, Mainz 2022, p. 4). Ambele piese au
fost lansate si pe disc de Wergo in 1969 (WER 60 036 si WER 60 045). Editura berlineza
Bote & Bock il avea in palmaresul sau pe lannis Xenakis. Nu s-a clarificat inca daca
partiturile lor au facut parte din expozitie si nici daca Wergo, care a fost preluata de
Schott-Verlag in 1970, era deja implicata, desi industria discografica germana nu a
participat la expozitie.
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compozitie” si ,alinierea muzicii romanesti la tendintele internationale
existente ale muzicii moderne” erau ,in mare masura realizate”.?
Prin urmare, si ,,impresiile culese la Bucuresti” de Schwinger se

concentreaza in special pe muzica noua:

Este deosebit de Tmbucurator faptul ca si romanii
manifesta un interes puternic pentru promovarea muzicii lor
in Germania — ansamblul bucurestean Musica Nova a dat
startul cu lucrari ale compozitorilor romani de avangarda la
editia de anul trecut a Zilelor muzicale de la Kassel [Kasseler
Musiktagen, n. trad.] (...). O completare importanta a
expozitiei au constituit cele doua concerte de la Bucuresti (cu
acelasi program), in care Mircea Basarab a dirijat Orchestra
Filarmonicii, interpretand exclusiv muzica germana
contemporana. (...) Deoarece lucrdrile interpretate nu erau
tocmai recente,” subsemnatul a putut profita de ocazia
favorabila a doua conferinte cu exemple discografice, la
Uniunea Compozitorilor Romani si la Conservatorul din
Bucuresti, pentru a prezenta cele mai noi compozitii
germane.?

Si Robert Machold subliniaza in mod expres in raportul sau: ,a
fost o satisfactie sa constat cd multi dintre muzicienii romani — tineri si
mai Tn varsta — erau foarte bine informati cu privire la cele mai moderne
tendinte din tarile occidentale”.? Evidentiazid de asemenea perceptia
internationala asupra scenei romanesti actuale: ,,unii dintre compozitorii
mai tineri au cistigat mai multe premii internationale (Berger®, Vieru®),

1 Wilhelm Reiter, ,Musikgeschichte und Musikleben Rumaéniens. Wiirttembergische
Staatsoper in Bukarest. Besuch von Professor Zeno Vancea in Stuttgart”, in:
Mitteilungen der Siidosteuropa-Gesellschaft 8 (1968) H. 1/2, pp. 71-72, p. 71.
2 Pe 1anga Simfonia a Il-a de Hans Werner Henze (1949), Schwinger mentioneaz3 o fugi
pentru orchestrd de coarde de Karl Holler (1948), Concertante Musik de Boris Blacher
(1937) si Concertul pentru orga de Hindmith (1962) (Schwinger, Deutsche Musik, p.
377).
3 Schwinger, Muzica germana, p. 376 f.
4 Machold, ,Zwei Musikausstellungen...”, p. 70
> Berger a primit premiul de compozitie al Printului Ranier al lll-lea de Monaco, la
Monte Carlo, in 1964.
% Vieru a primit Prix international de composition musicale Reine Marie-José, la
Geneva, in 1962.
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sau au fost deja de multe ori invitati oficiali ai Festivalului de la
Darmstadt (Hrisanide, Olah, Taranu).!

Deciziile estetice si tehnice de compozitie, precum si evaluarea
lor publicistica si stiintifica se dovedesc, in lumina contextului discutat
aici, o pozitionare intr-un peisaj marcat de poli politici si estetici.

Ill. Romania la Darmstadt

Punand accentul pe perioada din jurul anului 1970, sectiunea
aceasta va analiza Cursurile de vara de la Darmstadt, evidentiate de
Machold (si, dupa cum am aratat la inceput, mentionate de Gronemeyer
in 1991 ca actor important al acestei perioade). Corespondenta dintre
Institutul international de muzica din Darmstadt (IMD) si Departamentul
cultural al Ambasadei RFG la Bucuresti, precum si dosarele proprii ale
ambasadei oferd o perspectiva asupra cadrului cultural-politic global in
care actionau finantatorii, fara de care un astfel de schimb cultural
(impresionant si din punct de vedere numeric), care a inceput in a doua
jumatate a anilor 1960 si a continuat in cele mai dificile conditii pana la
sfarsitul regimului Ceausescu, nu ar fi fost de conceput.

O sinteza realizata de Inge Kovacs in cadrul proiectului Im Zenit
der Moderne [La zenitul modernismului] despre participantii , din ,blocul
estic’ si lugoslavia”, mentioneaza pentru prima data participanti din
Romania abia in 1966 (adica ultimul an al cercetdrii sale). Kovacs
subliniaza faptul ca Serviciul german de schimb academic (DAAD) a
fncurajat participarea prin burse Tn 1964 si 1966, iar de acestea au
beneficiat in special maghiarii si cehii.?

1 Machold, ,Zwei Musikausstellungen...”, p. 71.

2 Inge Kovacs, ,Die Ferienkurse aus Schauplatz der Ost-West-Konfrontation,” in: Im
Zenit der Moderne, ed. de Gianmario Borio si Hermann Danuser, Freiburg 1997, vol. 1,
pp. 116-139, aici p. 138. Despre anii urmatori, de asemenea, Dérte Schmidt si Susanne
Heiter, ,Ereignis Darmstadt - Bedingungen einer Geschichte der Ferienkurse, 1961 bis
1994,” in: Schmidt si Heiter (ed.), Ereignis Darmstadt. Die Internationalen Ferienkurse
fiir Neue Musik Darmstadt 1962-1994, Miinchen 2024, pp. 19-109, aici pp. 70-79;
Susanne Heiter, ,Die Ferienkurse unter Friedrich Hommel, 1981 bis 1994,” in: ibidem,
pp. 277-479, aici pp. 405-407. Cu privire la programele de schimb ale DAAD pentru
cercetatori si universitari din Romania, printre altele, vezi si Weil, Kulturarbeit, pp.
203-210.
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Corespondenta IMD arata ca primii compozitori romani au luat
legatura cu Darmstadt in 1965. Totusi, materialele de arhiva releva ca
acesta nu a fost primul contact oficial: deja in 1958, in contextul unei
politici culturale post-staliniste si al concurentei culturale dintre statele
Pactului de la Varsovia, foarte probabil ca urmare a acesteia, este
consemnata deja o corespondenta cu Wolfgang Steinecke (initiatorul si
directorul Cursurilor de vara de la Darmstadt, nota trad.). In 1956 fusese
fondatd Toamna varsoviana, iar Romania a participat la prima editie.!
Doi ani mai tarziu a avut loc primul Festival si Concurs International
Enescu. Evident, si la Bucuresti crestea interesul pentru crearea unei
retele internationale prin intermediul muzicii, dincolo de ,cortina de
fier”.2 Tn martie 1958, adicd imediat nainte de desfisurarea primei
editii, secretarul Concursului Enescu s-a adresat lui Wolfgang Steinecke
si i-a cerut recomandari pentru editia inaugurala din randul actualilor si
fostilor participantilor la Cursurile de vara.? Evident, partea roméana avea
la dispozitie si fonduri pentru cheltuielile de deplasare ale muzicienilor
recomandati. La sfarsitul lunii aprilie, secretarul a confirmat trimiterea
de alte brosuri si partituri pentru piesele romanesti obligatorii la
concurs, greu de procurat in Germania.? Steinecke a acceptat aceastd
oferta si a trimis o lista internationala de 17 nume, dintre care cinci
femei.®

I Orchestra Filarmonicii George Enescu din Bucuresti a sustinut cel de-al doilea concert
cu un program care poate fi citit ca o diplomatie culturala: Suita op. 9 de Enescu a fost
urmatda de Mica Suitda de Lutoslawski, ca reverenta la tara gazda, apoi de Till
Eulenspiegel de Richard Strauss si, in final, de Simfonia nr. 2 de Haciaturian, ca
reverenta catre URSS (Jakelski, Making New Music, Appendix One, p. 173). Cu toate
acestea, prezente romanesti nu au existat in editiile urmatoare. Abia in 1962, un
compozitor roman, Aurel Stroe, avea sa fie interpretat acolo (ibidem, p. 124 si urm.).
2 Weil rezuma incercérile diplomatice de apropiere dintre Romania si Bonn din aceast3
perioada, care au fost flancate de schimburi comerciale si culturale (WeiB, Kulturarbeit,
pp. 114-115).
3 0.D., Arhiva Institutului International de Muzic§ Darmstadt (IMD): IMD-A100067-
202158-05. Acest festival a fost unul dintre proiectele de schimb fixate in planurile
culturale pentru unul si doi ani, care includeau trimiterea de ansambluri mai mari si
participarea la festivaluri (WeiR, Kulturarbeit, p. 296).
425.4.1958, IMD-A100067-202158-06.
% 6.5.1958, IMD-A100067-202158-04. Unul dintre cei recomandati initial a fost, dup3
cum se poate observa dintr-o nota scrisd de mana pe copia dactilografiata, eliminat
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Se pare insa ca schimbul de la sfarsitul anilor 1950 nu a dus la
stabilirea unor contacte durabile intre IMD si Romania. Acestea au fost
reluate abia in 1965, la initiativa partii romane, dupa ce relatiile
diplomatice dintre RFG si Romania pareau sa se fi pus in miscare odata
cu alegerea lui Ceausescu. Desi RFG deschisese deja un consulat onorific
in 1961, abia in ianuarie 1967 au fost stabilite oficial relatii diplomatice,
ceea ce a dus la deschiderea unei ambasade in luna iulie a aceluiasi an.?

Era destul de evident ca si scena muzicala din Romania miza pe
un interes crescut din partea statului pentru stabilirea de contacte.
Decizia lui Ceausescu de a nu sprijini interventia militara de la Praga a
intarit cu siguranta sperantele RFG pentru legaturi culturale si
diplomatice cu Romania. Faptul ca legatura dintre Cursurile de vara si
artistii romani s-a realizat in perioada dintre 1965 si inceputul anilor
1970, in contextul consolidarii relatiilor diplomatice generale, are o
conexiune si cu incheierea unui ,Acord de cooperare economica si
culturald” intre cele doua state in iunie 1973. Raportul anual de politicd
culturald al Ambasadei Germaniei din 1973 afirma cu optimism (in
retrospectiva — destul de derutant):

Dintre tarile socialiste din Europa de Est, Romania este
singura legata in mod natural de Europa de Vest: prin limba sa
— de familia popoarelor romanice, si prin minoritatea germana
— de tarile din spatiul cultural german si mai ales de Republica
Federala. Acest lucru ofera de la bun inceput oportunitati
favorabile activitatii culturale a tuturor tarilor occidentale si,
prin urmare, si noua.?

Faptul ca aceste oportunitati, pe care Dibelius le evocase si el in
1970 in Siiddeutsche Zeitung, erau oricum ambivalente ca fetele lui
lanus, reiese clar din sursele de la Darmstadt. O trecere in revista a

ulterior, deoarece acesta, un violonist, obtinuse o bursa pentru cursurile de vara care
aveau loc in acelasi timp.

1 A se vedea in detaliu, de exemplu, Weil, Kulturarbeit, precum si informatiile de
inventar privind ambasada din Arhiva politicd a Ministerului Federal de Externe (PA
AA), https://politisches-archiv.diplo.de/invenio/direktlink/14938690-74b6-4e6b-a86a-
2647d572c35f/.

2 PA AA: BAV 50 BUKA 13353, Raport anual privind politica culturald 1973, p. 24.
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anilor 1966-1969 arata ca primii patru participanti din 1966 — Alexandru
Hrisanide, Aurel Stroe, Tiberiu Olah si Stefan Niculescu — erau
reprezentanti de frunte ai avangardei romanesti. Formularele de
inscriere 1i identifica pe Hrisanide, Olah si Niculescu ca beneficiari ai
unor burse integrale oferite de DAAD, iar pe Stroe de asemenea ca
,beneficiar al unei burse integrale”, farda vreo mentiune despre
provenienta bursei.! Evident, programul de finantare al DAAD s-a aplicat
si artistilor romani si a actionat ca un motor al schimburilor.? Numarul
participantilor romani Tnscrisi a crescut semnificativ intre 1966 si 1969.
Chiar daca o prima privire de ansamblu nu este poate complets,
deoarece nationalitatea nu este intotdeauna mentionata 1in
documentele de Tnregistrare si trebuie verificat dupa nume si adresa, se
poate totusi forma o imagine: Costin Miereanu a venit pentru prima
data in 1967, Eugen Wendel, Cornel Taranu si Myriam Marbe in 1968,
iar compozitoarea si pianista Hilda Jerea, care fondase Ansamblul
Musica Nova din Bucuresti in 1966 si concertase deja in RFG, a participat
in 1969. Ea se straduia sa alcatuiasca programe cu un repertoriu in mare
parte avangardist care, intr-un fel, consacra muzica unora dintre primii
participanti la Cursurile de vara de pe scena muzicii noi din Germania de
Vest. Tn 1972, acest ansamblu a sustinut un concert cameral in cadrul
Cursurilor de vara de la Darmstadt, cu muzica de Olah, Marbe, Brindus,
Stroe si Nemescu. Doar conferinta anuntata a lui Radu Stan despre
,Muzica noua in Romania” nu a putut avea loc.

1IMD: A-100399-201653-08 (Hrisanide), A100401-201733-03 (Olah), A100401-201728-
11 (Niculescu), A100402-201793-03 (Stroé).

27n prezentarea sa privind schimburile stiintifice si universitare din aceastd perioads,
WeiR mentioneaza, pe baza rapoartelor anuale, ca la mijlocul anilor 1960 au fost
depuse primele cereri de burse romanesti la DAAD, insa tara se afla pe ultimul loc in
statistica DAAD privind bursele acordate in Europa de Est (Weil3, Kulturarbeit, p. 203).
Faptul cd aceste statistici au fost publicate in mod detaliat in aceste rapoarte
demonstreaza interesul public pentru acest aspect. A se vedea: ,Stipendienaufenthalte
auslandischer Wissenschaftler: Wissenschaftler aus Ost- und Sidosteuropa,” fin:
Deutscher Akademischer Austauschdienst (ed.), Jahresbericht 1966, Bonn 1967, pp. 21-
24. Acest lucru se potriveste, de asemenea, cu listele detaliate privind Europa de Est si
de Sud-Est gasite in arhiva Darmstadt, a se vedea si Dérte Schmidt, ,,Emigration and

”a
|

Transfer of Ideas,” in: Fortunova/Keym, Eastern European Emigrants, pp. 195-209.
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Sursele arata, de asemenea, ca Tnca din 1967 un numar
semnificativ dintre participantii admisi si carora li s-au acordat burse (de
catre partea germana) nu au putut caldtori si au fost nevoiti sa renunte.!
Corespondenta din perioada premergatoare participarii documenteaza
in detaliu situatia din ce in ce mai complicata cu privire la permisele de
iesire din tara. Probabil ca in acest context compozitorul Eugen Wendel
(cdruia i se permisese deja sa cdlatoreasca in 1968 si 1969) a contactat
in prealabil Ambasada RFG la Bucuresti si a informat-o ca aceste invitatii
au fost emise. Departamentul cultural s-a adresat apoi lui Ernst Thomas
(director al festivalului de la Darmstadt intre 1962-1982, nota trad.):

Compozitorul roman Eugen Wendel a informat ambasada
ca se va deplasa la Darmstadt pentru cursurile de vara din acest
an. in afara de el, au fost invitati o serie intreagd de colegi.

Pana in prezent, ambasada nu era la curent cu acest fapt
imbucurator. Ea se straduieste de ceva vreme sa organizeze o
saptamana de muzica electronicd pentru Romania. Prin urmare,
participarea romanilor la cursurile dumneavoastra de vara
prezinta aici un interes deosebit.?

Atasatul cultural responsabil, Franz Keil, a cerut o lista a
participantilor, iar Thomas a profitat de aceasta ocazie pentru a sublinia
dificultatile:

Din 1966, muzicieni romani participa regulat si Tn numar
tot mai mare la Cursurile de vara pentru muzica noua din
Darmstadt. Avand in vedere ca printre acestia se afla o serie de
compozitori extrem de talentati, am intensificat tot mai mult
relatiile si, in acest an, am acordat 23 de burse pentru Romania.
V3 atasez lista participantilor romani, cu datele lor de contact.
Pe lista sunt mentionate separat numele celor care au primit o

1 Problemele legate de permisele de iesire din tara pentru bursieri nu erau, evident, un
caz izolat, dupa cum reiese din faptul ca Kurt Miller, seful Departamentului pentru
relatii culturale externe din cadrul Ministerului Federal al Afacerilor Externe, a
mentionat acest lucru in mod specific, intr-un discurs rostit la deschiderea Societatii
Europei de Sud-Est in 1978, a se vedea: Kurt Midller, ,Kulturaustausch mit
Sudosteuropa” (prelegere cu ocazia adundrii generale anuale a Siidosteuropa-
Gesellschaft din 11 februarie 1978), in: Siidosteuropa-Mitteilungen (1978) H. 1, pp. 3-
12, p. 9, a se vedea si: Weil}, Kulturarbeit, p. 208 si cu referire la Miiller, p. 392, nota 7.

2 Ernst Thomas cétre Franz Keil, Ambasada Republicii Federale Germania la Bucuresti,
25 august 1969, IMD-A100120-201346-12.
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bursa, dar care se pare ca nu primesc pasaport romanesc care
s3 le permitd calatoria la Darmstadt.?

Tn octombrie 1970, Keil a solicitat din nou o listd a participantilor
invitati in acel an, inclusiv a celor care au fost nevoiti s anuleze.? Lista a
fost trimisa ambasadei prin posta la 5 noiembrie 1970. Aceasta arata ca
raportul dintre participanti si anulari se schimbase acum hotarator in
directia anularilor (cinci participanti fata de noua ,romani inscrisi si
acceptati care nu au calatorit”, inclusiv Tiberiu Olah si Radu Stan, de
exemplu).?

O privire in arhiva Cursurilor de vara arata pe de o parte c3,
incepand din 1966, artisti romani au activat in mod regulat la Darmstadt,
dar si, pe de alta, ce dificultati au intampinat cei care calatoreau acolo.

IV. Gyorgy Ligeti si reteaua romaneasca

Artistii au migrat in mod repetat (uneori pentru a-si continua
studiile) catre Europa de Vest. Locuri precum Darmstadt au devenit
astfel un fel de placa turnanta, un loc de intalnire pentru romanii cu
domiciliul in Romania si pentru emigranti. Daca pozitionarile artistice
sunt intotdeauna Tintelese ca localizari in peisaje estetico-politice
determinate si determinabile, va fi util pentru dezbatere sa privim
diferentiat astfel de procese de migratie. Dupa cum a aratat deja
exemplul Wien Modern, se dovedeste a fi deosebit de revelatoare
intrebarea dupa ce criterii si considerente sunt grupati protagonistii in
fiecare caz. Cine ar fi, de exemplu, compozitor roman la Darmstadt? Tn
cartea sa, Valentina Sandu-Dediu numeste artisti care au emigrat,

1 Ernst Thomas cétre [Franz] Keil, 10 septembrie 1969, IMD-A100120-2011346-10.
Despre Keil si implicarea sa in facilitarea schimburilor, si despre eforturile
Departamentului cultural al Ambasadei Romaniei de a infiinta un institut cultural
german la Bucuresti incepand cu sfarsitul anilor 1960, vezi si Weil, Kulturarbeit, in
special pp. 261 si 265-273.

2 [Franz] Keil, Ambasada Republicii Federale Germania, citre Ernst Thomas, 22
octombrie 1970, IMD-A100120-201346-07.

3 Anexa la scrisoarea lui Ernst Thomas citre Franz Keil din 5 noiembrie 1969, IMD-
A100120-201346-08. De ce plecarile nu au fost posibile in fiecare caz este o intrebare
care trebuie urmarita mai departe in arhivele romanesti, mai ales, probabil, in arhivele

Ministerului Afacerilor Externe din Bucuresti.
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precum Violeta Dinescu, Adriana Holszki si Horatiu Radulescu. Ea nu-l
include printre compozitorii ,romani” pe Gyorgy Ligeti, nascut in
minoritatea evreiasca-maghiara din Transilvania si  educat Ila
Conservatorul din Cluj — in conformitate cu pozitionarea larg impartasita
a lui Ligeti ca maghiar in exil.

O scrisoare adresata lui Ernst Thomas in 1966 arata ca formarea
timpurie la Cluj a lui Ligeti si mai ales contactele personale rezultate din
aceasta au jucat totusi un rol important in contextul prezentat aici. Intr-
un moment in care Ligeti era demult consacrat la Darmstadt (unde
participase pentru prima data in 1957), cand locuia la Viena (din 1959),
si cu un an fnainte de a obtine cetatenia austriaca, el a intervenit in
favoarea unui muzician din orasul sau natal:

Acum permiteti-mi sa va adresez o rugaminte cu totul
diferita. Am primit recent o scrisoare de la domnul Wilhelm
Demian (...), care m-a rugat sa-i facilitez accesul la materiale
informative (partituri, carti) despre noile tendinte muzicale
europene. Daca ati putea sa-i trimiteti seria de Darmstddter
Beitréige [Contributii din Darmstadt, n. tr.] v-as fi foarte
recunoscator. Domnul Demian este dirijorul principal al Operei
din Cluj-Napoca si este foarte interesat de muzica noua (il
cunosc din tinerete, deoarece am cantat sub bagheta sa in Cluj-
Napoca, cand eram membru al orchestrei). Avand in vedere ca
politica muzicala din Romania se liberalizeaza treptat, consider
ca ar fi important contactul cu persoane precum domnul
Demian. Deocamdatd, in Romania nu se pot cumpara partituri
sau carti de specialitate din Occident. Concertele de muzica
noua, care au Tnceput cu mare intensitate in Bucuresti cu un an
in urma, se limiteazd deocamdata doar la Bucuresti — in acest
sens, viata muzicald din Transilvania, si astfel din Cluj-Napoca,
este Tnca izolatd; ceea ce este permis in Bucuresti este inca in
mare parte interzis in Transilvania.

Tocmai de aceea cred ca nu este vorba doar de persoana
domnului Demian, ci, prin intermediul lui, de un grup mai mare
de muzicieni infometati de tot ce este nou. Domnul Demian
fnsusi este un compozitor conservator si de mica importanta,
dar ca dirijor si profesor este excelent si are o vasta influenta.

Am scris Tn acelasi timp si domnilor Petschull si Schlee,
pentru ca Peters si UE [Universal Edition, nota trad.] sa trimita
partituri la Cluj, dar cred ca Darmstddter Beitrdge (inclusiv
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vechile editii) ar fi materialul cel mai important — de aceea va
scriu atat de detaliat.?

Aici se vede nu doar prin angajamentul personal al lui Ligeti cat
de mult erau asteptate cu nerabdare cartile si partiturile — fondurile
expozitiei din 1969 ar fi trebuit sa raspunda tocmai acestei nevoi,
intrucat o parte din ele vor fi trimise la Conservatorul din Cluj.? Este pe
cat de evident, pe atat de probabil ca Ligeti a promovat si la Darmstadt,
dar si in general, o perspectiva diferentiata asupra Romaniei. Thomas, in
orice caz, a reactionat imediat. La 20 octombrie, Wilhelm Demian
confirma intr-o scrisoare adresata lui Thomas primirea contributiilor de
la Darmstadt si a catalogului bibliotecii. Si, intr-adevar, in anii urmatori
apar si inscrieri la Cursurile de vara din Cluj, incepand din 1968 cu Cornel
Taranu. Aplicatiile din 1969 sunt documentate in lista prezentata pentru
Ambasada, pe care figurau in total cinci bursieri din Cluj. In acest an, pe
langa Taranu, se gasesc formulare de finscriere si pentru Harald
Enghiurliu si Horatiu Cenariu (care, totusi, au fost nevoiti sa se retraga),
Dieter Acker, Vasile Herman si Erwin Junger.

V. Programul DAAD pentru rezidente artistice in Berlin si
Cursurile de vara de la Darmstadt

O incursiune in Programul DAAD pentru rezidente artistice in
Berlin, care prezinta in mod repetat interactiuni revelatoare cu Cursurile
de vara (explicate si prin legaturi personale din cadrul juriului si al
evaluatorilor),? confirma importanta contactelor de la Darmstadt pentru

1 Gyorgy Ligeti citre Ernst Thomas, 12 aprilie 1966, IMD-A100032-200663-07.
2 Celelalte universitati avute Tn vedere au fost lasi si Bucuresti, Machold 1970, p. 70.
Este foarte probabil ca printre acestea sa se fi aflat si Darmstddter Beitréige, ca produse
ale editurii Schott, precum si partituri de la editurile germane.
3 Cu privire la legdtura dintre DAAD, in special programul pentru artisti, si cursurile de
vara, a se vedea si Schmidt/Heiter, , Ereignis Darmstadt”, p. 31 si urm. si p. 37 si urm.
Remarcabile sunt observatiile programatice detaliate privind orientarea programului si
prezentarile din ce in ce mai lungi ale evenimentelor din rapoartele anuale ale DAAD
intre 1966 si 1970, care aratd cat de mult se dorea sa se obtind un impact extern. De
asemenea, este de remarcat faptul ca, incepand din 1969, se mentioneaza care artisti
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compozitorii romani. In concordantd cu statutul politic special al
Berlinului de Vest in acest proces diplomatic, programul artistic a jucat
un rol deosebit de important si complex in schimbul cu Europa de Est.?
Din runda de selectie pentru anul 1971 s-a pastrat, de exemplu,
o nota a lui Peter Nestler (directorul programului la acea vreme),
conform careia acesta ar fi primit prin telefon informatii de la Ligeti
despre noua candidati, Ligeti descriindu-l pe Aurel Stroe ca fiind ,,de cea
mai inaltd clasd”.? Astfel de aprecieri, bazate cu sigurantd si pe contacte
personale, erau decisive in domeniul muzicii. Friedrich Wilhelm
Hellmann, in calitate de reprezentant al DAAD, nu a adus, de exemplu,
nicio propunere de muzician din calatoria sa exploratorie in Romania in
1968.3 Filologii de la Universitatea din Bucuresti, in schimb, potrivit
raportului sdu, s-au aratat foarte interesati de bursele anuale si de
cursurile de vara, iar redactia revistei Neue Literatur* a mentionat
imediat numeroase nume concrete pentru programul artistic, printre
care Nicolae Breban, loan Alexandru, Ingmar Brantsch, Oskar Pastior si
altii.®> Si totusi, Olah in 1969 si Niculescu in anul urmator au fost primii
bursieri din Romania (cu exceptia lui Roman Vlad, care in 1964 era deja
demult considerat italian).® Abia apoi, din 1971, programul artistic a
inclus si scriitori. Nu este surprinzator faptul ca tocmai primii bursieri de
la Darmstadt, care avusesera deja contact cu DAAD prin finantarea
sederii lor acolo, apar si in Programul DAAD pentru artisti. Hrisanide, de
asemenea unul dintre primii participanti la Darmstadt, a ratat la un pas

isi pastreaza resedinta in Berlin dupa expirarea bursei, printre acestia fiind mentionat
in 1970 si Gyorgy Ligeti. (DAAD, Jahresbericht 1970, Bonn 1971, p. 60).

1 Weil, Kulturarbeit, p. 264 si urm.

2 Arhiva programului artistic al DAAD din Berlin: dosar Stroe, fila 37.

3 Hellmann a vizitat in detaliu Conservatorul ,Ciprian Porumbescu” dupd ce DAAD il
invitase deja pe directorul acestuia, Victor Giuleanu, in Germania. Friedrich Wilhelm
Hellmann, ,Bericht liber eine Dienstreise nach Bukarest und Sofia 13-25 mai 1968”, p.
8 si urm., PA AA: BAV 50 BUKA 13349. Pe pagina de garda, raportul este marcat in mod
expres "Confidentiall".

4 Revistd de literatura publicat3 in limba germana la Timisoara. N.trad.

> Cf. Hellmann, ,,Bericht...”, p. 9, 11 si urm.

5 A se vedea, de exemplu, DAAD, Jahresbericht 1964, Bonn 1965, p. 16, unde
Koellreuter este etichetat ,Germania/Brazilia”, iar scenografa si actrita Dagmar Hader
(ca actritd sub numele Dagmar Lassander), nascutd la Praga intr-o familie germano-
chiliana, este etichetatd ,,Germania/Chile”, ca emigrant, a se vedea ibid. p. 15.
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invitatia Tn cadrul selectiei din 1974, ocupand locul opt pe lista (sapte
participanti au fost invitati, el ar fi fost primul ,supleant”).?

Cu un an Tnainte ca Olah sa vina la Berlin in 1969, odata cu Ligeti,
in calitate de bursier, ansamblul Musica Nova din Bucuresti interpretase
lucrari ale avangardei romanesti, printre care si de Olah, la Biblioteca
Memoriala Americana din Berlin (un loc emblematic pentru schimburile
muzicale internationale). Dupa cum reiese din corespondenta sa cu
Nestler, acesta fusese deja la Berlin in aprilie 1967, imediat dupa prima
sa vizitd la Darmstadt.? Olah isi prezentase atunci piesa Columna infinitd,
inspirata de Brancusi, a cdrei aspiratie spre Tnalt atrasese atentia lui
Hans-Heinz Stuckenschmidt.?

intr-un mod similar contactelor cu Darmstadt, si cele cu
Programul de rezidente pentru artisti de la Berlin pot fi urmarite pana la
sfarsitul anilor 1980. Chiar si in 1988, cand doar un singur compozitor
roman, Horatiu Radulescu, stabilit demult in Europa de Vest, a mai
beneficiat de o bursa, DAAD si-a folosit resursele financiare pentru a
invita in mod repetat alumni romani la Berlin, iar noul director al
cursurilor de vara, Friedrich Hommel, a continuat sa se intereseze de
avangarda romaneascd. Pentru anul 1982, in arhiva se gdseste o lista
intitulata ,,Cereri de burse pentru Europa de Est”: din cele 78 de cereri
aflate acolo, 53 proveneau din Romania, iar al doilea grup ca marime, cu
12 cereri, era format din unguri.# Tn 1984, la Darmstadt, muzicieni
romani au participat la Forumul Compozitorilor, au fost inclusi n
programele concertelor si in conferinta despre tonalitate.” Dupa cum

1 A se vedea: ,Berliner Kiinstlerprogramm. Protokoll der Jury-Sitzung am 27./28. Mirz

1973 (Kopie)”, Anhang zu Karl Ruhberg an [Manfred] Steinklhler, Botschaft der

Bundesrepublik Deutschland, 30.5.1973, PA AA: BAV 50 BUKA 13349.

2 A se vedea Olah citre Nestler, 5 mai 1967, Archiv des Berliner Kiinstlerprogramms des

DAAD: Akte Olah, fila 15 si urm., precum si scrisoarea sa de cerere (nedatata), filele 17-

26, aici 21, ibid.

3 A se vedea comentariul sdu radiofonic: Stuckenschmidt, extras din scenariul emisiunii

,Gehort und beurteilt”, emisiune RIAS din 13 aprilie 1967, copie tiparita, in: Akte Olah,

fila 27.

4 Stipendiengesuche Osteuropa”, IMD-A100420-202510-19.

> Costin Miereanu, aldturi de Johannes Fritsch si Kevin Volans, a fost unul dintre

vorbitorii din introducerea Congresului despre tonalitate din 21 iulie 1984, iar Anatol

Vieru a tinut acolo o conferinta in ziua urmatoare. Carmen Carneci si Doina Rotaru au

vorbit la Forumul Compozitorilor, iar pe 24.7. cvintetul de suflatori al Radiodifuziunii
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reiese dintr-o traducere in limba engleza din arhiva Cursurilor de vara de
la Darmstadt, Anatol Vieru a scris un raport lung si detaliat pentru
revista bucuresteand Muzica despre impresia sa despre cursurile din
1984, care l-a interesat pe Hommel atat de mult, incat a fost realizata
special aceastd traducere.?

lar pentru 1986, o lista intitulata ,Participanti faserisi/anuntati
din tarile blocului estic (candidati la burse)” indica 27 din totalul de 51
de candidaturi din Romania (printre care se aflau 12 compozitori,
incluzdnd nume consacrate precum Niculescu, Marbe si Stroe).? O not3
de planificare a programului, intocmita de Hommel pentru acelasi an,
privind participantii din Bulgaria, Republica Socialista Cehoslovaca,
lugoslavia, Polonia, Romania si Ungaria mentioneaza sase nume pentru
Romania: [Costin] Cazaban, MJiriam] Marbe, [Horatiu] Radulescu,
[Anatol]Vieru, si addugate ulterior in creion: [Calin] loachimescu si
[Radu] Stan.

Pentru a intelege mai clar ce Tnsemnau aceste adnotari si cifre,
trebuie citite dosarele Ambasadei de la Bucuresti. Raportul lui Matthias
Serwo de la Institutul Cultural al RFG din 1985/86 incepe cu fraza:

Izolarea si frustrarea caracterizeaza impresiile dupa un an
petrecut in Bucuresti. Izolarea: este interzis cetatenilor acestei
tari sa vorbeasca cu strdinii. Acest lucru merge atat de departe,
incat vecinii de pe strada nu raspund la un salut. Nu exista vizite
la domiciliu. La institutii, acestea sunt rare si de obicei anuntate
in prealabil .3

Bucuresti a sustinut un concert nocturn cu un program romanesc, printre care si o
lucrare a Violetei Dinescu, care traia in Germania din 1982. A se vedea cronologia
cursurilor din 1984, Susanne Heiter, Kim Feser, Pietro Cavallotti, Dorte Schmidt:
Chronologie der Internationalen Ferienkurse fiir Neue Musik, 1967-1994. Entstanden im
Rahmen des Projekts , Ereignis Darmstadt” (Universitatea de Arte din Berlin, 2011-
2022), https://internationales-musikinstitut.de/de/chronik/ferienkurse-1984/.

1 Articol de Anatol Vieru pentru Muzica, traducere in limba englez3, IMD-A1002014-
2000029-16. Se pare ca acest articol nu a aparut la acea vreme in Muzica, ci abia mai
tarziu: Anatol Vieru, ,Darmstadt — 1984”, in Cuvinte despre sunete, Bucuresti 1994, p.
387. Nici acolo nu existd vreo mentiune despre o tiparire anterioara. Ti multumesc
Valentinei Sandu-Dediu pentru aceasta informatie.

2 IMD-A100429-202571-14. Au fost inclusi doi compozitori din RDG (inclusiv tan&rul
Steffen Schleiermacher).

30.D. (stampila de primire ambasada 24 iulie 1986), p. 1, PA AA: BAV 50 BUKA 24608.
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fn urmétorul raport din 1986/87 se aratd: ,Rien ne va plus,
aceasta este impresia pe care o ai ca sef al Institutului Cultural din
Bucuresti. Noi acordam burse, bursierii nu au voie sa calatoreasca in
straindtate”.? Si mai jos, la punctul ,Planificare ulterioard”: ,Cu
onestitate ar trebui sa spunem ca, daca atatea tari doresc un I[nstitut]
G[oethe] si totusi nu pot obtine unul, de ce sa ramanem aici, unde
suntem doar tolerati cu reticenta?”? Si, in cele din urma, in Raportul
anual privind politica culturald al Ambasadei din 1987/88, citat deja, se
poate citi chiar la Tnceput constatarea lipsita de speranta: ,Dar cel mai
grav lucru pentru oamenii intelectuali este frica”.?

Avand in vedere sursele pastrate, celebrele intalniri din zilele de
luni de la Bucuresti cu ,,maestrii din generatia de aur” (adica Niculescu,
Olah, Marbé, Stroe si Vieru), despre care povesteste de exemplu Irina
Hasnas, capata o perspectiva mai larga.* Reprezentantilor acelui grup
avansat care, in calitate de calatori, mentineau legatura cu Berlinul si
Darmstadtul, le revenea, intr-un fel, rolul de cronicari de voiaj in ambele
Llumi”, atat Tn Germania (de Vest), cat si in Romania. La intélnirile ,,de
luni” de la Bucuresti probabil ca s-or fi discutat stiluri si curente
componistice, dar altceva este fundamental: bursierii din Darmstadt si
Berlin au adus la Ateneul din Bucuresti posibilitatea unei culturi a
dialogului de la Darmstadt, Berlin etc. Credibilitatea lor se baza pe
pozitionarea estetica si politica, iar perceptia internationala i-a pus in

1 Raport anual 1986/87, fara data, fara stampila, p. 1, PA AA: BAV 50 BUKA 24608.
2 lbidem.
3 PA AA: BAW 50 BUKA 24608.
4 ,Unii compozitori serveau drept paravan, drept scut, iar sub acesta se petreceau
toate lucrurile importante. [...] Aveau loc aceste intalniri de luni, te intalneai cu un
maestru din ‘generatia de aur’ si aveau loc discutii si dezbateri despre ceea ce era nou,
indraznet. in fiecare luni, la ora cinci, ne intalneam la Ateneu.” Irina Hasnas, citata in:
Niedermeyer si Scheib, p. 474.
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lumina reflectoarelor, ceea ce le-a permis sa creeze un camuflaj in care
astfel de dezbateri au devenit posibile.?

Privirea asupra acestor retele de interactiuni culturale ofera o
perspectiva instructiva asupra relatiilor dintre compozitorii germani si
cei romani si, in lumina realitatii sumbre a regimului Ceausescu aflat in
plina desfasurare, prezinta argumente diferite fata de afirmatia ca o
astfel de ,izolare” politica duce, printr-o deconectare de la situatia
generala atat din Europa de Vest, cat si Est, la o dezvoltare guvernata de
propriile legi si, in cadrul acesteia, la una specific romaneasca. Nici nu se
poate, se pare, ajunge la esenta acestei istorii doar prin Tncercari de
sistematizare estetica.

Daca ne intoarcem in acest moment la aprecierile mentionate la
inceputul studiului de fata, descrierea situatiei facuta de Gisela
Gronemeyer in 1991 apare intr-o lumind noud. Cand scria ca romanii
,suferda mai ales de reputatia cd muzica lor nu este ‘la zi’, pentru ca
ceasurile din Est pur si simplu ticdiau altfel. Muzica din Uniunea
Sovieticd, prin contrast, este perceputa aici ca exotica”, asemenea
formulari releva la randul lor ca privirea care categoriseste astfel este ea
insasi vulnerabila la exotism. Situatia neclara de dupa reunificarea
germana era acum in centrul atentiei unei priviri ,occidentale”, ale carei
sperante de clasificare si ordine implicau, cu siguranta, si perspective
hegemonice. Lipsa de interes din partea romanilor, remarcata in diverse
ocazii, ar putea fi interpretatd ca o strategie de a se sustrage de la
acestea. Rolul particular al Romaniei, adesea evidentiat, capata in acest
context o noua dimensiune. Sursele discutate arata cum s-a dezvoltat
aceasta incredere in sine, care ii determinase deja pe Niedermayer si
Scheib, in raportul lor din 2003, s& concluzioneze: ,in Romania, oamenii
nu cauta sa recupereze timpul pierdut; ei stiu de zeci de ani ca sunt in

frunte” .2

Traducere din limba germana: Valentina Sandu-Dediu

1 Nu intdmplator Niedermeyer si Scheib afirma ca intalnirile de luni, care au loc intr-un
loc vizibil, permit sd se observe ,cum se ascunde cineva in lumina”; Niedermeyer si
Scheib, p. 474.

2 Niedermeyer/Scheib, Abstract Monarchy, p. 474.
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Nota traducatoarei

Acest studiu, publicat de curdnd cu titlul , Verbindende
Wechselwirkungen werden erkennbar”. Neue Musik als Medium der
,public diplomacy” zwischen Rumdnien und Deutschland in der zweiten
Hdlfte des 20. Jahrhunderts, in Die Musikforschung, Bd. 79 Nr. 1 (2026),
a pornit, intr-adevar, cum precizeaza autoarea, de la o comunicare
tinuta in cadrul unui simpozion din Saptamana Internationald a Muzicii
Noi, Bucuresti, 2023. Tntre timp a rezultat un volum din contributiile la
acel simpozion, pe care l-am coordonat la Editura Muzicala, in 2024:
Tangente si intersectii. Roménia si Germania in dialog componistic.
Studiul de fata se adauga drumului deschis de acel volum, si reprezinta
o premiera in studierea arhivelor germane care dezvaluie schimburile
culturale — muzicale Tn special — intre Romania comunista si Germania
federala.

SUMMARY

Dorte Schmidt

“The connections that bind us become visible.”
New music as a mediator of “public diplomacy” between Romania and
Germany in the second half of the 20th century

In the Annual Report on Cultural Policy for 1987/88, the Cultural
Department of the German Embassy in Bucharest characterized
Romania as “unique in many respects: a socialist country that not only
desires no contact with the West, but also does not want to have
anything to do with its sister states in the East.” The country’s self-
imposed isolation, noted by diplomats shortly before the collapse of the
communist regimes, clearly reflected the frustration of cultural
policymakers. It also fit into the broader tradition of variously motivated
analyses of “Romania’s special case.” The issue — now widely debated —
of possible breaches in the so-called “lron Curtain,” as well as
interactions across the divide between political blocs, on which foreign
cultural policy relied so heavily, does not seem to apply in this case; but
rather: the cited assessment adds an important dimension to these
debates, which are among the most interesting and complex not only in
Europe’s (cultural) political history, focusing both on East-West relations
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and on the significance of the internal dynamics of the so-called
“Eastern Bloc” states.

Examining these networks of cultural interactions offers an instructive
perspective on the relationships between German and Romanian
composers and, in light of the grim reality of the Ceausescu regime in
full swing, presents arguments that challenge the assertion that such
political “isolation” leads, through a disconnection from the general
situation in both Western and Eastern Europe, to a development
governed by its own laws and, within that framework, to a specifically
Romanian one. It seems, in fact, that one cannot get to the heart of this
history merely through attempts at aesthetic systematization.
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The drummers of 1970s progressive rock
in the Socialist Republic of Romania:
creative solutions under censorship

Alex Musat

Materials and methods

This study is based on a combination of primary sources, audio
recordings, and contextual historical materials. The primary sources
consist of two interviews | conducted in March 2023 with Romanian
progressive rock drummers Mihai Farcas (Progresiv TM) and Costin
Petrescu (Phoenix). These interviews focused on the musicians’
influences, technical approaches to drumming, access to instruments
and equipment, and recording conditions under the cultural constraints
of Socialist Romania.

The musical analyses draw on studio recordings by three
representative Romanian progressive rock groups of the 1970s: Phoenix
(Cei ce ne-au dat nume, 1972; Mugur de fluier, 1974; Cantafabule,
1975), Progresiv TM (Dreptul de a visa, 1976), and Sfinx (Zalmoxe, 1979).
These recordings were selected because they exemplify two distinct
aesthetic strategies within Romanian progressive rock: a synthesis of
folkloric and Western elements (Phoenix and Sfinx) and a more explicit
engagement with Western musical language (Progresiv. TM). All
recordings were accessed in their officially released versions, using
digitalized reissues on Apple Music, YouTube, and Spotify.

Additional contextual materials include interviews and secondary
literature on the cultural influence of censorship in Central and Eastern
Europe. These sources were used to situate the musical analyses within
their broader political and ideological contexts.

Musical analysis was conducted through close listening to
selected tracks, with particular attention to rhythmic structures, meter,
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timbre, instrumentation, and interaction between the drummer and
other players.

Finally, the study situates these musical practices within their
political and cultural context, particularly the impact of the July Theses
of 1971 on Romanian artistic production. By combining musical analysis
with firsthand testimony and historical framing, the article aims to
identify both shared characteristics and divergent approaches in
Romanian progressive rock drumming during the 1970s.

Introduction

Romanian music began receiving influences from rock as early as
the 1960s, with beat and rock band appearing during the second half of
the decade under Communist rule (Volceanov 2013, 746-747). However,
this cultural opening would dramatically end with Nicolae Ceausescu’s
announcement of the July Theses in 1971, which initiated a period of
intensified ideological control over the arts, culture and society, and a
return to Stalinism (Stanciu, 2013).

While British progressive rock band such as Yes and King Crimson
drew their musical language primarily from classical music and jazz
fusion (Martin and Halliwell 2011, 11), Romanian bands faced a different
set of pressures and possibilities. Under Ceausescu, folk cultural
heritage was used for political and ideological purposes, particularly to
reinforce the cult of personality and legitimize the regime (Rus 2024).
This approach surprisingly created a unique style of Eastern European
progressive rock, as some bands kept their Western musical influences
while embracing Romanian folk themes, melodies, and rhythms.

While progressive rock scholarship has flourished in recent
decades (Macan; Martin; Holm-Hudson), with detailed attention to
British and American bands, the Romanian progressive scene remains
largely unexplored in Anglophone scholarship. Works on rock music in
the Eastern Bloc (Ryback; Ramet; Beard and Rasmussen) have begun to
recover these histories, yet the specific musical practices of Romanian
progressive rock have received no sustained analytical attention.
Drawing on my own analysis of Romanian progressive rock for this
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study, | propose a twofold trajectory for the genre’s development in
1970s Socialist Republic of Romania.

The first zone comprised bands with strong folkloric influences,
in which melodies and compound meters of Romanian folk music were
mixed with Western tendencies of the genre. Phoenix exemplified this
approach most successfully, creating a unique version of progressive
rock that satisfied both artistic and ideological constraints. The second
zone included bands that embraced Western European musical
language more openly, such as Progresiv TM from Timisoara, a city
situated close the Yugoslav border.

Despite the historical and cultural significance of this music,
little has been documented about the musical language of the few
Romanian bands that popularized progressive rock in the 1970s.
Rhythmic analyses of the pieces are almost non-existent in musicological
literature, and the creative solutions developed by Romanian drummers
remain largely unexplored. In this context, conclusions about the rock
drummers of the decade were drawn following two interviews |
conducted in March 2023 with drummers Mihai Farcas (Progresiv TM)
and Costin Petrescu (Phoenix). These interviews provide information
about the creative processes, material constraints, and musical
influences that shaped the development of Romanian progressive rock.
The interviews reveal not only technical details about drum techniques
and equipment but also illuminate the broader cultural and political
context in which these musicians operated.

Historical context: constraints, exploration, and innovation
Political constraints as a means of artistic discovery

Haraszti (1987, 45) argues that artistic production can persist
even under totalitarian regimes, and that censorship may prompt
musicians to develop new techniques and strategies. This particular
dynamic can be reflected in the practice of progressive rock bands in
The Socialist Republic of Romania, where the odd time signatures
present in progressive rock camouflage it as a “folk-inspired genre”.
Moreover, Whalen (2013, 1) argues that censorship of artistic work can
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paradoxically stimulate and expand creativity rather than simply
restricting it. Therefore, if Ceausescu’s plan in 1971 was to effectively
remove Western influences from Romanian popular music, then it
produced unexpected consequences, as rock musicians began to look
for inventive ways of aligning with the Party’s cultural values.

In an interview published in 2012, Phoenix band leader and
guitarist Nicu Covaci recalled that when Ceausescu demanded all
Romanian art be based on folklore, the band responded, “If you want
folklore, we will give you folklore.” (Covaci 2012, author’s translation).
The band’s next three albums, Cei ce ne-au dat nume (Those Who Gave
Us Names, 1972), Mugur de fluier (Flute Bud, 1974), and Cantafabule
(1975) effectively embrace odd time signatures and lyrics inspired by
traditional Romanian folk songs, while simultaneously using rock
instruments, such as electric guitars, synthesizers, and drum sets. In the
same interview from, Covaci is quoted as saying:

At Electrecord [Romania’s state-owned record label], |
discovered an extraordinary resource: an archive of archaic
music, a folklore anthology containing pre-Christian rituals. |
would listen to it and weep, my hair standing on end; we
would look at each other, tears streaming, trembling. We
listened and listened until we began not merely to perform
these songs, but to compose in that style ourselves. In this
way, we were able to create a synthesis — and that is why | am
proud, because we achieved a true synthesis (Covaci 2012,
author’s translation).

Therefore, the cultural environment of the late 1960s and early
1970s provided a fertile ground for the development of Romanian rock
music that embraced Western aesthetics while remaining in line with
the ideological frameworks. Fichter (2011) argues that “a vibrant
countercultural and dissident movement developed in Romania
between 1965 and 1975,” in which young people “combined elements
of the global youth movement with local cultural and political
practices.” Therefore, the musical vocabulary of Romanian progressive
rock drummers had to be adapted to local conditions, including limited
access to musical education and scarcity of professional instruments.

Within this context, Phoenix’s band leader Nicu Covaci reflected
on the challenges of innovating under difficult circumstances:
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My intention was clear from the beginning, but the path
had not been trodden by anyone before, so | did not know if |
would succeed in turning the concept into reality. | persisted,
and the result materialized into what can be called the
“Phoenix style”. (Covaci 1994, 228, author’s translation).

However, Phoenix’s first record wasn’t initially well received by
the Communist Party. In an article published in 2023, Romanian music
outlet Rock FM notes that certain themes on the original Cei ce ne-au
dat nume project were deemed “taboo” by the cultural arbiters of the
Romanian Communist Party, leading to the planned double LP being cut
to a single release. Tracks such as “Visina” (“The Cherry”), “Cei ce ne-au
dat nume” (“Those Who Gave Us Names”) and “Cocosii Negri” (“The
Black Roosters”) were removed from the original concept because they
did not conform to the narrow folkloric and ideological frameworks
promoted by the regime (Rock FM 2023).

However, Volceanov (2013, 747-748) argues that the Communist
Party’s censorship was not always as effective. He cites the radio
broadcasts of hippie songs such as Scott McKenzie’s “San Francisco” in
the 1970s and the publication of translated Bob Dylan and Beatles lyrics
in Romanian literary magazines in the following decade as examples of
an uneven approach to censorship of Western musical and cultural
influences.

Material constraints and creative solutions

In the period immediately following the July Theses of 1971,
playing the drum set in progressive rock appears to have had several
common characteristics, regardless of the musicians’ age, level of study,
or geographic area. The two competing cities in the development of
Romanian progressive rock seemed to be Bucharest, the political and
cultural capital, and Timisoara, Romania’s westernmost major city
(Mihai Farcas, personal communication, 2023).

First and perhaps most significantly, the lack of formal education
is evident across the entire cohort of progressive rock drummers.
According to Mihai Farcas, most drummers of the genre were self-
taught and rarely graduates of high school or university studies in
classical music. The absence of formal drum instruction meant that
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Romanian rock drummers had to develop their own pedagogical
methods, learning primarily through careful listening to records (Mihai
Farcas, personal communication, 2023).

In this context, the construction of rhythms and drum fills in rock
music was accomplished without formal knowledge of the technical
elements of language on the instrument. Drummers developed their
vocabulary intuitively, guided by their ears and musical instincts rather
than by systematic instruction in rudiments, reading, or theory. Costin
Petrescu eloquently describes this process, remarking that his
accompaniment was created by appealing to knowledge accumulated
over time, to the numerous and varied rhythms memorized, and
adapting personal inspiration and technique according to the form and
style of the piece (Costin Petrescu, personal communication, 2023).

Mihai Farcas provides an even more striking illustration of this
autodidactic tradition when he admits that he first encountered the
term paradiddle (one of the most basic rudiments in Western drum
pedagogy) only in 1979, upon receiving a drumming coursebook from
jazz drummer Eugen Gondi. Until that point, Farcas had developed his
technique entirely through imitation and experimentation (Mihai Farcas,
personal communication, March 2023). Moreover, the lack of formal
training created particular challenges when it came to notation and
communication with other musicians. Costin Petrescu notes that
understanding and writing his drum parts required the assistance of his
bandmates who were students at the Conservatory (Costin Petrescu,
personal communication, 2023).

Another common point among Romanian progressive rock
percussionists was the constant influence of foreign drummers, whose
playing they studied, despite limited access to live performances or
instructional materials. According to Farcas, among the most frequently
cited influences were John Bonham, Billy Cobham, Ginger Baker, Mitch
Mitchell, Ringo Starr and Keith Moon (Mihai Farcas, personal
communication, 2023). The absence of the influence of drummers such
as Bill Bruford or Carl Palmer, whose musical language uses elements
from jazz music and classical percussion (Macan 1997, 47) suggests that
Romanian drummers were more influenced by the foundational rock
bands of the late 1960s than by the more elaborate and technically
demanding progressive rock of the early 1970s.
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In addition to individual drummers, both Mihai Farcas and Costin
Petrescu emphasize influences received from rock bands such as The
Beatles, The Doors, and The Kinks (Mihai Farcas and Costin Petrescu,
personal communication, 2023).

Adding to their self-taught character and Western European
influences, another defining feature of Romanian progressive rock
drummers in the 1970s was the lack of superior quality instruments,
compensated through various improvisations that demonstrate
remarkable determination.

Mihai Farcas reports studying with two broom handles on plastic
hats, instead of the usual practice pad. This kind of resourcefulness was
typical of Romanian musicians during this period, who mostly had to rely
on low quality instruments made in the factories of The Socialist
Republic of Romania (Mihai Farcas, personal communication, 2023).
Even more remarkable is Costin Petrescu’s construction of an entire
drum set from scratch. He states:

For the records | made with Phoenix in those periods, |
used my personal set, which consisted of a bass drum, snare
drum, two medium tom-toms, a floor tom, hi-hat, and two
large cymbals. All the drums, except for the bass drum, were
made of brass sheet, rolled, welded, and reinforced,
manufactured in Romania with the help of my father, who had
connections with workers in the field. They were fitted with a
single head and original Remo plastic skins. | covered them
with a special sticker, also brought with difficulty from
Germany (Costin Petrescu, personal communication, 2023).

This account reveals the extraordinary lengths Romanian
musicians had to go to obtain functional instruments, essentially
becoming instrument builders in addition to players. More impressively,
both the albums Cei ce ne-au dat nume (1972) and Mugur de fluier
(1974) were recorded using this particular homemade drum set (Costin
Petrescu, personal communication, 2023).

The improvisational aspect of drum set construction is also noted
by Mihai Farcas, who started using two bongos attached to the bass
drum as tom-toms; a creative substitution that added a distinctive
timbral quality to his playing while solving the problem of unavailable
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tom-toms. The drummer’s first professional instrument was a Pearl
drum set purchased in 1972, representing a significant upgrade but also
indicating that professional-quality instruments could be obtained,
albeit with difficulty and expense. Like Costin Petrescu, Farcas
complemented his drum set with percussion elements from outside the
sphere of rock music, including bongos and bells, instruments that were
apparently more accessible than standard rock drum equipment (Mihai
Farcas, personal communication, 2023).

Drumming vocabulary in the works of Phoenix, Sfinx and Progresiv TM
Phoenix: Costin Petrescu and the jazz-influenced era (1972-1974)

Costin  Petrescu’s approach to drumming with Phoenix
represents a good example of autodidacticism in Romanian progressive
rock. His inclination toward jazz is evident throughout the LPs Cei ce ne-
au dat nume (Those Who Gave Us Names, 1972) and Mugur de fluier
(Flute Bud, 1974), but reaches its apotheosis in the accompaniment and
drum solo of the piece “Negru Voda” (1972), a fourteen-minute epic
that stands as one of the masterpieces of Romanian progressive rock.
His rhythmic approach, characterized by extensive use of the hi-hat,
cymbal work, and the performance of drums fills with a swing feel
demonstrates a predilection for the jazz aesthetics, and not towards the
harsher approach of rock music.

Interestingly, Costin Petrescu’s use of jazz vocabulary on the
drums is similar to the approach used by Deep Purple drummer lan
Paice in the early 1970s. In an interview | conducted with lan Paice in
2022, he explained that his first musical influences came from big band,
swing, and jazz music (Paice 2022). Their approach is also paralleled by
Cream drummer Ginger Baker, who is quoted as saying he never played
rock, but jazz (Baker 2019), and by Bill Bruford’s remark: “We would
rather be swinging here, rather than grooving.” (Bruford 2019).

The compound meters chosen by composers Nicolae Covaci and
Josef Kappl for the early Phoenix albums have their roots in various
Romanian traditional customs, representing a conscious strategy to
satisfy the cultural nationalist requirements of the July Theses while
simultaneously pursuing progressive rock ambitions. The pieces on the
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debut LP Cei ce ne-au dat nume are explicitly inspired by shepherding
customs from Oas and Maramures in northern Romania, lamentations
from various regions, and spring and winter customs from regions such
as Banat and Suceava (Phoenix 1972).

Romanian folk music is notable for its use of asymmetric, or
aksak rhythms, which combine short and long beats into additive
sequences rather than following standard binary or ternary meters. As
ethnomusicologist Constantin Brailoiu theorized, aksak patterns are
constructed from two unequal duration units (long and short), whose
relative lengths produce a characteristic “limping” effect. These
sequences are typically cyclic and odd in total count. Bradiloiu also
exemplifies these groupings by using rhythmic combinations of
durations such as 2+3, 3+2, 2+2+3, or 2+3+2 to illustrate examples of
aksak rhythm (Brailoiu 2009, 133-167).

The songs on Cei ce ne-au dat nume fall into the following
meters: 6/4, 5/4, and 7/4 on “Introducere” (“Introduction”), 6/4
“Nunta” (“The Wedding”), 6/8 on “Paparuga” (“Rain Song”), 7/4 on
“Vara” (“Summer”), utilizing the asymmetrical meter common in
Romanian folk dance music; and 4/4 on “Toamna” (“Autumn”), “Negru
Voda” and “Pseudo-morgana”.

Noteworthy throughout these recordings is Costin Petrescu’s
jazz-tinged discourse and his use of the drum set not as a solo pretext,
but as an accompanying instrument. The use of the hi-hat is particularly
sophisticated in Petrescu’s playing. On “Introducere”, he executes rapid
sixteenth notes while opening and closing the hi-hat unevenly, creating
a constant texture that adds considerable rhythmic and timbral interest
to what might otherwise be a straightforward rock beat.

On “Vara”, the prominence of the cowbell is increased in the
audio mix, adding a bright, cutting timbre that evokes the bells worn by
sheep in mountain pastures.

Other tracks on the debut album showcase different facets of
Petrescu’s approach. “larna” (“Winter”) presents a shuffle rhythm;
“Jocul caprelor” (“The Goats’ Dance”) prominently features tom-toms,
with percussionist Valeriu Sepi literally playing goat bells as part of the
arrangement (Phoenix 1972).

The influences of jazz music are most clearly present on the
magnum opus “Negru Voda”, a multi-section piece that ranks among
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the finest achievements of Romanian progressive rock. In one section of
this piece, Josef Kappl's bass guitar solo is accompanied almost
exclusively on the hi-hat, in a swing manner with occasional random
accents on the snare drum. Subsequently, Kappl and Petrescu engage in
a dialogue clearly inspired by the improvisational exchanges common in
jazz, with Petrescu creating drum fills made up of triplets across the
entire range of the drum set, responding to and commenting on Kappl’s
bass lines in real time.

Regardless of the piece and the discourses of other band
members, Petrescu’s rhythmic approach reveals a certain predilection
for rhythms and drum fills with swing elements, evidence of his
inclination toward jazz music.

The next aloum, Mugur de fluier (Flute Bud; 1974), offers similar
discourses in compound meters while expanding the band’s sonic
palette and conceptual ambitions. Most pieces remain in 4/4, but
significant exceptions include “Mica tiganiada” (“Little Gypsy Dance”) in
5/8, “Muzica si muzichia” (“Music and Music”) alternating between 4/4
and 7/8, and “Dansul codrilor” (“Dance of the Woods”) alternating
between 6/4 and 5/4 meters.

In addition to the traditional drum set, Costin Petrescu often
uses percussion instruments for Mugur de fluier, especially bongos,
bells, timpani, and handclaps (Phoenix 1974). This expansion of the
percussive palette beyond the standard rock drum set can reflect
musicians’ desire to incorporate timbres associated with Romanian folk
music.

In addition to performing unison passages with other
instruments, Costin Petrescu displays a preference for triplet drum fills
framed in 4/4 meter. These triplet fills become something of a
trademark, creating a temporary sense of 3/4 or 12/8 superimposed
over the underlying 4/4 pulse. Additionally, as in the previous album,
when not using snare drum, bass drum, and hi-hat for rhythm
construction, Petrescu utilizes tom-toms tuned as high as possible,
accompanied by the hi-hat operated with the foot on each quarter note
of the 4/4 time signature. This technique of using high-tuned toms
creates a sound reminiscent of traditional drums while maintaining the
power and projection of a rock drum set.
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Throughout the first two Phoenix albums, the drum set is mixed
below the level of other instruments, a production choice that may
reflect either the relatively poor technology of Electrecord studios —
Mihai Farcas notes that in 1976, the drum set was captured with only
two microphones; a severe limitation compared to the multi-mic
techniques already standard in Western studios (Mihai Farcas, personal
communication, 2023), or Costin Petrescu’s tendency to treat the
instrument toward the more sensitive direction of jazz.

Phoenix: Ovidiu Lipan Tandarica and the drum set as a soloistic voice
(1975)

The much more powerful drum sound on the next Phoenix
record, Cantafabule (1975), seems to demonstrate that the subdued
drum mix on earlier albums was indeed a matter of taste rather than
technical necessity. Cantafabule represents the first and only album
from the 1970s by Phoenix featuring Ovidiu Lipan in the drummer role.
However, he would become imprinted in the collective mind as the de
facto drummer of the band, both through his subsequent presence in
concerts, studio albums, and compilations throughout the 1980s and
1990s, and due to his dramatic escape from Romania in 1977 alongside
guitarist Nicu Covaci, bassist Josef Kappl, and guitarist Erlend Krauser
(Covaci 1994, 427-432). The flight of Phoenix members to the West,
hidden inside Marshall amplifiers placed in the trunk of a truck, became
one of the most celebrated episodes in Romanian rock history,
transforming the band into symbols of artistic freedom and resistance to
Communist control.

Cantafabule also represents a complex creation both in terms of
concept and regarding harmonic, melodic, and rhythmic parameters.
Based on Romanian folklore and fairy tales, the double album
showcases Phoenix at their most ambitious and accomplished, with
intricate arrangements, sophisticated compositional techniques, and
virtuosic performances from all band members. The success of
Cantafabule is maintained by Ovidiu Lipan’s volcanic interpretation,
which emancipates the drum set into a role with pronounced solo
tendencies, a clear departure from Costin Petrescu’s more
accompanimental approach on earlier Phoenix albums. Where Petrescu
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approached the drum set as a jazz-influenced musician, supporting and
enhancing the melodic instruments while maintaining rhythmic stability,
Lipan conceived of the drums as a melodic and soloistic voice in their
own right, constantly commenting on and interacting with other
instruments.

The album’s opening, accomplished through the song “Invocatie”
(“Invocation”), performed in 6/8 meter, immediately establishes this
more aggressive approach. Ovidiu Lipan alternates between martial
snare drum patterns, discourses on tom-toms (like his predecessor
Costin Petrescu, but with greater volume and intensity), rhythms in
which the hi-hat’s sonority is emancipated, and dramatic unison
passages performed with bass drum and cymbals, particularly on the
repeated vocal phrase “sa se iveasca!” (“let it appear!”). Moreover, the
tom-tom interventions often have pronounced solo tendencies,
transforming what might be simple fills into miniature drum solos that
draw attention to themselves as independent musical events. In
addition to the traditional drum set, the presence of bells and gongs
adds an almost ritualistic quality appropriate to the song’s theme.

Ovidiu Lipan uses the vocal pauses of lead vocalist Mircea
Baniciu to perform drum fills on tom-toms and unison triplet passages
with guitar and voice, on lyrics such as “al tdu nume intreg, erai si esti”
(“your full name, you were and are”), present in the song “Delfinul,
dulce dulful nostru” (“The Dolphin, Our Sweet Dolphin”). This approach
to drumming, in which the drummer actively listens and reacts to vocal
phrasing, represents a sophisticated level of musical interaction
reminiscent of the interplay in jazz music. While the rhythmic
accompaniment of “Uciderea balaurului” (“The Slaying of the Dragon”)
is realized through a shuffle rhythm, “Stima casei” (“The Lady of the
House”) presents accompaniment on bongos, showcasing the
integration of Latin percussion into Romanian progressive rock. Ovidiu
Lipan’s predilection for drum fills performed in every breathing moment
of the voice can be sensed throughout “Pasarea calandrinon”
(“Calandrinon Bird)”, where the exclusively instrumental moments are
accompanied with snare drum and tom-toms in a constant alternation
of 6/4 and 3/4 meters.

Based on his presence on a single 1970s progressive rock album,
several characteristics of Ovidiu’s discourse can be highlighted: frequent
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use of drum set passages in unison with the rhythms of vocal, electric
guitar, bass guitar, or electric piano lines; construction of rhythms
exclusively on tom-toms, creating a more primal sound; execution of
triplet breaks frequently framed in 4/4 meter; constant performance in
the forte register without significant intensity changes, maintaining a
high energy level throughout; solo tendencies throughout the
accompaniment, treating even ostensibly accompanimental passages as
opportunities for rhythmic invention; and predilection for cymbal-based
accompaniment.

Sfinx: Mihai Cernea and folkloric progressive rock experimentation

Positioned at the border between folkloric inspiration and
Western language elements, the Bucharest band Sfinx (Sphinx) released
the album Zalmoxe in 1979, a concept album inspired by the story of the
Dacian god of the same name. Coming relatively late in the decade,
Zalmoxe benefited from the earlier experiments of Phoenix, synthesizing
folkloric and Western progressive elements with considerable
sophistication. The album’s Dacian theme was particularly astute
politically, as references to Romania’s pre-Roman Dacian heritage fit
perfectly with dictator Nicolae Ceausescu’s promotion of proto-
chronism — the theory that Romanian culture pre-dated and influenced
other European cultures (Taranu 2025, 2) — while simultaneously
providing mythological and mystical content suitable for progressive
rock.

Pieces such as “Ursitoarele” (“The Fates”) or “Blana de urs”
(“Bearskin”) showcase drummer Mihai Cernea accompanying in unison
with the rhythmic motifs of the electric and bass guitars, either on hi-hat
or with the help of the bass drum or tom-toms. This unison approach, by
now a well-established feature of Romanian progressive rock drumming,
demonstrates how specific technical strategies became shared
vocabulary across the scene. Likewise, like Costin Petrescu, Ovidiu Lipan,
and Mihai Farcas before him, Cernea predominantly uses tom-toms in
the accompaniment of the song “Pestera” (“The Cave”). Cernea often
gives the drum set discourse a solo tint, maintaining the quasi-soloistic
approach pioneered by Ovidiu Lipan on Cantafabule. However, Cernea
does not display Petrescu’s jazz-inspired drumming or Ovidiu Lipan’s
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soloistic flair. His more subdued style enhances Sfinx’s intricate
arrangements while also delivering distinctly archaic tones on tracks like
“Pestera” (“The Cave”), which features tom-toms and unconventional
time signatures, including the use of 7/4 meter.

Progresiv TM: Embracing improvisation and interplay —
Mihai Farcas and Hely Moszbrucker

While Phoenix found common ground between progressive rock
and the music of archaic Romanian customs in compound meters
derived from folklore, Progresiv TM from Timisoara drew their
influences more directly from the Western zone, releasing the album
Dreptul de a visa (The Right to Dream) in 1976, with the lineup of llie
Stepan, Hely Moszbrucker, Mihai Farcas, Gheorghe Toz, and Ladislau
Herdina (Progresiv TM 1976). Their music showed less obvious debt to
Romanian folklore than Phoenix, instead embracing the harmonic,
melodic, and rhythmic language of British progressive rock more
directly.

An innovation in Romanian rock music was the simultaneous
performance of pieces on two drum sets, operated by Mihai Farcas and
Hely Moszbrucker (Mihai Farcas, personal communiction, 2023). This
unusual configuration created a massively powerful rhythmic
foundation while also allowing for complex polyrhythmic interactions
between the two drummers.

Among the compositional and interpretive characteristics of the
album are the presence of rhythmic unison passages between the drum
sets and the rhythmic motifs of the bass guitar, electric guitar, or flute
on pieces such as “Omul e valul” (“Man is the Wave”), “Rusinea
soarelui” (“The Shame of the Sun”), and the album'’s title track “Dreptul
de a visa / Poetul devenirii noastre” (“The Right to Dream / The Poet of
Our Becoming”).

Mihai Farcas’s and Hely Moszbrucker’s drum kits are mixed in
stereo, although there is no verifiable information about which
drummer plays which kit. A striking example of their interplay occurs on
“Rusinea Sorelui” (“The Shame of the Sun”): the drum set in the left
channel maintains a 4/4 groove using hi-hat and bass drum, while the
right-channel kit accompanies solely with cymbal bells. Later in the
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track, the right-channel drummer occasionally emphasizes the first beat
with the crash cymbals, while the left-channel drummer continues a 4/4
backbeat. Moreover, during the spoken-word section of “Odata doar vei
rasari” (“Once You Will Rise”), the right-channel drummer performs an
improvisational accompaniment on the cymbal bells, while the
left-channel drummer maintains a steady 4/4 backbeat on the hi-hat
and with snare rimshots. On the song “Nimeni nu e singur” (“No One is
Alone”), only one drummer mixed in stereo plays the rhythmic
accompaniment. Due to the uneven balance of instruments in the audio
mix, particularly the relatively low volume of the drums, some of these
rhythmic characteristics can be difficult to discern or may be partially
obscured in the recording.

The album also features accompaniments on cymbals or bongos
on tracks such as “Clepsidra” (“Hourglass”), “Va cadea o stea” (“A Star
Will Fall”), and “Odata doar vei rasari” (“Once You Will Rise”); extended
solo moments, frequent triplet drum fills on tom-toms framed in 4/4
meter (a technique shared with both Phoenix drummers, Ovidiu Lipan
and Costin Petrescu); and improvisational moments.

Common features of Costin Petrescu, Ovidiu Lipan, Mihai Farcas,
and Mihai Cernea

The interpretive and compositional features of percussionists
Costin Petrescu, Ovidiu Lipan, Mihai Farcas, and Mihai Cernea, despite
their individual stylistic differences, can be synthesized into a set of
common characteristics that define Romanian progressive rock
drumming in the 1970s. These shared features suggest not merely
coincidental similarities but rather the emergence of a distinctive
national style shaped by common constraints, influences, and creative
solutions.

One defining characteristic is the extensive use of the hi-hat,
crash and ride cymbals as primary accompaniment voices rather than as
mere timekeeping devices. Equally important is the construction of
rhythms exclusively on tom-toms, with the purpose of recreating archaic
sonorities, which became a distinctive marker of Romanian progressive
rock. By avoiding the snare drum and emphasizing the deeper, more
resonant tones of tom-toms, drummers evoked the sound of traditional

drums without actually abandoning their rock drum sets. Musicians also
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made use of a wide spectrum of percussion instruments, including bells,
gongs, woodblocks, cowbells, and especially bongos expanded the
timbral palette available to Romanian progressive rock drummers.
Moreover, the performance of triplet breaks, typically framed in 4/4
meter, became an ubiquitous feature across all Romanian progressive
rock drummers.

Another feature is the creation of discourses with solo
tendencies, particularly evident in the work of Ovidiu Lipan. This
represented a move toward treating the drum set as a melodic voice
rather than purely as a rhythmic foundation.

The frequent recourse to execution of rhythmic unison passages
with various instruments of the band became perhaps the most
characteristic feature of Romanian progressive rock drumming. These
unison passages demonstrated the tight ensemble coordination and
created dramatic moments of unified rhythmic energy.

The emancipation of the hi-hat through constant closing and
opening and execution of various subdivisions, particularly evident in
Costin Petrescu’s work but present across most Romanian drummers,
created a fluid, dynamic approach to hi-hat playing closer to jazz than to
rock. This sophisticated hi-hat work added considerable rhythmic and
timbral interest to accompaniments that might otherwise have been
straightforward, transforming the hi-hat from a simple timekeeping
device into an expressive musical voice.

Finally, the use of various compound meters and their frequent
alternation stands as the most obvious link between Romanian
progressive rock and its folkloric sources. The meters of 5/8, 6/4, 6/8,
7/4, and 7/8, common in Romanian folk music, became defining
features of bands like Phoenix. The facility with which Romanian
drummers navigated these meters suggests both the influence of folk
music in their cultural environment and the benefits of learning
rhythmic concepts intuitively.

Ovidiu Lipan and Costin Petrescu: a complicated relationship with the
Communist Party in the 1970s

While drummers’ creative choices under Communist rule in
Romania often took the form of instrument construction and rhythmic
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experimentation, they also involved devising strategies for artistic
survival within an increasingly hostile environment. Paradoxically,
despite the apparent success of bands such as Phoenix and Progresiv
TM, many drummers were compelled to seek opportunities to leave the
country, sometimes at the risk of their lives.

In a 2022 television interview with Romanian journalist Denise
Rifai, Ovidiu Lipan notes that Phoenix’s decision to wear long hair and
beards aligned with the traditional imagery of Romanian haidouks.
Ironically, long hair was also a defining aesthetic of their Western
counterparts, such as Led Zeppelin and Jethro Tull. This suggests that
Phoenix effectively semi-camouflaged their Western-inspired image by
consciously—or unconsciously—adopting the appearance of traditional
Romanian figures, thereby also conforming to the Party’s expectations
(Lipan 2022, 33:00-34:05).

In the same interview, Lipan also remarks on the relatively liberal
cultural climate of Romania in the late 1960s and early 1970s,
highlighting the prevalence of parties, alcohol consumption, and the
inclusion of Western music in bands’ repertoires, including songs by The
Rolling Stones (Lipan 2022, 29:30-32:33). Moreover, Lipan explains that
although the Communist Party initially tolerated the band’s success,
even a single “wrong word” in Phoenix’s repertoire could have triggered
unwanted unrest among the youth (Lipan 2022, 36:40-37:00). He also
recounts attempting to use Nicu Ceausescu (Nicolae Ceausescu’s son) as
a contact to obtain a visa, an effort that ultimately proved unsuccessful
(Lipan 2022, 37:00-37:11). Ultimately, led by Phoenix leader Nicu Covaci,
Ovidiu Lipan (along with band members Erlend Krauser and Josef Kappl)
fled Romania for Germany in June 1977, hidden inside Marshall
amplifiers (Covaci 1994, 427-432). In an interview | conducted with bass
player Josef Kappl in 2023, he described the yoga position Covaci taught
the band members to adopt inside the amplifiers, as well as Lipan’s
panicked reaction that nearly led to their discovery (Josef Kappl,
personal communication, 2023). After returning to Romania in the
1990s, Lipan released several world-music-oriented recordings,
including Visul Tobosarului (The Drummer’s Dream) and later songs
influenced by Macedonian music, such as “Margareta”, in 2002. None of
these projects achieved the same level of success as Phoenix in the
1970s.
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In an interview with Romanian newspaper Adevdrul published in
2022, Phoenix drummer Costin Petrescu also mentions his decision to
leave Communist Romania, noting his passion for architecture and other
music styles such as jazz and contemporary music (Petrescu 2022). He
states:

| went on several tours in different countries with the

band Hyperion. One of the concerts took place in Lisbon, and

in Paris | had some architect friends who suggested that | stay.

And it was the right decision. | was able to do what | enjoy:

architecture. It was a surprise: in 1984 | didn’t even know how

a drafting plotter or a photocopier worked, but there | learned

all the ins and outs of the profession. Gradually, | moved up

the ranks quite quickly. At two or three architectural firms |

became a project manager, and | had the chance to work on

some fairly important projects (Petrescu 2022, author’s

translation).

Two points are worth noting. First, Ovidiu Lipan’s willingness to
risk his life appears to have stemmed from a desire for artistic freedom
and frustration with the limitations imposed by the Communist Party,
whereas Costin Petrescu’s decision to leave Romania seems to have
been motivated more by a practical wish to pursue architecture.

Second, neither of these drummers achieved notable success
abroad. Despite the technical complexity of the music performed by
bands such as Phoenix, their limited international impact suggests that
factors beyond skill were decisive. According to an interview given by
Ovidiu Lipan to Romanian journalist Denise Rifai, language barriers
further complicated their efforts to establish themselves professionally
outside Romania (Lipan 2022, 39:20-39:37). These observations
underscore that skill alone did not guarantee success outside Romania;
institutional access and social connections were essential in determining
professional outcomes.

Conclusions

The drummers of Romanian progressive rock in the 1970s
navigated a uniquely challenging musical and political landscape,
producing work that was simultaneously inventive, technically
sophisticated, and rooted in local culture. Confronted with limited
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access to formal musical education, scarce and low-quality instruments,
and the pervasive ideological pressures of the Ceausescu regime,
musicians such as Costin Petrescu, Ovidiu Lipan, Mihai Farcas, and Mihai
Cernea developed a distinctive drumming vocabulary that combined
improvisation, folkloric rhythmic patterns, and influences from Western
rock and jazz drummers.

Their creative solutions, ranging from constructing or modifying
instruments to integrating complex compound meters and timbres
derived from folk music, demonstrate that artistic innovation under
censorship can yield novel musical languages. The analysis of Phoenix,
Sfinx, and Progresiv TM reveals that these drummers were not only
technically adaptive but also strategically savvy, aligning their artistic
goals with the ideological frameworks of the Socialist Republic of
Romania. In some cases, this involved subtle forms of camouflage, such
as Phoenix adopting the visual markers of traditional haidouks or
deploying complex time signatures to satisfy both personal choices and
political imperatives.

Yet, even when bands achieved apparent domestic success, the
broader political constraints limited their capacity to translate that
success internationally. Lipan’s dramatic escape in 1977 and Petrescu’s
emigration highlight different trajectories shaped by contrasting
motivations such as artistic freedom versus professional pragmatism,
while their subsequent careers underscore the difficulty of negotiating
foreign cultural landscapes, where language barriers and limited access
to networks impeded international recognition.

Taken together, these findings illustrate the interplay between
technical skill, creativity, and socio-political context in the formation of
Romanian progressive rock drumming. The drummers’ work in the
1970s exemplifies how musicians operating under restrictive regimes
can generate original, sophisticated musical languages that engage with
both local traditions and global musical currents. At the same time, the
limitations they faced abroad remind us that artistic innovation alone is
insufficient to guarantee transnational success. Ultimately, the careers
of these drummers illuminate both the resilience of creative practice
under authoritarianism and the complex ways in which music mediates
between local identity, political constraint, and the global artistic
sphere.
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SUMMARY

Alex Musat

The drummers of 1970s progressive rock in The Socialist Republic of
Romania: creative solutions under censorship

This research analyzes the evolution, musical language and creative
solutions of drummers in Romanian progressive rock during the 1970s, a
period defined by the syncretism between indigenous folkloric
influences and Western rock aesthetics. Based on interviews conducted
with drummers Mihai Farcas (Progresiv TM) and Costin Petrescu
(Phoenix), combined with musical analysis of representative albums, the
study identifies common characteristics of drummers who embraced
the genre in the 1970s: autodidacticism, improvisation in instrument
construction, use of compound meters derived from traditional
Romanian music, and influences from Western drummers. The study
contextualizes these developments within the broader rock movement
and examines how political pressures paradoxically fostered creative
solutions. Such solutions encompassed not only musical innovations in
rhythm and meter, but also physical ingenuity in instrument
construction and ideological strategies to navigate censorship and,
ultimately, escape Romania.
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PORTRETE

Creatia muzicologica a academicianului
Octavian Lazar Cosma - dimensiuni
stiintifice, istorice si culturale

Mihai Cosma

Introducere

Octavian Lazar Cosma este
muzicologul roman cu cea mai
importanta opera, cu o carierd
extinsa pe 7 decenii de activitate.
Beneficiind de studii temeinice,
incepute la Conservatorul din
' Cluj-Napoca si desavarsite la
Conservatorul din Sankt-
Petersburg, O. L. Cosma s-a impus
ca o figura autoritara in peisajul
muzicologiei nationale, opera sa
fiind cunoscuta si apreciata
inclusiv peste hotare.

Provenit dintr-o familie de
intelectuali romani din mediul
rural al Transilvaniei, a ramas
orfan la 7 ani, dupa asasinarea de catre horthisti a parintilor sai —
invatatorii Aurelia si Lazar Cosma — in zilele cedarii Ardealului de Nord
prin Diktatul de la Viena din 1940. Refugiat, a urmat studiile primare si
gimnaziale la Scoala normala de baieti din Blaj, beneficiind de o formare
solida, intensa si multilaterald. S-a finscris apoi la Conservatorul
Gheorghe Dima din Cluj-Napoca, rezultatele obtinute in anii | si I
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recomandandu-l pentru o bursa in strdinatate. Varianta care i s-a oferit
s-a dovedit a fi excelenta: a avut sansa sa studieze la Conservatorul N. A.
Rimski-Korsakov din Leningrad, adevarat templu al marii muzici, unde au
fost lideri maestri precum Anton Gr. Rubinstein, Nikolai A. Rimski-
Korsakov, Piotr |. Ceaikovski, Alexandr K. Glazunov, Serghei S. Prokofiev,
Dmitri D. Sostakovici etc. si profesori personalitati de talia lui Leopold
Auer, llya Musin, Cesare Pugni, Nikolai Cerepnin, Henryk Wieniawski,
Nikolai Zaremba, Henri Vieuxtemps etc. (CaHKT-lMeTepbyprckas
rocygapctBeHHaa KoHcepsaTopua mmeHn H. A. Pumckoro-Kopcakosa,
1997)

La definitivarea studiilor desfasurate la sectia de muzicologie
(sub indrumarea reputatului Mihail S. Druskin) a elaborat o ampla
lucrare care viza conexiuni, legaturi, colaborari intre muzicienii rusi si
muzicienii romani, de-a lungul timpului, de la Dimitrie Cantemir la
Haricleea Darclée, Elena Teodorini, Giovanni Dimitrescu (Apostu, 2023),
de la George Enescu la Constantin Silvestri. ins3 deja din primul an de
facultate debutase in presa cu cronici si alte articole, tiparite la Cluj si
apoi in reviste rusesti si romanesti.

A obtinut titlul de Doctor in muzicologie in anul 1972, la
Conservatorul Gheorghe Dima din Cluj, teza avand tema Oedipe de
George Enescu’. Dupd 1990 a devenit primul indrumator de doctorat din
Bucuresti, in domeniul muzica, pentru ca apoi sa inregistreze un nou
record, deosebit de onorant: a devenit singurul muzicolog membru al
Academiei Romane din istoria institutiei.

Ca tanar absolvent, si-a inceput cariera in slujba muzicii
romanesti, ca redactor de creatie si consultant in Ministerul
Tnvatadmantului si Culturii (***, Omagiatii lunii februarie, 2023). A urmat
intrarea in corpul profesoral al Conservatorului bucurestean, institutie
pe care a slujit-o peste 60 de ani. Totodata, parcursul sau in cadrul
Uniunii Compozitorilor a fost spectaculos, ocupdnd pe rand toate
functiile ierarhice si in cele din urma devenind Presedintele Uniunii.

Creatia sa acopera genuri diverse, de la cronica muzicald la
volume de istoriografie, de la comunicari sustinute la conferinte

1 Tn comisie fiind unii dintre cei mai prestigiosi si mai exigenti maestri: indrumatorul de
doctorat Romeo Ghircoiasiu, compozitorul si muzicologul Sigismund Toduta,
compozitorul Tudor Ciortea, compozitorul si muzicologul Zeno Vancea, cu totii

profesori la respectiva institutie de invatamant superior.
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stiintifice la monografiile principalelor institutii muzicale ale tarii, studii
de muzicologie, prezentari de lucrari, portrete de compozitori, prelegeri,
emisiuni radio si tv. etc.? Interesul sdu s-a canalizat cu precddere catre
elaborarea de carti, stabilindu-si ca principala directie de cercetare
istoria muzicii romanesti.

Prima carte

Debutul sau in lumea editoriala s-a produs la varsta de 29 de ani,
cu o lucrare in doud volume: Opera romdneascd?, ale carei capitole
ofera detalii despre fenomenul artistic si social al spectacolelor de opera
jucate in tarile romane de trupe straine inca din secolul XVIII, ulterior
facand analiza catorva creatii lirice semnificative din perspectiva istoriei
muzicii romanesti, cu insistenta asupra celei de-a doua jumatati a
secolului XIX si a perioadei interbelice. Pentru aceasta carte originala si
unica autorul a primit Premiul Academiei Romane.

Oedip-ul enescian

Dupa cinci ani Octavian Lazar Cosma lanseaza cartea dedicata
capodoperei lirice a lui George Enescu: Oedip-ul enescian®, prima foarte
ampla analiza a partiturii, insotita de trasee istorice si de impresii culese
din cronicile de la premiera. Obtinand accesul (dupa eforturi sporite) la
partitura orchestrald?, a realizat un studiu de o complexitate

1 Tn anul 1970 Octavian Lazdr Cosma a fost primit in Societatea American3 de
Muzicologie (American Musicological Society), ca recunoastere a valorii si prestigiului
de care se bucura pe plan international. Este ,Cetatean de Onoare al satului natal
Treznea — localitate martir a neamului romanesc si primul Cetatean de Onoare al
Judetului Salaj” (Petrean-Pausan, 2026, p. 15).

2 Cosma, Octavian Lazar. Opera romineascd: privire istoricd asupra creatiei lirico-
dramatice. Vol. I+1l. Bucuresti: Editura Muzicala a Uniunii Compozitorilor din R. P. R.,
1962.

3 Cosma, Octavian Lazdr. Oedip-ul enescian. Bucuresti: Editura Muzicald a Uniunii
Compozitorilor din Republica Socialistd Romania, 1967.

4 Reamintesc faptul ¢ nici pdna acum nu exista o partitura generald tiparita, cea care
circuld avand paginile fotocopiate dupa originalul utilizat la premiera din 1936.
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nemaiintalnita, printre altele fiind primul muzicolog care a descoperit
toate leitmotivele operei si care a reusit sa identifice denumirea,
semnificatia si rolul fiecdruia dintre ele’. Lexicograful si muzicologul
Viorel Cosma considera ca: ,,Analiza amanuntita a Oedipului enescian a
contribuit implicit atat la popularizarea internationald a capodoperei,
cat mai ales la revelarea procesului intim de creatie a intregii mosteniri
muzicale a genialului compozitor. Descifrand originala tehnica a
leitmotivului din Oedip, arhitectonica si dramaturgia partiturii,
trasaturile stilistice, O. L. C. a fixat - cu argumente tehnice si consideratii
estetice - locul acestei lucrari in peisajul liric romanesc si universal”
(Cosma V., 1999, p. 72). Ultima opinie citata este foarte recenta (apare
intr-un Portret publicat acum fix o luna): ,Recitind unele pagini ale cartii
Oedip-ul enescian, de Octavian Lazar Cosma, observam densitatea
ideilor, reflectorul luminos proiectand cele mai nebdnuite aspecte
subtile ale creatiei enesciene, dar si faptul ca maestrul muzicolog a aflat
pilda, sprijin si calea, poteca de urmat in viata si in creatia muzicologica,
din nsasi revelatiile izvorate din studiile pe care si le-a propus si pe care
le-a dus pana la capat, urmarindu-le si verificandu-le, completandu-le
ani in sir, publicand rezultatele cercetarii sale la zi”. (Popa-Stavri, 2026)

Hronicul muzicii romdnesti

Hronicul muzicii roménesti este cea mai vasta serie de volume
elaborata de un muzician roman, pe parcursul a multe mii de pagini fiind
prezentate istoria vietii muzicale de pe teritoriul Romaniei de azi,
creatiile muzicale, portrete ale personalitatilor si aprecieri stilistice,
inclusiv analize si exemplificari pe portativ, toate aceste pagini bazandu-
se Tn mare proportie pe descoperiri proprii, urmare a unei incredibile
munci de documentare in intreaga tara, in cautare de documente si
surse. Scrierea acestei epopei a muzicii noastre a inceput in anul 1973,

1 G&sirea, acum circa 12 ani, a unei pagini scrise de mana lui Enescu, pe care
compozitorul notase leitmotivele sub forma unei liste cu portative, oferind si numele
fiecaruia, a venit sa confirme rezultatul expus de O. L. Cosma in cartea sa, in urma cu
circa o jumatate de secol (Cosma O. L., Din nou despre leitmotivele tragediei lirice
Oedip, 2014, pg. 10-22).
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cu volumul I3, subintitulat Epoca strdveche, veche si medievald?. Volumul
urmator a fost tiparit in anul imediat consecutiv si se circumscrie
perioadei 1784-1823, adicd anilor clasicismului muzical european?.
Volumul 1II# se subintituleaza Preromantismul, 1823-1859 si se referd
mai intai la intersectarea folclorului cu muzica cultd, prin culegeri si
prelucrari, la muzica bisericeasca, la cea de salon, cea de fanfara, la
educatia muzicala, la miscarea teatrala si la personalitdtile muzicii
timpului.

Din recenzia lui Constantin Stihi-Boos am ales urmatoarele
aprecieri: ,Nous avons seulement voulu souligner par la le fait que nous
nous trouvons devant une contribution plus que méritoire, un ouvrage
de référence d'une valeur incontestable, une excellente synthése de
I'histoire de la musique roumaine, documentée et compétente”?,
autorul incheind articolul cu urmatoarele cuvinte: ,,Une lecture attentive
du livre de Octavian Lazar Cosma nous révele |'impressionnante
érudition de I'auteur, la richesse surprenante de l'information, la grande
subtilité et profondeur des analyses; ajoutons a cela les nombreuses et
utiles illustrations iconographiques et musicales. Ces qualités imposent
les deux volumes de Hronicul muzicii romanesti comme un exemple de

I Lansarea acestei carti a starnit un val de reactii admirative, concretizate, printre
altele, in articole de presa si recenzii elogioase (aparute in Contemporanul, Sdptdmdana,
Romdnia literard, Informatia Bucurestiului, Muzica, Luceafdrul, Scinteia, Faclia etc. si
semnate de nume de rasunet precum Gheorghe Firca, Elena Zottoviceanu, Doru
Popovici, Edgar Elian, J. V. Pandelescu, lancu Dumitrescu, Radu Gheciu, Smaranda
Oteanu, C. Costin, Virgil Medan etc. (Cosma V., 1999, p. 74)

2 Cosma, Octavian Lazar. Hronicul muzicii roménesti. Vol. |. Bucuresti: Editura muzicald
a Uniunii Compozitorilor, 1973.

3 Cosma, Octavian Lazér. Hronicul muzicii romdnesti. Vol. Il. Bucuresti: Editura muzicald
a Uniunii Compozitorilor, 1974.

4 Cosma, Octavian Lazar. Hronicul muzicii roménesti. Vol. lll. Bucuresti: Editura
muzicala, 1975.

> ,(...) am dorit s§ subliniem c3 ne afldm in fata unei contributii mai mult decat
meritorii, a unei lucrari de referinta de o valoare incontestabild, a unei excelente
sinteze a istoriei muzicii romane, documentata si competenta” (Stihi-Boos, Octavian
Lazar Cosma, Hronicul muzicii romanesti, vol. II-1ll. Bucuresti, Ed. Muzicala, 1974-1975,
240 p. (I1); 428 p. (I1), 1977, p. 116) (trad. din Ib. franceza de Mihai Cosma).
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travail scientifique, dans lequel la passion et la compétence sont
effectivement au service de I'historiographie musicologique”?.

Urmatorul volum a fost tiparit, cu ritmicitatea deja stabilita, in
1976, si poarta subtitlul Romantismul. 1859-18982, punand accentul pe
geneza scolii muzicale nationale romanesti, pe viata muzicala si pe
critica muzicala. Retin un fragment din recenzia Elenei Zottoviceanu:
,Remarquable et trés méritoire dans le contexte plutét tiede dans
lequel on traite d'habitude de la création du siécle passé est I'analyse
équilibrée, objective des faits d'art, la justesse avec laquelle sont
estimées les qualités et les déficiences d'une création, qui ne doit pas
étre placée sous le signe de I'égalité ni lorsqu'on I'exalte, ni lorsqu'on la
minimalise. Octavian Lazar Cosma n'hésite pas a émettre des jugements
de valeur diversifies, attribuant la place qui leur revient a des créations
et a des compositeurs, méme si de la sorte il est oblige de changer
certaines étiquettes déja acceptées; de méme, il méne plus loin les
investigations effectuées jusqu'a ce moment, soit en découvrant des
créations passées inobservées, comme, par exemple, Rapsodiile romane
(Les Rhapsodies roumaines) de Lubicz, soit en soumettant a la discussion
des points de vue personnels concernant des ceuvres et des
compositeurs notoires”3. (Zottoviceanu, 1977, p. 122)

1,0 lecturd atentd a cartii lui Octavian Lazdr Cosma ne dezvaluie eruditia
impresionanta a autorului, bogatia surprinzatoare a informatiilor, marea subtilitate si
profunzime a analizelor; la acestea se adauga numeroasele si utile ilustratii
iconografice si muzicale. Aceste calitati impun cele doua volume ale Hronicului muzicii
romanesti ca un exemplu de munca stiintifica, Tn care pasiunea si competenta sunt
efectiv in slujba istoriografiei muzicologice” (Stihi-Boos, Octavian Lazdr Cosma,
Hronicul muzicii romanesti, vol. II-lll. Bucuresti, Ed. Muzicald, 1974-1975, 240 p. (ll);
428 p. (1), 1977, p. 121) (trad. din Ib. franceza de Mihai Cosma).
2 Cosma, Octavian Lazar. Hronicul muzicii romdnesti. Vol. IV. Bucuresti: Editura
muzicala, 1976.
3,0 realizare remarcabila si foarte meritorie in contextul destul de rezervat in care se
abordeaza de obicei creatia secolului trecut este analiza echilibrata si obiectiva a
faptelor artistice, precum si corectitudinea cu care sunt evaluate calitdtile si
deficientele unei creatii, care nu trebuie plasata sub semnul egalitatii nici atunci cand
este exaltata, nici atunci cand este minimalizata. Octavian Lazar Cosma nu ezita sa
emitda judecati de valoare diversificate, atribuind locul cuvenit creatiilor si
compozitorilor, chiar daca astfel este obligat sa schimbe anumite etichete deja
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Apoi autorul a ajuns la epoca unei bogatii notabile a fenomenului
artei sonore si, in fine, la debutul si la afirmarea lui George Enescu, in
tripla calitate de violonist, dirijor si compozitor — elemente prezentate in
volumul V, subintitulat Epoca enesciand. Viata muzicald. 1898-1920".
Despre al saselea volum, care are subtitlul Gdndirea muzicald. 1898-
1920 si a fost tiparit in 19842, autorul insusi descrie continutul abordat,
in chiar frazele de debut ale cartii: ,Formele gandirii muzicologice,
critica, folcloristica, istoriografia, didactica si altele, croite in etapele
anterioare, se inscriu in efortul general al oamenilor de culturda de a
promova creatia si arta interpretativa autohtona, de a raspandi valorile
artei sunetelor universale si romanesti". (Cosma O. L., Hronicul muzicii
romanesti, 1984, p. 5)

ntr-o recenzie publicatd in limba englez&, Constantin Stihi-Boos
aprecia urmatoarele: , The exceptional chronological-analytical table of
the then musical newspapers and journals or of the other periodicals
containing musical articles and chronicles (p. 18) is also worth
mentioning. A great merit of the author's is his timely attention paid to
such unjustly forgotten music critics, as H. Goring, |. I. Rosca, M.
Vacarescu-Claymoor and presentation of their merits, as well as his
reinstatement of the most valuable activity as a critic of a first-rate
composer, conductor and musicologist, Alfred Alessandrescu (previously
too quickly labelled as merely echoing the impressionistic devices). {(...)
Above all, the volume is an extraordinary achievement, as it required
induced a tremendous documentation and selection that has resulted in
a first-rate reference work in Romanian musicology”3. (Stihi-Boos,

acceptate; de asemenea, el duce mai departe investigatiile efectuate pana in acel
moment, fie descoperind creatii trecute neobservate, cum ar fi, de exemplu, Rapsodiile
romane de Lubicz, fie prin supunerea la discutie a unor puncte de vedere personale
privind opere si compozitori renumiti (trad. din lb. franceza de Mihai Cosma).

1 Cosma, Octavian Lazdr. Hronicul muzicii roménesti. Vol. V. Bucuresti: Editura
muzicala, 1983.

2 Cosma, Octavian Lazdr. Hronicul muzicii romdnesti. Vol. VI. Bucuresti: Editura
muzicala, 1984.

3 ,Meritd mentionat si exceptionalul tabel cronologic-analitic al ziarelor si revistelor
muzicale din acea perioada sau al altor publicatii periodice care contineau articole si
cronici muzicale (p. 18). Un mare merit al autorului este atentia acordata la momentul
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Octavian Lazar Cosma, Hronicul muzicii romanesti, Ed. muzicala,
Bucharest 1984, vol. VI, 536 p., 1985, p. 106)

Epopeea restituirilor istorice continud cu al saptelea volum? din
aceastda serie, care se referd la perioada 1898-1920 si cuprinde prima
parte din imensa cercetare care vizeaza creatia muzicala: coral3,
cantecul, vocal-simfonica.

Dupa inca doi ani a aparut volumul VIII?, care ramane circumscris
perioadei din volumul precedent si creatiei muzicale, de data aceasta
cea simfonica si de camera. Avea sa fie cea din urma carte tiparita sub
regimul comunist, deoarece volumul IX? a aparut in 1991, fiind ultima
parte a analizei primelor doua decenii ale secolului XX, de data aceasta
genurile avute in vedere fiind opera, opereta si baletul.

Despre Hronicul muzicii romdnesti jurnalista radio Mihaela
Helmis sintetiza urmatoarea concluzie, in postarea de pe site-ul Radio
Romania in care poate fi urmarit un interviu extins cu autorul: , Acad.
Octavian Lazar Cosma, reputatul muzicolog roman, este primul
cercetator care a realizat o istorie extinsa a creatiei muzicale si a vietii
muzicale de pe teritoriul Romaniei de astazi printr-o serie impresionanta
de lucrari, inclusiv seria intitulata «Hronicul Muzicii Romanesti», aparuta
in 9 tomuri. Cu o abordare exhaustiva si profunda, a explorat si
documentat opere fundamentale si subiecte esentiale pentru
patrimoniul muzical romanesc”. (Helmis, 2025)

oportun unor critici muzicali nedrept uitati, precum H. Goring, I. I. Rosca, M.
Vacarescu-Claymoor, si prezentarea meritelor acestora, precum si reabilitarea
activitatii extrem de valoroase ca critic a unui compozitor, dirijor si muzicolog de prim
rang, Alfred Alessandrescu (etichetat anterior, prea repede, ca un simplu imitator al
tehnicilor impresioniste). (...) Mai presus de toate, volumul este o realizare
extraordinard, intrucat a necesitat o documentare si o selectie imense, care au dus la
aparitia unei lucrari de referinta de prim rang in muzicologia romaneasca” (trad. din lb.
engleza de Mihai Cosma).
1 Cosma, Octavian Lazar. Hronicul muzicii roménesti. Vol. VII. Bucuresti: Editura
muzicala, 1986.
2 Cosma, Octavian Lazar. Hronicul muzicii romdnesti. Vol. VII. Bucuresti: Editura
muzicala, 1988.
3 Cosma, Octavian Lazdr. Hronicul muzicii romdnesti. Vol. 1X. Bucuresti: Editura
muzicala a Uniunii Compozitorilor si Muzicologilor din Romania, 1991.

61



Revista MUZICA Nr. 5 /2026

Citez in continuare cuvintele Elisabetei Dolinescu din revista de
limba franceza Revue Roumaine d'Histoire de I'Art: ,Loin d'étre aride,
I'ouvrage d'Octavian Lazar Cosma est écrit dans un style simple, fluide,
marquant un évident talent littéraire, sans jamais toutefois céder le pas
a la tentation de « foire de la littérature » comme un but en soi. L'auteur
demeure « musicologue », adopte pour de bon l'allure du scientifique. Il
nous le confesse: « Hronicul muzicii romanesti a été congu en tant
gu'ouvrage scientifique, dans un langage aussi acceptable que possible »
(p. 7). Partant du concept que I'histoire de la musique est une discipline
exacte, |'ceuvre tout entiere s'était sur des données concrétes de nature
musicale. L'auteur fuit les impressions personnelles traduites par des
définitions ou descriptions subjectives; il s' en garde, assurément, dans
la mesure ou tout auteur peut le faire”!. (Dolinescu, 1974, p. 105)

Muzicologul Viorel Cosma scria despre seria celor noua volume
urmatoarele aprecieri: ,Hronicul muzicii romanesti se constituie de pe
acum fintr-o opera fara egal ca proportii Tn literatura noastra de
specialitate (9 volume ample publicate pana in 1991, acoperind
perioadele istorice de la obarsii pana la 1920), dar mai ales ca
indrazneala a gandirii autorului, ce si-a propus sa demonstreze - pe baza
de documente scrise - vechimea, continuitatea si originalitatea culturii
noastre muzicale. Bogdtia materialului inedit (in special asupra epocilor
dinaintea sec. XIX) se mpleteste cu noutatea concluziilor, la baza
afirmatiilor aflandu-se documentul sonor (partitura), singurul argument
de rezistenta peste timp”. (Cosma V., 1999, p. 72)

Ulterior Octavian Lazar Cosma s-a indreptat catre cele mai
prestigioase institutii de spectacole, de Tnvatamant artistic superior si de
concerte din Romania. Devine astfel singurul cercetator care a scris cate

1 Departe de a fi arid3, lucrarea lui Octavian Lazar Cosma este scrisd intr-un stil
simplu, fluid, care denota un evident talent literar, fara a ceda insa vreodata tentatiei
de a face din ,spectacolul literar” un scop in sine. Autorul ramane , muzicolog”,
adoptand pe deplin atitudinea savantului. EI ne marturiseste: ,Hronicul muzicii
romanesti a fost conceput ca o lucrare stiintifica, intr-un limbaj cat mai accesibil
posibil” (p. 7). Plecand de la premisa ca istoria muzicii este o disciplind exacta, intreaga
lucrare se bazeaza pe date concrete de natura muzicald. Autorul evitd impresiile
personale traduse prin definitii sau descrieri subiective” (trad. din Ib. franceza de Mihai
Cosma).
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un Hronic pentru fiecare dintre aceste institutii: Opera Romana din
Bucuresti, Uniunea Compozitorilor si Muzicologilor din Romania (1920-
1995) — doua editii diferite, Tn 1995 si in 2020, urmate de Centenarul
Societdtii / Uniunii Compozitorilor Romdni (2021) —, Orchestrele
Radiodifuziunii Romane (elaborata in anii cand a fost Consilier al
Presedintelui Societatii Romane de Radiodifuziune si al Directorului
Formatiilor Muzicale Radio), Universitatea Nationald de Muzica din
Bucuresti (4 vol.), Opera Romana din Cluj (2 vol.).

Universul Muzicii Romdénesti.
Uniunea Compozitorilor si Muzicologilor din Roménia*

Aceasta masiva carte, bazatd pe documente, pe procesele
verbale ale sedintelor si pe amintirile personale, a fost scrisa pentru
sarbatorirea a 75 de ani de la infiintarea institutiei. Dintre abundentele
ecouri de presa, am ales sa citez cuvintele muzicologului Titus Moisescu:
,Le livre, paru aux Editions Musicales, avec la subvention du Ministére
de la Culture, au cours du mois de novembre 1995, 4. |'occasion de
I'anniversaire de I'Union, n' est pas un livre a raconter, il doit étre lu et
commente, parce que chaque paragraphe, chaque ligne extraite par
l'auteur des documents, intégralement ou fragmentée, a une
signification particuliere, soit artistique, musicale, soit politique,
idéologique”?. (Moisescu, 1996, p. 87)

Autorul a declarat intr-un interviu urmatoarele: ,Volumul pe
care l-am scris despre Uniunea Compozitorilor este prima carte de
anvergura despre o uniune de creatie. Si desi am avut carnet rosu, o
spun cu convingere, nu am citat din niciun conducator politic roman sau

1 Cosma, O. L. (1995). Universul Muzicii Romdnesti. Uniunea Compozitorilor si
Muzicologilor din Romdnia. Bucuresti: Editura muzicala.
2 Cartea, publicatd de Editura muzicald, cu sprijinul financiar al Ministerului Culturii, Tn
luna noiembrie 1995, cu ocazia aniversarii Uniunii, nu este o carte care trebuie
povestitd, ci trebuie citita si comentatd, deoarece fiecare paragraf, fiecare rand extras
de autor din documente, integral sau fragmentat, are o semnificatie particulara, fie
artistica, muzical3, fie politica, ideologica” (trad. din lb. franceza de Mihai Cosma).
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sovietic. M-am ferit mereu de aceasta otrava, de aceasta murdarie in
cartile mele”. (Apostu, 2023, p. 51)

Deoarece tirajul s-a epuizat imediat, Editura muzicalad a retiparit
cartea in 2020, intr-o editie a doua revazuta si adnotatd, in doua volume
(1920-1954 si 1954-1995)!. Cu ocazia sadrbatorii a 100 de ani de la
infiintarea Societatii Compozitorilor Romani, Octavian Lazar Cosma a
completat cercetarile sale, lansand o monografie care panorama un
secol de activitate, intr-o formuld mai concisa si mai usor de parcurs?.
Cartea a fost distinsa cu Premiul Special al U.C.M.R. pe anul 2021.
(Clempus, 2022)

Simfonicele Radiodifuziunii Roméne: 1928-1998 3

Cea mai ,scurtd” dintre monografiile institutionale semnate de
Octavian Lazar Cosma este cea dedicata orchestrelor Radio, cartea
avand ,doar” 900 de pagini... Dupa modelul functional deja verificat,
autorul studiaza afise, programe de sald, documente de arhiva, cronici si
interviuri, isi consultd propriile caiete de notite scrise dupa ce asista la
concerte, finisdnd imaginea mareata a celor doua orchestre simfonice si
a corului academic, parte glorioasa a stagiunilor muzicale romanesti, mai
ales din perspectiva faptului ca acestor formatii li se datoreaza cele mai
multe prime auditii de muzicd semnata de compozitorii romani
contemporani. Perioada avuta in vedere incepe de la infiintarea Radio-
ului public (1928), ajungand pana in 1998, anul cand institutia
sarbatorea 7 decenii de existenta in serviciul public.

Muzicologul Oltea Serban Parau descrie cartea cu urmatoarele
cuvinte: ,,Pornind de la fiorii inceputurilor primei stagiuni, de la ctitorul
orchestrei, Mihail Jora si de la George Enescu, sustinand neconditionat
concertele radio (care pe atunci erau transmise numai in direct),
semnatarul cartii merge mai departe an dupa an, gasind cate o

1 Cosma, O. L. (2020). Universul muzicii roménesti. Uniunea Compozitorilor si
Muzicologilor din Romdnia (Vol. I+11). (M. Cosma, Ed.) Bucuresti: Editura muzicala.

2 Cosma, O. L. (2021). Centenarul Societétii/Uniunii Compozitorilor Rom@ni. Bucuresti:
Editura muzicala.

3 Cosma, O. L. (1999). Simfonicele Radiodifuziunii Roméne. 1928-1998. Bucuresti:
Editura Casa Radio.
64



Revista MUZICA Nr. 5 /2026

particularitate fiecdrei stagiuni si portretizand-o prin acea prisma. In
1930-31 vorbeste despre "programe menite sa-i satisfaca pe auditorii
pretentiosi”, Tn 1948-49, despre "creatia muzicalda sovietica in prim
plan”, in 1972-73, despre "debuturi Cristian Badea, Tudor Dumitrescu,
Mihaela Martin" sau in 1979-80, despre "fenomenul emigratiei". O
radiografie utila specialistilor, dar la fel de interesanta si pentru publicul
care a frecventat ani la rand stagiunile simfonice ale Radiodifuziunii”.
(Serban Parau, 2002)

Monografia Operei din Bucuresti

Hronicul Operei Romdne din Bucuresti constituie o impunatoare
fresca a istoriei spectacolului de opera in capitala tarii, inca din perioada
cand institutia ca atare nu isi conturase existenta oficiald, spectacolele
datorandu-se eforturilor individuale ale unor maestri si promotori ai
muzicii, uneori sustinuti de administratia Teatrului National. Cel dintai
volum? este prima carte publicatd de O. L. Cosma in noul mileniu (anul
aparitiei fiind 2003), cheltuielile de tipar fiind suportate direct de catre
Guvernul Romaniei iar la lansarea petrecuta in Salonul Galben al Operei
participand si Presedintele Romaniei, domnul lon lliescu. Sunt parcurse,
una cate una, toate stagiunile, din 1885 (anul primului spectacol jucat de
o trupa romaneasca — condusa de George Stephanescu si anuntata ca
Opera Romana — si pana in 1921, anul cadnd guvernul a acceptat
finantarea de la buget a institutiei, devenita independenta de Teatrul
National si finantata nemijlocit din bani publici). Au fost identificate
datele premierelor, distributiile acestora si au fost scoase la iveala din
arhive si din biblioteci ecourile de presa, prin citate din ziarele vremii —
sistem care se va perpetua si in urmatoarele doua volume. Acestea
acopera intervalele anuale 1921-1953 (adica de la institutionalizare si
pana la construirea si inaugurarea noului sediu, cel din Bulevardul Mihail
Kogalniceanu), respectiv 1953-1970 (perioada de modernizare, de
crestere a prestigiului, de aparitie pe afise a unor premiere prestigioase,
printre care versiunea romaneasca a Oedipe-ului, montarea multor
opere si balete romanesti, precum si a unor titluri de mare prestigiu

1 Cosma, O. L. (2003). Hronicul Operei Roméne din Bucuresti (Vol. 1). Bucuresti: Editura
muzicala.
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pentru o institutie teatral-muzicala din creatia lui Prokofiev, Richard
Strauss, Debussy, Messiaen, de Falla, Bartok, Stravinski etc. Este si epoca
intalnirii publicului romanesc cu nume mari ale scenei internationale
precum Virginia Zeani, Pavel Lisitian, Irina Arhipova, Nicolai Ghiaurov,
Maia Plisetkaia, Hans Swarowsky si altii. O. L. Cosma alege cu grija
reliefarea marilor artisti ai scenei bucurestene, evidentiind cu ajutorul
cronicarilor acelor decenii performantele unor cantareti precum Zenaida
Pally, Garbis Zobian, Petre Stefanescu-Goanga, Ladislau Konya, Dinu
Badescu, Mihail Stirbei, Mihail Arnautu, Serban Tassian, lonel Tudoran,
Nicolae Herlea, Ludovic Spiess, Valentin Teodorian, Arta Florescu, David
Ohanesian, Octav Enigarescu, Magda lanculescu, Octavian Naghiu, Dan
lordachescu, lon Buzea, Viorica Cortez, Elena Cernei, Cornel Stavru. Se
pot gasi referiri si la stelele baletului romanesc precum Magdalena
Popa, lleana lliescu, Gabriel Popescu, Irinel Liciu, Gelu Barbu, Oleg
Danovschi. Autorul reuseste sa identifice documente si sa relateze si
episoade dramatice, de natura politica, vizand represalii ale regimului
impotriva artistilor (cum ar fi arestarea si condamnarea unui grup de
solisti), observa cresterea prestigiului european (turnee peste hotare ale
institutiei ori prezente individuale ale solistilor Operei pe marile scene
ale lumii), contributia la ridicarea stachetei spectacolelor a maestrilor
din fosa de talia lui Constantin Silvestri, George Georgescu, Jean
Bobescu, Alfred Alessandrescu, Egizio Massini ori a regizorilor Panait
Victor Cottescu, Jean Rinzescu, Hero Lupescu... Aceste ultime doua
volume au aparut in 20177, la Editura Academiei Romane (avand de
asteptat, iata, 14 ani pana sa fie tiparite...). Noul context editorial s-a
datorat unui eveniment extraordinar in viata lui Octavian Lazar Cosma,
onorant pentru intreaga breasla muzicala: a devenit primul muzicolog
membru al Academiei Romane (mai Tntdi corespondent, apoi titular?).
(Avakian, 2011)

in ampla sa recenzie, muzicologul Despina Petecel
concluzioneaza: , Muzicologul Octavian Lazar Cosma merita pe deplin
respectul si pretuirea melomanilor si specialistilor in egald masura,
pentru migala, daruirea, competenta cu care a selectat, a cules si asociat

1 Cosma, O. L. (2017). Hronicul Operei Roméne din Bucuresti (Vol. |I+Il1). Bucuresti:
Editura Academiei Romane.

2 7n sedinta Adundrii generale din 4 noiembrie 2016 (***, Octavian Lazdr Cosma a fost
ales membru titular al Academiei Romane, 2016).
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surse atat de diverse din domeniul genului liric, pentru logica si coerenta
cu care le-a asezat in pagina, dar si pentru dibacia, mestesugul, tonul
comunicativ, profesoral cu care a transformat niste date si informatii,
aride in principiu, Tn pagini quasi memorialistice, care se citesc pe
nerasuflate”. (Petecel-Theodoru, 2019, p. 73)

Universitatea Nationala de Muzicd din Bucuresti la 140 de ani

n ciuda intarzierii dezolante a tiparirii volumelor Il si lll despre
Opera bucuresteana, autorul a efectuat intre timp noi si noi cercetari,
continuand pe linia elaborarii unor monografii institutionale. Astfel, a
urmat o carte dedicata institutiei sale de suflet, unde devenise cadru
didactic universitar Tnaintea implinirii varstei de 30 de ani (mai ntai,
desigur, asistent, apoi titular de curs, specializarile principale fiind Istoria
muzicii romanesti si Muzicologie): Conservatorul de Muzica Ciprian
Porumbescu (actuala Universitate Nationalda de Muzica Bucuresti). Era,
evident, cel mai Thn masura sa scrie Istoria acestei citadele de inalte studii
muzicale, din moment ce aici isi petrecuse ultimii 50 de ani, inclusiv din
pozitia de sef de catedra, membru in Consiliul profesoral si in Senat si de
fondator al Scolii doctorale. Au rezultat alte mii de pagini, cuprinse in nu
mai putin de patru volume, delimitate temporal dupa cum urmeaza:
1864-1904 (de la fondare si pana la momentul extinderii sectiilor cu
Clasa de compozitie)?, 1904-1945 (etapa de modernizare institutionala si
de crestere a calitatii si diversitatii pregatirii elevilor, pana dupa cel de-al
doilea rézboi mondial)?, 1945-1974 (perioadd complexa, afectatd de anii
stalinismului dar si de relaxarea ulterioara, soldata cu cooptarea unor
mari maestri in corpul profesoral si cu absolventi de inaltd valoare)?,

1 Cosma, O. L. (2004). Universitatea Nationald de Muzicd din Bucuresti la 140 de ani.
(Vol. 1). Bucuresti: Editura Universitatii Nationale de Muzica.
2 Cosma, O. L. (2008). Universitatea Nationald de Muzicd Bucuresti la 140 de ani (Vol.
I). Bucuresti: Editura U.N.M.B.
3 Cosma, O. L. (2010). Universitatea Nationald de Muzicd din Bucuresti la 140 de ani
(Vol. Ill). Bucuresti: Editura U.N.M.B. Carte recompensata de Uniunea Compozitorilor si
Muzicologilor din Romania cu Premiul pentru istoriografie pe anul 2010, impreuna cu
volumul | din Hronicul Operei Romane din Cluj (***, Premiile UCMR pe anul 2010,
2011).
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1974-2004 (decenii de succese, apoi de mari greutati administrative si in
cele din urma de libertate, soldate cu transformari importante, inclusiv
in ceea ce priveste redenumirea institutiei)!. Seria acestor volume a fost
tiparitd pe parcursul a 10 ani. in anul lansdrii primului volum autorul a
realizat si 2 mini-carti de prezentare a intregii istorii a Conservatorului,
intr-un format mic, cu un numar reduse de pagini, prima in limba
romana? iar a doua in limba engleza?.

Monografia Operei Romdne din Cluj-Napoca

Cercetarile neobosite ale muzicologului nu s-au limitat doar la
institutiile din orasul Tn care locuia, Bucuresti, ci urmatoarea sa tinta a
fost Cluj-Napoca, unde mergea des pentru a studia in biblioteci si Tn
arhive. Informatiile dobandite si noile capitole elaborate s-au
concretizat Tn anii 2010 si 2011 cu publicarea la Editura Charmides din
Bistrita a circa 1700 de pagini dedicate Operei Romane din Cluj, care
primea astfel prima monografie din istoria institutiei (situatie
inregistrata si in cazul Operei din Bucuresti, a Conservatorului, a
Orchestrelor Radio si mai tarziu a Filarmonicii). Autorul a dovedit o
afinitate si o dragoste specialda pentru aceasta institutiei din orasul
primei sale studentii, pe a carei scena a jucat ca figurant si despre care a
scris prima sa cronica in revista ardeleand de frumoasa traditie Fdclia®.
in interviul acordat la lansarea primului volum, autorul motiva astfel
scrierea acestei carti: ,(...) am simtit nevoia sa prezint o institutie
emblematica a vietii muzicale din tara noastra” (Gherasim, 2010),

1 Cosma, O. L. (2014). Universitatea Nationald de Muzicd din Bucuresti la 140 de ani
(Vol. 1V). Bucuresti: Editura U.N.M.B.

2 Cosma, O. L. (2004). Universitatea Nationald de Muzicd Bucuresti: Privire istoricd.
Bucuresti: Editura U.N.M.B.

3 Cosma, O. L. (2004). The National University of Music Bucharest: Historical survey.
Bucuresti: Editura U.N.M.B.

4 Fdclia de Cluj este cel mai longeviv ziar din istoria presei clujene, avind in spate o
traditie de peste 70 de ani, cu schimbari mai mici sau mai mari ale denumirii:

Lupta Ardealului (1946-1951), Fdclia Ardealului (1951-1952), Fdclia (1952-1989),
Adevdrul (nr. 1-3, din decembrie 1989), Adevdrul in libertate (1990-1991), Adevdrul de
Cluj (1991-2007), Fdclia de Cluj (din 2007)” (Rad, 2019).
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completand declaratia cu reliefarea marilor personalitati din primele
decenii ale existentei Operei clujene: Constantin Pavel, Tiberiu
Brediceanu, Traian Grozdvescu, Dimitrie Popovici Bayreuth, mai tarziu
Lya Hubic, Lucia Stanescu, lon Piso si multi altii. Sunt consemnate
stagiunile, premierele, numele solistilor si maestrilor, dificultatile
artistice si administrative, anii de refugiu la Timisoara, informatiile
provenind din arhive, afise, programe de sald, carti de memorii,
dialoguri cu fostii angajati ai institutiei, articolele din presal. Al doilea
volum a fost lansat public pe 8 noiembrie 2012, la Bucuresti, la Muzeul
Literaturii Romane (Radio Romania Muzical, 2012). lata cateva propozitii
din recenzia publicata la Bistrita, orasul in care isi are sediu Editura
Charmides: , Faptele mari nu se pot realiza fara oameni pe masura si un
prim merit Tn aceasta directie il reprezinta, aldturi de cel al
infaptuitorilor institutiilor nationale de culturd, Tnsasi actiunea
investigadrii cu minutiozitate si perseverenta a istoriei acestor edificii, in
cazul de fata fiind vorba de o deosebitd acribie in prezentarea atat
generala cat si in mare detaliu, prin patrunderea in epoca a autorului, un
specialist dotat cu mult spirit critic si talent artistic, in cercetarea si
redarea evenimentelor, din exterior sau din culisele intortocheate ale
scenei”. (Vrasmas, Bargauanul Constantin Pavel in “Opera Romana din
Cluj", de Octavian Lazar Cosma, 2013) Redau in continuare si concluzia
criticului muzical Carmen Popa: ,Prin aceasta impozanta monografie,
Acad. Octavian Lazar Cosma a semnat un act de legitima restituire,
apreciere si implicit chemare spre neuitare, redand muzicii si culturii
romanesti un capitol de exceptionala insemnatate”. (Popa, 2011-2012,
p. 191)

Alegerea sa ca membru corespondent al Academiei Romane in
2011 a venit ca o binemeritata si unica recunoastere oferita celui mai
important muzicolog roman. Titularizarea a venit 6 ani mai tarziu,
rastimp Tn care a continuat sa fie deosebit de activ in plan editorial.

1 Detalii despre lansare putem citi Th ziarul bistritean : ,Lansarea celui de al doilea
volum a avut loc la Cluj-Napoca, in seara zilei de 20 mai 2012, in pauza spectacolului cu
opera ,Aida” de Verdi, ca uvertura literara a unui ,,Mars triumfal”, semnata de Acad.
Octavian Lazar Cosma prin monumentala sa carte, despre care au vorbit: regizorul
Rares Trifan, Director general al Operei clujene, Prof. univ. dr. Adrian Pop, Prof. univ.
dr. Doina Modola, dr. Gavril Tarmure, directorul editurii bistritene “Charmides”, iar in
incheiere autorul”. (Vrasmas, Istoria Operei Romane din Cluj, 2013)
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Pagini din istoria muzicii romdnesti

Tn aceastd noud calitate a elaborat in 2018 cartea Pagini din
istoria muzicii romdnesti (2 vol.: Partea | — Afirmdri si Partea a ll-a —
Cristalizdri), care reia problematica Hronicului muzicii romdénesti intr-o
alta formuld, mai succinta, fluentd, reasezata pe linii directoare mai
directe si pe suprafete mai scurte, si apoi o fascinanta carte de amintiri —
,Spinii din buchetul memoriilor”, cu accent pe cele traite in teritoriile
muzicale, cu relatadri despre marile personalitati pe care le-a cunoscut,
concertele si spectacolele memorabile la care a asistat, turneele
efectuate, studentii pe care i-a avut, parcursul sau profesional relatat cu
obiectivitatea istoricului obisnuit sa prezinte fapte si dovezi.

Spinii din buchetul memoriilor (2019, 2021)

intr-un interviu radiofonic, autorul spunea: ,existenta mea, asa
cum am descris-o in cele doua volume de memorii, a fost foarte
tumultuoasa, foarte dramatica, foarte norocoasa si... o existenta
minunata. Pentru cd in permanenta am avut de urcat un munte si acel
munte era extrem de dificil (pentru cd am ramas singur din frageda
copilarie, orfan de razboi) ca atare, nici nu ma gandeam la o cariera cat
de cat relevanta. Or, acum, facand un bilant asupra existentei mele, vad
ca am avut bucuria, satisfactia, placerea, dificultatea de a lupta, de a
duce batalii permanente cu mine insumi, dar si cu forte antagonice”.
(Costea N., 2023)

lar Carmen Stoianov, in cuprinzatoarea recenzie din revista
Muzica, apreciaza ca: ,Bogatia de rezonante pe care textul o naste in
forul interior al cititorului este dincolo de cuvinte: o anume magie se
instapaneste si iti domina vointa, anihiland orice tentativa de a scapa din
mrejele lecturii; te absoarbe total si pot asigura pe oricine ca nu este
pura curiozitate, ci trairea nepereche a sentimentului de a fi prezent —Ia
propriu — in relatare, alaturi de cel care isi rememoreaza clipele astrale
ale vietii, cu intregul ei tumult. Marturiile vin de peste timp intregind si
sustinand periplul iar cantitatea de informatii cu care iei cunostinta te
uimeste si te copleseste. O asemenea viata impune respect prin simpla
luare la cunostinta a datelor ei; a te gandi ca cineva a si trait-o devine un
exercitiu ce pare dificil de imaginat! Cu toate acestea, fascinantul condei
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imbie si incita prin acel savoir faire al iscusitului scriitor care te
acroseaza prin firescul adresarilor, prin tonul colocvial, care te castiga ca
partener de discutie, determinandu-te sa aprobi fara rezerve, din start,
solutiile aflate de autor la oricare din situatiile in care, de voie — de
nevoie, I-a pus viata. Insotite de trairi ce isi cer acut si vehement dreptul
la neuitare, evenimentele se succed asemenea unui sirag ce inlantuie si
zambet si lacrima, si bucurie si durere, si bune si rele. Imaginea si
cineticul Tsi dau mana; sunt la ele acasa. Chiar daca nu exista dialog ci, in
cel mai bun caz vorbire indirectd, nu fi simti lipsa pentru ca se
recompune de la sine, cu o limpiditate aparte”. (Stoianov, 2023, p. 84)

Filarmonica din Bucuresti in reflectorul cronicii muzicale

A urmat din nou o carte al cdrei drum spre tipar a fost foarte
anevoios, primul volum aparand in 2003! iar urmatoarele in 20252!
»Aceste ultime (...) volume pe care le am in curs de tipar vin sa
completeze istoricul acestei institutii pe care I-am prezentat intr-o carte
cu multe poze cu dirijori, solisti dintre cei mai faimosi. Traiectoria
acestor (...) tomuri este absolut originala Tn sensul ca am efectuat o
documentatie cu aparatul foto in mana, luand imagini din cronicile
muzicale la concertele filarmonicii de la inceputuri pana in 1920. Dau
integral cronica, comentand-o sau nu. E un mod ingenios de a urmari
evolutia gandirii criticii muzicale din Bucuresti, aldturi de strategia
evolutiei repertoriale, cand si cat s-a cantat o anumita lucrare. Sa nu mai
spun de savoarea condeielor vremurilor de atunci... Pe vremuri, nu
exista cotidian Tn Bucuresti si in principalele orase din tara care sa nu
reflecte fiecare reprezentatie muzicala, de opera sau balet. Cu detalii
generoase despre solisti, dirijori etc”. (Apostu, 2023, pg. 54-55)

1 Cosma, O. L. (2003). Filarmonica din Bucuresti in reflectorul cronicii muzicale.
Bucuresti: Editura muzicalda. Referindu-se la perioada interbelica (1921-1945), acest
volum va deveni de fapt al patrulea din monografie, in ordinea cronologica a
stagiunilor.
2 Cosma, O. L. (2025). Filarmonica din Bucuresti in reflectorul cronicii muzicale (Vol.
[+11+111). Bucuresti: Editura muzicald. Acopera anii de la infiintare si pana dupa
incheierea Primului razboi mondial. Vol. I: 1866-1906, Vol. Il: 1906-1914, Vol. lll:
1914-1920.
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Intr-un interviu pentru revista Actualitatea muzicald autorul
declara: ,in aceste 4 volume veti descoperi cat de multd muncd a fost
depusda pentru a obtine partituri, a forma instrumentisti de nivel
superior si a educa publicul. De asemenea, se va intelege ce salt urias s-a
facut cu fiecare concert, pentru a ajunge la nivelul marilor orchestre”.
(Costea N.-L., 2025, p. 16)

Din reportajul Teodorei Constantinescu am extras cuvintele
managerului Filarmonicii, domnul Marin Cazacu: ,Avem o epopee,
pentru ca nu este numai o carte obisnuita, este istoria Filarmonicii din
Bucuresti asa cum s-a numit ea de la inceputuri si pana la 1945 si autorul
este un om cu totul special si pentru mine, si pentru cei dintre
dumneavoastra care |-au cunoscut, pentru ca mi-a fost profesor, mi-a
fost indrumator de doctorat si prieten.” (Constantinescu T., 2025, p. 14)

Muzicologul Irina Nitu aprecia ca ,Volumele lansate la Ateneu
constituie o noua realizare titanica: autorul reconstituie fresca detaliata
a tuturor concertelor sustinute de Filarmonica bucuresteana fncepand
cu anul 1886, prin intermediul cronicilor aparute in presa vremii
(adunate — unele extrem de greu accesate, cercetate, ordonate si
prezentate astfel incat lectura sa fie cursiva si captivantd). Rezultatul
este exceptional, ilustrand, pe de-o parte, evolutia institutiei muzicale,
iar pe de alta - a culturii romanesti. Totodata, cele peste 2000 de pagini
ale “epopeii” redau farmecul cronicilor de demult si dezvaluie diverse
subiecte. Cititorul poate urmari, de exemplu, rolul jucat de toti directorii
institutiei de-a lungul vremii, triplul debut al lui George Enescu din 1898
si evolutia sa ulterioara in calitate de dirijor, compozitor, violonist — si
adesea, pianist — dar si situatia artistului roman si a creatiei muzicale
romanesti de-a lungul timpului — probleme, opinii, programele
Filarmonicii, solistii concertelor sale, s.a.m.d.” (Nitu, Eveniment de
exceptie la Ateneul Roman: lansarea volumelor “Filarmonica din
Bucuresti in reflectorul cronicii muzicale" de Octavian Lazar Cosma,
2025)

Concluzii

Autorul a mii si mii de pagini de istorie a muzicii romanesti
(creatia, viata muzicala, gandirea muzicald), academicianul Octavian
Lazar Cosma este o figura legendara a muzicologiei actuale, inca activ la
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o varsta a patriarhilor. ,Este una dintre personalitatile de marca ale
muzicologiei romanesti, recunoscut ca fiind unicul muzicolog din istoria
Academiei Romane. (...) Cu o abordare exhaustiva si profundd, a
explorat si documentat opere fundamentale si subiecte esentiale pentru
patrimoniul muzical romanesc”. (Goia, 2017)

Recunoasterea sa a venit nu doar prin cuvinte emotionante
rostite sau scrise de personalitati ale muzicii din Romania sau din
strainatate, ci si prin premii, titluri onorifice si decoratii. Se pot cita in
acest sens titlul de Comandor al Ordinului Meritul Cultural, Categoria B -
"Muzica" (Presedintele Romaniei, emitent, 2004), Marele Premiu al
Uniunii Compozitorilor si Muzicologilor din Romania (***, Octavian
Lazar Cosma a primit marele premiu al Uniunii Compozitorilor si
Muzicologilor din Romania. Lista completa a premiantilor, 2013), titlurile
de Doctor Honoris Causa acordate de Academia Nationala de Muzica
Gheorghe Dima din Cluj-Napoca (***, Octavian Lazar Cosma - Doctor
Honoris Causa, 2008), de Universitatea Nationald de Arte George Enescu
din lasi (***, Lista personalitatilor carora li s-a acordat titlul de Doctor
Honoris Causa al Universitatii Nationale de Arte , George Enescu” din
lasi, 2021) si acum de Academia de Muzica, Teatru si Arte Plastice din
Chisinau?.

Grigore Constantinescu, reputat critic muzical, scria: ,Ideea de a
construi asemenea arhitecturi istorice a germinat in multiple alte
cercetari istoriografice, componistice si publicistice, indreptate catre
principalele institutii muzicale romanesti de mare traditie. (...), lucrari

1 Citez aici lista doctoranzilor basarabeni indrumati de Octavian Lazar Cosma, asa cum
apare intr-un articol scris de doamna prof.univ.dr. Svetlana Badrajan: ,, O contributie
importanta a avut-o maestrul si la realizarea altor teze, valoroase pentru muzicologia
basarabeana, si nu numai, printre care 1i numim pe Victor Ghilas, Structura si
tendintele de evolutie a ansamblurilor de muzicd populard din Moldova; Vasile
Chiselita, Muzica instrumentala din nordul Bucovinei — repertoriul de fluier; Raisa
Barliba, S. Prokofiev. Creatia pentru pian. Titlurile vorbesc de la sine: o tematica vasta,
domenii diferite — organologie, folclor muzical, istoria muzicii, inclusiv interpretare
instrumental3” (Badrajan, 2013, p. 167). imi permit s3 mai adaug un nume, identificat
de mine 1n arhiva U.N.M.B.: dirijorul Dumitru Goia, profesor la Conservatorul
bucurestean, cu teza D. D. Sostakovici — Formarea stilului simfonic, sustinuta in anul
2005.
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impunatoare, capabile a lumina realitatea in cernerea anilor in care
aceste institutii au fost pilonii principali ai modernizarii vietii muzicale
nationale, ducdnd si peste hotare renumele artistilor nostri”.
(Constantinescu G., 2008)

La cea mai recentd sarbatorire a zilei de nastere, cu ocazia
implinirii a 93 de ani, Muzeul National George Enescu formula astfel
caracterizarea muzicologului: ,Octavian Lazdr Cosma este una dintre
cele mai importante personalitati ale muzicologiei romanesti
contemporane. Prin activitatea sa de cercetator, profesor universitar,
critic muzical si academician, el a contribuit Tn mod esential la studierea,
promovarea si valorificarea patrimoniului muzical romanesc. Opera sa
stiintifica reprezinta un reper fundamental pentru istoria muzicii din
Romania”. (***, Muzeul National ,George Enescu”, 2026)
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SUMMARY

Mihai Cosma

The musicological oeuvre of academician Octavian Lazar Cosma -
scientific, historical and cultural dimensions

Octavian Lazar Cosma is the Romanian musicologist with the most
significant work, with a career spanning seven decades. He began his
career in the service of Romanian music at the Ministry of Culture. He
then joined the faculty of the Bucharest Conservatory, an institution he
served for over 60 years. At the same time, his career within the
Composers’ Society was unparalleled, as he held every leadership
position in turn until he became the President. His body of work spans
diverse genres, ranging from music reviews to historiographical
volumes, from papers presented at academic conferences to
monographs on the country’s major musical institutions, musicological
studies, work presentations, composer profiles, lectures, radio and TV
programs, and so on.
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INTERVIURI

Un dialog cu Thorsten Gubatz?

Andra Apostu

Foarte apropiat de cultura
muzicald romdneascd
despre care scrie cu
pldcere si pe care o
promoveazd in special prin
canalul sdu de YouTube,
Thorsten Gubatz are o
pregdtire teoreticd unicd,
in  teologie, filosofie,
literaturd germand  si
muzicd, experientele sale
in aceste domenii
concretizdndu-se prin
doud teze de doctorat
impresionante. Considerd
relatia sa cu Romdnia si
Republica Moldova ca
fiind parte din karma lui,
dedica mult timp si
pasiune acestei legdturi si
ar fi incdntat sd participe activ la viata muzicald romdneasca si pe viitor. Tandr,
energic si dedicat ideilor sale, clarinetist de formatie, preferd sd compund
muzicd de camerd pentru instrumente cu corzi; se defineste ca artist
minimalist, dar compozitorul sdu preferat este Gustav Mahler. L-am intdlinit
frecvent in ultimii ani pe scenele festivalurilor romdnesti de muzicd
contemporand, in calitate de interpret si compozitor, pe canalul sdu de
YouTube ca promotor al muzicii romdnesti, dar si in paginile revistei Muzica in
calitate de autor de studii si recenzii.

1 Interviul a fost consemnat si este publicat in limba engleza.
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» Andra Apostu: Who is Thorsten Gubatz, who promotes
Romanian music like no one else outside the country does?

Thorsten Gubatz: Oh, who am I? As far as | can say it: I'm a guy from
Germany, who grew up in Nuremberg. | studied philosophy and German
literature in Constance, Pittsburgh and Freiburg, where | wrote a PhD thesis on
philosophers Martin Heidegger and Hans-Georg Gadamer. Being one of those
academic philosophers whose motivation is clandestinely religious, after my
promotion, | went to a Cistercian and then to a Benedictine monastery. When |
left the latter after the temporal vows, | finished my theological studies in
Minster and made a second PhD, now about composer Bernd Alois
Zimmermann as a religious artist. Currently, | am caring for my old parents,
and | am looking for a job in the service of Romanian music.

> A.A.: How did this passion for Romanian music — and not just
for music, but also for the Romanian cultural heritage that you
promote with such generosity — come about, and who inspired it
inyou?

T.G.: My parents are not religious, but my mother received a very old-
school Protestant ecclesiastic education, so one may say she has a lot of
religion in her womb. Not only did | grow in this deeply melancholically
religious womb, but when | was a child, my mother always encouraged me to
watch Ingmar Bergman movies. If this software is installed and constantly
updated in your childhood, you will likely have a strong interest in art and
religion and in their interconnection. It is not by accident that | have written
PhD theses on a strongly religiously inspired philosopher, on a student of his
with a particular interest in the arts, and about a strongly religiously inspired,
visionary yet deeply depressed modern composer. As to classical music, my
moment of epiphany came when | was eleven years old, when my brilliant
music teacher at high school shocked her students with “Le sacre du
printemps”. From that day on, my interest in classical music has been
insatiable, and | decided to learn to play an instrument, the clarinet. Some
years later, | made my first attempts at composition, and | experienced my
moment of epiphany concerning literature, listening to a radio program on
Eugéne lonesco — my first encounter with Romanian culture. It deserves
mention that | grew up in Nuremberg, where Romanians are the second-
largest ethnic minority. 2.8% of the city’s population are Romanians, almost
15.000 people. A half-Romanian friend of mine at high school initiated me into
Romanian folk music, poetry and cuisine. My major discovery concerning
Romanian contemporary music came in 2011. It was the pretty unassuming
website audio.cimec.ro, created by the UCMR in 2007. Fortunately, | already

80



Revista MUZICA Nr. 5 /2026

knew enough about classical music in general and about contemporary
classical music in particular that | had a judgment that | knew | could rely on. |
did not even know the names of, say, Anatol Vieru and Mihai Moldovan; but
when | listened to Vieru’s “Memorial” and to Moldovan’s “Scoarte”, very
quickly it was clear to me that this was first-rate modern music, Vieru’s piece
not being far in spirit from Xenakis, Moldovan’s not far from Zimmermann.
When | left the monastery in 2016, | had resumed composing, and | had
become good enough about playing the clarinet and about digital recording
techniques that | decided to upload music on YouTube — not only my own
pieces and recordings, but also other new or neglected music, from Romania in
particular.

» A.A.: You said you studied philosophy, German literature, and
theology. Did you also study composition or musicology? And
were there certain people here in Romania who you feel have
shaped your journey as an explorer of music?

T.G.: | have no degree in music or musicology. What comes closest to a
musicological degree in my career is my second PhD thesis, which was
theological, but de facto also musicological, and co-supervised by a German
university professor of musicology, who — to my pleasure — called it
musicologically “waterproof”. But as a clarinetist, musicologist and composer |
am basically self-taught, although it goes by itself that nobody is completely
self-taught. When composers from Romania and from the Republic of Moldova
found out about my YouTube channel, they more and more welcomed me into
their world. When they found out that | could play their works, they sent me
their scores and wrote new ones for me. When they found out that | could
analyze music and write reviews on books and concerts, they let me contribute
to their meetings and publications and proofread their manuscripts. When
they found out that | could compose, they invited me to their festivals. For
diplomatic reasons, | will not mention single names, but they know that | am
endlessly happy about and thankful for what they have done for me.

> A.A.:You've created a true hub for promoting Romanian music
through your YouTube channel. How do you select the music,
based on what criteria, and — very interestingly — how do you
choose the visual design for the videos? We're dealing with a
platform where the visual aspect is essential; people go there to
WATCH videos...

T.G.: Firstly, | would not present any music on my channel that | do not
like — presenting a piece means being its advocate. And over the course of
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decades, | have learned to trust my judgment, especially when it is positive.
Not so much when it is negative. Quite a lot of times, | have made the
experience that | started the exploration of a composer’s work with the wrong
piece, or in the wrong mood, or with wrong expectations. Therefore, whenever
| temporarily dismiss a composer, | will listen to his or her other works again,
and sometimes change my mind. There are composers to whose works | simply
can’t connect, but this is rather rare.

Secondly, | prefer new and/or neglected music — as a YouTuber, and
even more as an interpreter. There was a time when | wanted to show to
myself and the rest of the world that | can play certain repertoire pieces, and
how | want them to ring out. Nowadays, | hardly do this anymore. There’s no
time and hardly any need.

Thirdly, | prefer those composers who can’t promote themselves.
There are several composers who have their own channels and know very well
how to present their works on YouTube. Therefore, | don’t prefer them,
although | don’t exclude them either — when | present some of their works, |
also give the links to their own channels and/or the playlists which | have
created for their music. There are also some composers who have so many
fans that they hardly left any gaps to fill for me. Those who need me more are
the dead and neglected, and also the alive and neglected, sometimes because
they do not know how to present their works on YouTube in a way that will
attract attention.

12 years ago, or so, Nicolae Brandus had a YouTube channel. He
presented his own music there — pure gold, some of the greatest masterpieces
of Romanian modernism and postmodernism. But it all looked so unassuming,
and hardly anybody discovered it! After maybe two years, Brandus grew tired
of casting his pearls before the swine, and deleted his channel. Luckily, | had
downloaded it all and reuploaded it on mine.

When | was a very young man, we always had a TV magazine at home
where Rolf Hochhuth (1931-2020) had a column. Hochhuth is remembered
mostly as a highly political, cantankerous playwright, but he was much more
than that. In his column “Galerie der Gedichte (Gallery of Poems)” he
combined poems in German language with works of visual art. Thereby he
gave proof of vast erudition, good taste and little bias, selecting works by poets
and visual artists from all kinds of ideological and political affiliations. He also
wrote a comment on the respective poem and on the respective work of visual
art, but the brilliant thing was their combination, which had an artistic
character in itself, allowing of a sensually intense semantic iridescence
between juxtaposition, counterpoint, reinforcement, ... and what | am doing
today on YouTube is very much alike when | think about a thumbnail image

82



Revista MUZICA Nr. 5 /2026

that could “comment”, that could somehow “fit” a piece of music in an
intelligent and attractive way. Just as a good book cover does have power to
attract attention to the text inside, a good thumbnail image does have power
to attract attention to the music.

Sometimes | present the music with its score — that’s when | believe
that it can make the music easier to understand, or if the score has a
calligraphic quality, or for whatever other reason. | don’t always do it, since
music is primarily something to be listened to, and much music communicates
directly enough. Whenever a work has lyrics, | seek to provide them with an
English translation. | want to make what | present as easily accessible as
possible. Especially if I'm in love with a piece, | can go to great lengths in this
respect.

But making the works as easily accessible as possible serves yet
another goal: having them appreciated! And for this, it still takes something
else, namely good expertise and good true stories. Who composed it, when did
this person live, how is the work called, when was it composed? Who is
playing, when and where? And | do check my sources (even Viorel Cosma,
blessed be his name, wasn’t always right), | appreciate my listeners’ feedback,
and | keep correcting my descriptions. Sometimes | also write a comment
when | find it helpful: an analytical sketch, an opera’s synopsis, or whatever. In
any case, no one shall dare call “obscure” what | present only because he or
she does not know anything about it! On the one hand, there are very many
wonderful and curious people out there who are eager to enjoy exploring the
tropical rainforest of music that is Romanian modernism and postmodernism.
Today my channel is approaching 5000 subscribers, which at least is medium
size for a rare music channel. But on the other hand, | seek to strongly
discourage the complacency of ignorance (“I don’t know it, neither do my
peers — therefore it’s obscure, not worth caring about it”) by suggesting: This is
something great, something fascinating, something everything is known about,
except by you!

» A.A.: First a music lover, then a clarinetist and composer. Is
that the order in which you see yourself? Which came first for you
— the music lover or the clarinetist? Did what you played lead you
to explore the modern repertoire further, or did you first explore
the possibilities of modern musical language more as an observer
and musical analyst?

T.G.: Well, in temporal order | became a clarinetist, a composer and a
YouTuber because | was a music lover. But my YouTube activities and my
friends from Romania and the Republic of Moldova have helped me to act in
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another triad: as a composer, as a performing musician and as a musicologist.
Two rather practical approaches to music, one rather theoretical approach. It
is really helpful to have all of these perspectives — to know how it is to entrust
as a composer one’s work to someone else, how it is when someone else
entrusts his or her work to you as a performer, and the enormously
multifaceted relations of making music to reflecting on it.

What is most dear to me is being a composer. My high school teachers
had encouraged me very much with my first attempts at composition, yet
when | chose not to study music, | kept playing the clarinet, but gave up
composing for almost 20 years. | played with pianists and organists, with
ensembles and orchestras, but it was exclusively conservative repertoire. |
learned a lot, but playing modern music meant playing alone. At least | found
out how much great and neglected modern repertoire there is for solo clarinet
— this niche in the world of music proved to have a gold mine of its own. When,
still in the monastery, | found out that | had become good enough for making
recordings, | also resumed composing, at least for my own instrument. When |
learned that Anatol Vieru wrote his solo violin piece “Shqip” in 1994 for a
festival of contemporary music in Tirana, | had to admit: “Good Lord, this
sounds like earthly bliss: taking part as a composer in a festival of
contemporary music in a city like, say, Tirana, Skopje, or Chisindu.” | will
explain later why |
thought of  Eastern
Europe. For the moment
| only want to say that,
at that time, this was no
more than a pipe dream.
| had no idea that in
2023, it would come true
in  Chisindu, and in
Bucharest in 2024, and
many times again.

With composer Alina Rotzer.
Photo by Violeta Dinescu

As to the modern repertoire — in music, as well as in literature and in
architecture, my first crush was always something modern. It was from there
where | started exploring everything else.

» A.A.: Although you’re a clarinetist, you don’t write music
exclusively for your own instrument. Which musical ensemble do
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you feel most comfortable using to express your creative ideas? Is
there, somewhere in the future, a desire to write music for a
specific genre, perhaps on a larger scale?

T.G.: For me, one of the most rewarding things about being a
composer is to write for strings. | always loved to play Bach’s solo works for
strings in clarinet arrangements. Although most of them work on the clarinet
as well, it gives a sense for what a clarinet can’t do, but what a violin or a cello
can. So, for the SIMN in 2024, | wrote a string trio, and a string orchestra piece
for the SIMN in 2025. | also love to write for the human voice and for the
organ. Last year, | composed and recorded a Latin mass for baritone and organ.
There is a choral triptych of mine which has not yet rung out, and there is one
especially ambitious project that | have in mind, but that’s an unhatched egg.

> A.A.: How does your creative process work? How does an idea
come about, and, more importantly, how do you give it form and
shape?

T.G.: | mostly start with some musical idea that somehow keeps me in
thrall. It is rarely something that | consciously constructed, but something
structured anyway. Composing means developing its inner logic. If on this way,
| meet with other ideas that can be integrated, then they will. The outcome
will be kind of a story, or kind of a drama, but a genuinely musical one.
Anyway, this is just a general rule; it knows many exceptions.

> A.A.: What stylistic traits do you identify in your music? Where
might it be categorized — what influences does it draw upon, and
what kind of musical language does it employ?

T.G.: | am a minimalist. As a very young man | adored the Japanese
Noh theater, where everything is concentrated to the essential, and every
detail means a lot. | returned to this kind of aesthetics with my theological
master’s thesis, on Jean-Marie Straub’s and Daniele Huillet’s film “Moses und
Aron”, based on Schonberg’s opera. | loved this sparse and austere imagery,
brimming with significance that | could make explicit. Reducing means
intensifying when the context is intense. Good minimalism asks for maximalist
context. It is not that | did not appreciate different approaches. My favorite
composer is Mahler, as maximalist as it gets. But here as well, not one single
superfluous note, as Schonberg remarked; yet, one might say, a very
extroverted musical temperament. Mine is introverted. | recently composed a
song which | planned to be accompanied by a piano with two monodic lines. It
proved to be too much, far too much. The principle of attack and decay was
useless either. One human voice with monodic organ drones were everything |
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needed, anything else would have been too much and would have weakened
everything. Generally, | love drones, especially those very deep organ drones
which are half-heard and half-felt. Drones not only turn time into space, but
they turn soulless into soulful space. A friend of mine, German composer Eva-
Maria Houben, has written a piece which lasts over an hour and which consists
of hardly anything else than of such organ drones. She was so right, it is so
good there is a piece which is so long where hardly anything distracts from
these adorable drones. But | also love melodic movements accompanied by
drones. | cherish parallels, and parallel movements cutting carelessly across
the harmonic layer cake where octaves are something very close and half- or
even microtones are something very distant. | revel in effectively used
dissonance, especially spectral dissonance, and in clusters played by organs or
by multiple divisi strings. When writing for the clarinet, | prefer a rather low
tessitura — many contemporary composers use the altissimo register far too
often. | enjoy the beautiful, soft, mysterious multiphonics, not the shrill
catfight cacophonies.

> A.A.: You mentioned in a previous interview how much you
like the song. Isn’t that, in this postmodern era, an outdated
concept?

T.G.: For modernist conceptions of the history and future of music, this
could appear like an outdated concept. For example, strictly serialist
composing does not allow of larger traditional entities like melodies. But even
some major serialists saw a problem in this and therefore invented all kinds of
liberties in order to restore or reinvent something like the “cantabile”. As to
postmodernism, if everything is ironized and put into quotation marks, why
not a song as well, or a style of song writing? Since all those modernist
conceptions tended to be horribly exclusivist, therefore suppressive, the
postmodern rebellion came by necessity.

| oppose musical postmodernism only in two respects: firstly, if it
actually means an antimodernist counter-revolution, a neo-“romantic” or
rather neo-banal, neo-sentimental, neo-populist rollback against the
modernist openings of new horizons; and secondly, if it basically keeps the
exaggerated modernist bias against tradition by ironizing it compulsively. Jorg
Widmann, for example, is a wonderful artist, but with an obsessive tendency
towards ironically quoting and distorting — when | listen to his music, | always
wait for that moment when | sense that the ironic attitude fades out, gets
brittle and transparent, that the voices he intends to quote turn out to be his
own voice. Sometimes it happens, sometimes not. Dan Dediu does some very
similar things as Widmann, but he does them earlier and better, and his irony
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can get wonderfully brittle and transparent. If music is to be interesting to me,
it needs to be authentic. There is something deeply authentic, of course, about
critical distance, about irony and eclecticism, but only to a certain degree. Just
because we cannot express ourselves without quoting, expressing ourselves is
not identical to quoting. As prone as we may be to irony, at some point, we no
longer “feel joy” or “feel pain”, but we feel joy and we feel pain — we do not
“live”, but we live, and for us human beings, it is essential to express, as good
or bad we can, the truth of our existence. And therefore, necessarily,
postmodern exaggerated irony needs to be overcome, just as modernist
exclusivism needed to be overcome.

For a composer, this means facing the history of music, asking himself
or herself: What does really convince you? — And as far as | am concerned, |
can say: for example, the principle of melody. Not the urge to obey this
principle, or any other! Modernism has taught us how great music can be
without it. No, non-melodic, or atonal, or microtonal music are not ‘inhuman’!
The human spirit is not as poor a thing as to be musically confined to melody,
to modal or to major-minor tonality. But any modernist or postmodernist
claims about such principles being ‘exhausted’ and nowadays leading
necessarily to ‘kitsch’, are ideological, suppressive bullshit — crushed and
ruined by the musical life of the spirit since the 1970s, not to be mourned, and
definitely not to be revived.

> A.A.: You've also explored the relationship between music and
mathematics, conducted an experiment on this topic, and
theorized the results in a study — can you tell us about that?

T.G.: Since, as | told you above, | usually start with an idea that | did
not consciously construct, but which is structured anyway, such that
composing means developing its inner logic, | am not a constructivist, or a
semi-constructivist at best. But | make exceptions, and | am fascinated by
constructivism. Where one might expect a relation like: the more calculus, the
less emotion (or expression), reality proves otherwise — not only in Bach, but
he is a prime example.

During the last couple of years, Violeta Dinescu has used a certain kind
of structure, developed by Romanian mathematician Dan Tudor Vuza, for
creating a special kind of rhythmical canons. She uses theses structures in a
non-constructivist way, such that they only regulate the temporal distribution
of a musical material that, in itself, is in no way determined by the structures.
Therefore, | developed a method for deriving also the musical material from
the structures. When | had done so concerning pitches and durations, the
outcome seemed to have some musical potential for me, as long as | decided
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freely — that is, according to my musical taste —, about the tempo and
dynamics. Otherwise, it would have sounded just like some entirely
constructed slop to me, and not like music.

» A.A.: What are your thoughts on Romanian folklore, and how
did you manage to connect with it, given that you come from a
Western-style folklore region, which is very different from the
Eastern-style one?

T.G.: At age 15, | was very reserved about Christianity; but when | saw
a program on TV on Zen Buddhism, | was thunderstruck. It would not have
made any sense to tell me: “But your own culture is Christian; what can a
Japanese religion mean to you?” One could as well have asked our ancestors:
“But your own culture is pagan; what can a Middle Eastern religion mean to
you?” Obviously, it meant much to them. This is how the life of the spirit
works: by cultural appropriation. Yes, it can be and often is malign, aggressive,
awkward; but so can life as such, which anyway is not a generally accepted
good reason for being against life, or is it? Therefore, | am firmly opposed to
condemning cultural appropriation as such, since it means condemning the life
of the spirit: condemning human identities’ openness to other identities. And
we live in an age where an abundance of media brings the world to us, and we
grow up with that. So it’s the same with music. Nothing against authentic
Western folklore; yet what is called ‘Volksmusik’ in Germany is nothing that |
ever could connect with. But | had the joy of listening to ethnomusicological
programs on Bavarian Radio, and | was amazed by the expressive strength and
the complexity of Eastern folklore. In the East, including Russia, Hungary and
Romania, the introduction of folklore techniques into classical music made this
music richer, especially in terms of rhythm — in fact, it modernized classical
music. The names of Bartdk and Enescu symbolize a fascinating type of musical
modernism that includes, in essence, the appropriation of an already
extremely rich and complex folk culture. This is also why | dreamed of
participating as a composer in a festival of contemporary music in a city like
Tirana, Skopje or Chisindu — in places where the enormous powers of musical
modernism and of Eastern European folklore could unite. When | wrote a solo
violin piece for Chisindu, it started somewhat a la Hindemith, only for then
being clandestinely haunted by “Cine iubeste si lasa”.

| also deeply love Romanian Orthodox sacred music. Even less than
Gregorian chant does it suggest any reactionary attitude to me — surprisingly,
since | sympathize with mainstream Orthodox political agendas even less than
with that of my own church. Orthodox sacred music mostly sounds extremely
human, heartfelt, and full of life to me. | have nothing at all against its musical
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conservatism: What is so good should only be changed with utmost care. My
favorite composer of Orthodox sacred music is Bessarabian priest Mihail
Berezovschi. It is one more reason for me to love Romanian modern and
contemporary music that it kept its ties with this tradition, too.

When | walked across Chisindu for the very first time, | could hear the
bells of the Orthodox Cathedral. It is a kind of ringing that | don't hear often in
Germany. | immediately thought that this should be transformed into a piece
in the spirit of Alfred Schnittke. This means that | wanted to enrich the ringing
with dissonance and with allusions to other music. The piece is called
“Clopotnita”, for violin and piano. The culmination point of its harmonic order
is a dissonant chord on the notes E-flat, D and G, in German: Es—D—-G. Bach
already used it as a musical symbol meaning “Soli Deo Gloria”: “Glory to God
alone”. The main motif of the violin is that of the small bells, but it also
resembles the beginning of Schnittke’s fifth symphony. It is meant to be a joke,
yet not a foolish one, but a melancholic and religious joke — ironic in the spirit
of Schnittke, whose irony, as postmodern as it was, did not mean aloofness,
but consciousness of the broken, fragmentary, painful, traumatic. From my
part, this irony includes my consciousness of this cathedral’s belonging to the
Moldovan Orthodox Church, which is a metropolitanate under the Russian
Orthodox Church. | know what this means. Anyway, | respect this cathedral as
a beautiful house of God, and as the main landmark of Chisindu. “Clopotnita” is
a declaration of love for this city, which has brought me so much joy.

Besides, when | first attended mass in Roman Catholic churches in
Romania and in the Republic of Moldova, | noticed that the Roman rite there
had acquired an Orthodox touch (for example, there is hardly any communion
in the hand). Only then | really noticed what a strongly Lutheran touch it has in
Germany (especially because of the chorales sung by the entire community).

> A.A.: Our great composer is George Enescu, but he is not the
only one, even though the world sees him as the sole
representative of Romanian music. What else is there besides
George Enescu, and why is it worth exploring?

T.G.: Dear world, may | have your attention, please? Concerning
Romania, there are, for example, George Stephdnescu (1843-1925), Stan
Golestan (1875-1956), Paul Richter (1875-1950), Nicolae Bretan (1887—-1968),
lon Nonna Otescu (1888-1940), Constantin C. Nottara (1890-1951), Ludovic
Feldman (1893-1987), Alfred Alessandrescu (1893—-1959), Martian Negrea
(1893-1973), Filip Lazar (1894-1936), Sabin Dragoi (1894-1968), Mihail
Andricu (1895-1974), Marcel Mihalovici (1898-1985), Mansi Barberis (1899—
1986), Constantin Bobescu (1899-1992), Zeno Vancea (1900-1990), lonel
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Perlea (1900-1970), Theodor Rogalski (1901-1954), Tudor Ciortea (1903-
1982), Sigismund Toduta (1908-1991), Paul Constantinescu (1909-1963),
Alfred Mendelsohn (1910-1966), Constantin Silvestri (1913—-1969), Dinu Lipatti
(1917-1950), Mircea Chiriac (1919-1994), Roman Vlad (1919-2013),
Alexandru Pascanu (1920-1989), Dumitru Bughici (1921-2008), Tudor Jarda
(1922-2007), Vasile Timis (1922-2014), Anatol Vieru (1926-1998), Theodor
Grigoriu (1926-2014), Carmen Petra-Basacopol (1926-2023), Pascal Bentoiu
(1927-2016), Stefan Niculescu (1927-2008), Tiberiu Olah (1928-2002), Adrian
Ratiu (1928-2005), Vasile Herman (1929-2010), Dumitru Capoianu (1929—
2012), Wilhelm Georg Berger (1929-1993), Felicia Donceanu (1931-2022),
Myriam Marbe (1931-1997), Dan Constantinescu (1931-1993), Doru Popovici
(1932-2019), Aurel Stroe (1932-2008), Remus Georgescu (1932-2021), Liviu
Dandara (1933-1991), Cornel Taranu (1934-2023), Gheorghe Costinescu
(1934-2023), Mihai Mitrea-Celarianu (1935-2003), Nicolae Brandus (1935-
2023), Nicolae Coman (1936-2016), Alexandru Hrisanide (1936-2018), Irina
Odéagescu-Tutuianu (*¥*1937), Lucian Metianu (*¥*1937), Mihai Moldovan (1937-
1981), Corneliu Cezar (1937—1997), Corneliu Dan Georgescu (*1938), Vasile
Spatarelu (1938-2005), Liviu Glodeanu (1938-1978), Richard Oschanitzky
(1939-1979), Petru Stoianov (*1939), Hans Peter Tirk (*1940), Octavian
Nemescu (1940-2020), Dan Voiculescu (1940-2009), Horatiu Radulescu (1942—-
2008), Sabin Pauta (*1943), Costin Miereanu (1943-2025), Dan Buciu (1943-
2025), Viorel Munteanu (*1944), lancu Dumitrescu (*1944), Ulpiu Vlad
(*1945), Maya Badian (*1945), Costin Cazaban (1946-2009), Valentin
Petculescu (*1947), Liana Alexandra (1947-2011), Vladimir Scolnic (*1947),
Fred Popovici (*1948), Marina Vlad (1949-2022), Calin loachimescu (*1949),
Marcel Spinei (*1950), Christian Alexandru Petrescu (*1950), Horia Surianu
(*1951), Adrian lorgulescu (*1951), Adrian Pop (*1951), Doina Rotaru (*1951),
Maia Ciobanu (*1952), Adriana Holszky (*1953), Violeta Dinescu (*1953), Sorin
Lerescu (*1953), Liviu Danceanu (1954-2017), Carmen Maria Carneci (*1957),
Mihnea Brumariu (*1958), Livia Teodorescu-Ciocdnea (*1959), Laura
Manolache (*1959), George Balint (1961-2019), Mihaela Stanculescu-
Vosganian (*1961), Dana Cristina Probst (¥*1961), Nicolae Teodoreanu (1962-
2018), Ana-Maria Avram (1962-2017), Dora Cojocaru (*1963), Adina
Dumitrescu (*1964), lulia Cibisescu-Duran (*1966), Dan Dediu (*1967), Diana
Dembinski Voda (*1967), Didier Schein (¥*1969), Laura Ana Manzat (*1969),
Irinel Anghel (*1969), Ana Szilagyi (*1971), Catalin Cretu (*1971), Mihai
Maniceanu (*1976), Tudor Feraru (*1976), Cristian Bence-Muk (*1978), Gabriel
Malancioiu (*1979), Sabina Ulubeanu (*1979), Diana Iulia Simon (*1981),
Diana Rotaru (*1981), ... and as unforgivable as it may be, | will stop here, since
| am certainly stupid enough for having forgotten to mention many wonderful
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composers, and since it is principally impossible to write a history of the
present.

Concerning Bessarabia resp. the Republic of Moldova, there are, for
example, Mihail Berezovschi (1869-1940), Stefan Neaga (1900-1951),
Solomon Lobel (1910-1981), Gheorghe Neaga (1922-2003), Vasile Zagorschi
(1926-2003), Zlata Tkaci (1928-2006), Vladimir Rotaru (1931-2007), Pavel
Rivilis (1936-2014), Vitalii Verhola (1946-1984), lon Macovei (1947-2011),
Tudor Chiriac (*1949), Dmitri Kitenko (*1950), Gheorghe Mustea (*1951),
Vladimir Beleaev (*1955), Vladimir Ciolac (*1956), Vlad Burlea (*1957),
Ghenadie Ciobanu (*1957), Oleg Palymski (*1966), Snejana Pislari (*1972),
Alexander Timofeev (*1983), Lidia Ciubuc (*1990), and Veronica Ciobanu
(*1993).

They all are worth exploring since they all wrote wonderful music. If
you somehow belong to their world, be happy and be proud: You are part of
something truly great.

» A.A.: What are your musical preferences, and what
styles/aesthetic traits appeal to you? Who are your favorite
composers among those active in Romania today? Without
sounding undiplomatic, | just want to know what music resonates
most deeply with you — what musical language do you feel suits
your inner musical structure?

T.G.: | have many musical preferences, very different ones. As | said
above, | love minimalist aesthetics. Mostly | am practicing it myself, and | love
when others do it. But | can also love others doing something very different
than | do. | love music that overwhelms me both with its intelligence, its depth
and its intensity, music that grips, shocks, assaults and entrances me, music
that makes me discover new worlds any time that | am listening to it again,
since it is inexhaustible. Therefore, | owe my initiation into the mysteries of
classical music to such a work, “Le sacre du printemps”; for the same reason,
Gustav Mabhler is my favorite composer; and Johann Sebastian Bach, Franz
Schubert, Richard Wagner, Dmitri Shostakovich, Olivier Messiaen, Bernd Alois
Zimmermann and Alfred Schnittke are other favorites of mine.

It would indeed be undiplomatic to speak of living people, but the first
Romanian names that come to my mind are those of two deceased ones
anyway: Nicolae Brandus and Mihai Moldovan. Brandus’s opera “La tiganci”
and his “SinEuPhonia |” for tape, two organs and large orchestra are volcanic,
transcendental masterpieces that make you wonder how they were possible in
the first place, how anybody could compose and perform something like this.
And when | listen to Moldovan’s orchestral pieces “Scoarte” and “Rezonante”,
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| wonder if he knew Zimmermann’s “Photoptosis”, since they are so close in
spirit — at the same time highly constructivist and highly expressionist, with
compression (plus quick repetition) and stretching of motifs, and so on.

Last but not least, in spite of all diplomacy, a living one! Lucian
Metianu (whom | have visited twice so far at his home in Lausanne) went to
Cologne in 1969 because he wanted to study with Zimmermann, who
unfortunately was already too sick. He would have loved Metianu, who is
deeply Pythagorean in spirit — a constructivist par excellence, and with that
certain grace of the Muses that allows constructivists like Josquin or Bach,
Xenakis or Metianu, to write music which is more expressive than most music
that was meant to be so. His first symphony is one of the greatest works of
Romanian orchestral music from the 1960s, next to this era’s masterpieces by
Vieru, Niculescu, Olah, Stroe and the like. His monumental second symphony
has never been performed, and this should change.

» A.A.: | recently discovered your book on Bernd Alois
Zimmermann, whom you call a “religious artist.” Why did you
choose to explore his work, making this research the focus of your
doctoral studies?

T.G.: Well, that’s my theological PhD thesis. | have already sketched
above why it does not come as a coincidence that art and religion and their
interconnection are my thing, and the deeply melancholic modern spirituality
of Ingmar Bergman, close in spirit across all of the Christian confessions to that
of Kierkegaard, Dostoevsky, Nietzsche, Karl Barth, Hugo Distler, Jehan Alain,
Andrei Tarkovsky, Alfred Schnittke ... and also Zimmermann. As a very young
man, | listened to his “ecclesiastical action” — on might also say “cantata” — “Ich
wandte mich und sah an alles Unrecht, das geschah unter der Sonne (So |
returned, and considered all the oppressions that are done under the sun)”.
The complaint about earthly injustice in Ecclesiastes 4 is combined there with
Dostoevsky’s story of the Grand Inquisitor, who condemns Jesus Christ in the
name of the church. | could never forget it. Zimmermann completed it five
days before his suicide; it is far more than only his suicide note, but it is also his
suicide note. It at least ponders the possibility that most of mankind is unable
to follow Christ, hence forsaken by him and predestined to damnation
(Augustine’s classical horror scenario). Yet, as he did with many of his major
works, Zimmermann wrote under the score: “O. A. M. D. G.”: “Omnia ad
maiorem Dei gloriam”: “Everything to the higher glory of God”. No book was
ever written on what this may mean — hence, how religion and art relate in the
work of this major composer of the 20 century —, let alone by a theologian.
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And this is how my personal interest in this artist and a scholarly desideratum
came together.

> A.A.: Does your creative expression as a composer
complement your perspectives as a philosopher, literary scholar,
or even a theologian? This may be a somewhat personal question,
but which of these roles fulfills you the most? Musician,
philosopher, or theologian? Can they intertwine; can they
“coexist” with one another?

T.G.: During the last years, my focus has been increasingly on music.
Currently | am proofreading a philosophico-theological PhD thesis by a friend
of mine that reminds me of much that | have missed while | was writing a
musicologico-theological PhD thesis myself. If | don’t see this as a damage, it is
not because | did not respect the philosophical and theological discourse. They
are seriously dealing with the basic concepts of our culture, discussing freedom
in particular. These highly abstract reflections imply highly concrete practical,
social, political consequences, and therefore they are good examples for
showing what Hegel meant by saying that the abstract is the truly concrete.
Especially in our age of global neo-authoritarianism such reflections on what
we really care about in our society are highly relevant. But as far as | see, these
discourses work quite well. Except for reviewing and proofreading, they don’t
need me. | do have a project, on the concept of “Ahnung”, which translates as
“presentiment”, “premonition”, “having a certain idea” etc. This term has a
prominent, but pretty unsung philosophical and theological history, and it is
also a word that’s often used in everyday German. In a hardly translatable way,
it associates very heterogeneous dimensions of human sapience and sentience
— all of which somehow work together in our daily motivations and
orientations, and in particular in the creation and experience of art. | am not
yet sure if this concept will allow me to say something if not new, but
sufficiently original for being interesting, about the aesthetic judgment as such
and its relation to religious judgment: What exactly is taste, and to what extent
is religion a matter of taste? — We will see.

My most general reason for not abandoning philosophy and theology
is simply that theory is a part of life. As to my musical life, | am acting in the
abovementioned triad of being a composer, a performing musician and a
musicologist. The musical work of art is always somehow related to the other
arts, motivated and oriented by the respective worlds in which they all exist.
Therefore, the work of musicology will always have to be interdisciplinary,
including the philosophy and the theology of music.
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In any case, what is most satisfactory is always feeling truly useful.
Now that my parents are old, | can be truly useful when | care for them. When
music comes to my mind that does not yet exist, but | think it should exist, or |
meet with someone else’s piece of music that does not ring out as it should, or
does not receive as much attention as it should, and | can play it or promote it,
or when | am given a book for saying how good or bad it is, or when | am
handed a manuscript by somebody who can work and think, but is bad at
formulating elegantly, and | can ameliorate it, then | am given a task by the
spirit, and | am happy to serve the spirit, since | feel truly useful.

> A.A.: How do you see your relationship with Romania and with
Romanian music and culture, and how would you like it to evolve?

T.G.: My relationship with Romania and the Republic of Moldova must
be some part of my karma, and a most fortunate one — one of the best things
that happened in my life. | would be especially happy if my working for
Romanian music could also turn into a job.

SUMMARY

Andra Apostu

A dialogue with Thorsten Gubatz

Deeply connected to Romanian musical culture — which he enjoys writing
about and promoting, particularly through his YouTube channel — Thorsten
Gubatz has a unique theoretical background in theology, philosophy, German
literature, and music; his experiences in these fields have culminated in two
impressive doctoral dissertations. He considers his relationship with Romania
and the Republic of Moldova to be part of his destiny; he devotes a great deal
of time and passion to this connection and would be delighted to continue
actively participating in Romanian musical life in the future. Young, energetic,
and dedicated to his ideas, a trained clarinetist, he prefers to compose
chamber music for string instruments; he defines himself as a minimalist artist,
but his favorite composer is Gustav Mahler. | have frequently encountered him
in recent years on the stages of Romanian contemporary music festivals, as
both a performer and composer; on his YouTube channel, where he promotes
Romanian music; and in the pages of Muzica magazine where he has published
essays and reviews.
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RECENZII

Aer proaspat si praful istoriei
Incursiuni muzicale in Transilvania premoderna
de Vlad Vaidean

George-loan Pais

Nu pot sa nu observ o oglindire intre ,greaua misie” declarata de autor
a scrierii volumului si ,greaua misie” a recenzentului, in egala masura ,, mocait”

TRIO

MOLDAVIE TERMINVS

TRANSYLVANIAE 28>
s g

(posibil  simptom al unei
impartasite obarsii ardelene) si
cu siguranta mai putin
experimentat Tn ceea ce priveste
miezul dur al subiectului
abordat. Amandoi, atat autorul
cat si cititorul de fata, ne
confesam pe aceasta cale in mod
smerit lipsa de pricepere. Fac
apel la savuroasa formulare a lui
Vlad Vaidean, plasata strategic
inspre concluzia introducerii
volumului: ,,chiar tin sa subliniez
cad, de fapt, subiectul cartii de
fata ma depaseste in
continuare”. Autorul anunta ca
,nu poseda decat in foarte mica,
aproape nerelevanta masura
multilingvismul si competentele
paleografice necesare” pentru
intreprinderea unui asemenea
demers de cercetare. Daca Vlad

Vaidean reuseste sa contrabalanseze aceste ante-anuntate lipsuri printr-o
rigoare de cercetare exemplara, o limpiditate discursiva angajata in slujba unui
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spirit de sinteza de mare alonja si a unui rafinat spirit critic, de mare luciditate,
eu voi Tncerca sa-mi acopar lipsa de pregatire in subiectul abordat (de altfel, o
tema ce tine de apanajul hiper-specialistilor) printr-o serie de observatii (cvasi-
eseistice) despre relevanta si dificultatea unui asemenea demers de cercetare
in genere. De altfel, volumul lui Vlad Vaidean poate servi ca un pretext si un
prilej de reflectare asupra a ceea ce Tnseamna sa faci cercetare muzicologica de
calitate astazi. Oricare ar fi interesul publicului fata de subiectul cartii,
Incursiuni muzicale in Transilvania premodernd merita citita drept un exemplu
de buna conduita a cercetarii indiferent de natura obiectului, o marturie de
deontologie carturareasca pe care autorul o potenteaza cu a sa ,cantonare
iremediabila Tn cumintenia scolareasca a tocilarului” si ,apetitul vicios al
bibliografului”. Cu riscul depasirii (sau ratarii) mizei unei recenzii de carte,
frizdnd pe alocuri o nota de oarecare laudatio la adresa autorului, ma folosesc
de aceste randuri pentru a lansa cateva observatii despre niste teme (sau
meta-teme) desprinse din problemele de fond ale cercetarii sale.

Prin incursiunea sa, Vlad Vaidean reuseste sa jongleze cu maiestrie
livresca cu un set de dificultati: dificultatea de a scrie despre muzica — oricine a
incercat sa depaseasca un nivel muzicologic rudimentar intelege cu repeziciune
ca domeniul este unul alunecos, in care conceptele sunt rareori tari sau fixe;
dificultatea de a scrie despre istorie, mai cu seama despre una atat de
imbarligata ca cea a acestui tinut, a carui ,fertila policromie culturala” are
drept contrapondere felurite tensiuni istorice, etnice si nationale, ale caror
ecouri inca se regdsesc, din pacate, in diverse ideologii xenofobe despre care,
ne dorim sa credem (poate naiv), ca sunt doar marginale; cumulat, dificultatea
de a scrie despre istoria muzicii unui asemenea tinut; iar probabil cea mai mare
provocare, dificultatea de a face toate acestea in absenta unor partituri sau
surse muzicale concludente si cu un acces restrans la surse primare. intreg
demersul a fost cel mai bine sintetizat de muzicologa Valentina Sandu-Dediu in
textul prezent pe clapeta copertii a patra, observand ca cercetarea lui Vlad
Vaidean se afla , la granita fluida ntre studii culturale si muzicologie”.

»Traiesc tot mai mult cu senzatia irelevantei”. Citind volumul, multiple
asemenea enunturi-nestematad au proprietate de a opri fluxul lecturii si de a
obliga cititorul la un plus de reflectie. Totusi, acestea adesea se refera la
capacitatea frapanta a autorului de a sintetiza complexe peisaje si de a innoda
ample sinusoide argumentative cu o concizie aparte. Citatul mai devreme
amintit, la fel ca mare parte din introducerea apt numita Explicatie si
confesiune, sare in ochi si denotd o serie de calitati: virtuozitatea condeiului,
purtand frazele cu precizie si impletind rigoarea registrului savant cu savoarea
unor alunecari baroce, fara sa pice in calofilie; capacitatea de a construi ample
linii de argumentare cu o claritate transanta; perspectiva critica, din care
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transpare uneori o doza find de umor rezervat; abilitatea de a tine cititorul
antrenat prin dozajul stilistic ce serveste ca un principiu de balansare a plajelor
mai tehnice ale textului — de altfel, probabil cea mai de seama calitate a
volumului de fatda este felul in care acesta, desi clar abordand o tema de
specialitate ce poate in prima faza sa para arida, reuseste totusi sa fie accesibil
si cititorului profan, in conditiile unui minim fitness intelectual. Aceasta din
urma calitate este rezultanta a trei forte convergente: claritatea gandirii,
capacitatea de sinteza si maiestria aproape acrobatica a scriiturii. Printre
aceste calitati se strecoara si un mic defect, vadit in introducere, reactie
secundara des intalnita la posesorii oricarui talent, reactie izvorata dintr-o
acutizare a smereniei: o exagerata subestimare a propriilor forte, demersuri si
rezultate.

Si totusi, cateva lucruri despre continut, volumul arcuindu-se in patru
capitole ample. Primul se refera la ideea specificului identitar, o problema
spinoasa in sine, complicata in discutia de fata prin dimensiunea plurietnica,
plurilingvistica si pluriconfesionald a spatiului transilvan, iar mai apoi dublata
de controversa existentei unei eventuale dimensiuni muzicale ale acestei asa-
zise, presupuse si deja discutabile (ca sa nu spunem chiar subrede) notiuni de
identitate transilvana. Vlad Vaidean pregateste in aceste pagini terenul pentru
investigatia ce urmeaza in restul cartii, familiarizand cititorul cu cadrul istoric al
Transilvaniei medievale. Romanii, maghiarii, sasii si secuii s-au individualizat ca
grupuri etnice, dar s-au coagulat sub aspectul unui sistem colectiv, trasatura
definitorie de fond — ,,cea mai redutabila caracteristica a specificului transilvan
ramane tocmai aceasta fertild policromie culturald rezultata din convietuirea,
deopotriva pasnica si concurentiala”. Al doilea capitol, acoperind o ampla
perioada istorica de aproximativ sase secole, ne indreapta atentia spre viata
acestor culturi si spre dimensiunea muzicala a comunitatilor lor, mizand pe
primatul importantei cultului crestin Tn viata culturald (in masura in care poate
fi vorba de o viata culturald autonoma in aceste date istorice), de altfel, o
trasatura comuna aproape tuturor culturilor europene in perioada medievala.
Un alt pilon fundamental al cercetarii in acest punct este explorarea relatiei
dintre educatie si mediul ecleziastic. Este amintita scoala capitulara de la
Cenad, importanta culturii muzicale gregoriene pe filiera romano-catolica,
complicata relatie pe care sasii luterani si maghiarii reformati o vor avea cu
aceastd ,mostenire” gregoriana, impactul Reformei in general asupra acestor
comunitati, reale insule de crestinatate apuseana in miezul Carpatilor, dar si
impactul acesteia asupra romanilor ortodocsi. Tot aici sunt discutate
tipariturile muzicale, directd rezultanta a avantului pentru carte mijlocit de
Reforma protestantd, autorul aplecandu-se particular asupra Cronicii lui
Sebestyén Tinddi Lantos si Odelor lui Johannes Honterus. Al treilea capitol se
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preocupa de felul in care viata muzicala transilvana s-a acordat la scene
omoloage europene, pictand o serie de fresce ale importantelor centre si curti
(Buda sub conducerea lui Matei Corvin sau curtea de la Alba lulia sub
Sigismund Bathory si Gabriel Bethlen), dar si o serie de portrete de muzicieni
problematizate la nivelul notorietatii si importantei europene (cosmopolite)
sau locale, de la Valentin Bakfark la ,pleiada autorilor sasi de dictum-uri”.
Lectura acestor pasaj, o desprafuire atent operata de autor, este probabil cea
mai greoaie din prisma notiunilor de specialitate istoriografica si gradului
ridicat de specificitate. Marturisesc ca am fost incercat de un sentiment de
oarecare neliniste Tmpletit cu o doza stranie de seninatate citind aceste
incropiri biografice din modestele crampeie bibliografice ramase in urma;
autorul muta Tn acest punct focalizarea discursului spre o istorie marunta — nu
povesti ale imparatilor, reginelor sau Tnaltilor demnitari, ci vieti ale
mestesugarilor muzicii. In fine, capitolul al patrulea promite o rampi de
lansare catre modernitatea istorica, preocupat mai degraba de secolele XVIII si
XIX, facand trecerea spre identitatea nationald romaneasca si importanta
fenomenului coral in plan muzical.

Ce relevanta au toate acestea? Este o intrebare care, dupda cum am
observat deja, il bantuie si pe autor inca din introducere. Exista un raspuns
primar: aceste lucruri sunt relevante specialistilor doritori sa aprofundeze
panorama vietii muzicale in Transilvania secolelor X-XVIII, prezentata intre
aceste coperti intr-un suflu nou, de o proaspata inteligibilitate ce deschide
textul chiar si neinitiatilor. Raspunsul secundar este, cred eu, mai interesant, si
se afla tot intr-un plan virtual, la un nivel superior de lectura a textului, un
meta-raspuns: relevanta cercetarii pentru cei interesati sau angrenati deja in
domeniul respectiv este oarecum triviald, Tnsa relevanta cercetarii in sine, ca
demers de onestitate intelectuald si aprofundare a unei felii de cunoastere
ramane capital, din pacate subapreciat de publicul larg si de politicile
educationale si Tn egald masura subfinantat, care in cazul lui Vlad Vaidean a
luat forma unui ,exercitiu (...) de empatie culturala si confesionald”. Cred ca
este un exercitiu necesar, si de asemenea cred ca putem beneficia de pe urma
acestei atitudini si dincolo de sala de studiu sau biblioteca, in afara sferei
cercetarii.

O alta observatie se desprinde firesc din suprafata textului: a scrie
despre muzica Tnseamna a scrie despre oameni, relatiile dintre ei si felul in care
trdiesc. Fara a nega valoarea analizelor, a abordarilor structurale sau
preocupate exclusiv de tehnica, trebuie recunoscut ca acestea se prezinta de
multe ori (si Tn special in randul celor mai putin experimentati) ca o ispitad a
unei forme de retragere, de divortare a muzicii de realitatile ei inconjuratoare.
n cazul unei zestre muzicale reconstruite si reconstituite, cum este cea de care
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se ocupa volumul de fata, este greu ca aceasta ispita sa existe intr-o forma
deplina. Totusi, adaosul partiturilor ar putea sa imbogateasca un asemenea
demers (fapt recunoscut de autor), insa cred ca lipsa (sau saracia) lor este mai
degraba salutara decat deficitara. Prin absenta documentului-obsesie din
discutie avem prilejul de a ne (re-)aminti si (re-)intelege cateva chestiuni
esentiale in istoria muzicii: transformarea muzicii in ,obiect” (si, mai recent, in
marfa); transfigurarea aproape alchimica a muzicii din mestesug in arta, o
problematica find ce antreneaza ite sociologice; coagularea lenta a trinomului
compozitor-interpret-public, notiune cvasi-straina unei bune parti din
vremurile discutate de autor; plasarea muzicii intr-un ansamblu mai mare de
practici culturale ce servesc la zugravirea imaginii unei comunitati Tntr-un
anume cadru geografic-istoric si, de la un moment incolo in istoria ideilor, ca
parte constitutiva din alcatuirea unei identitati. Vlad Vaidean si-a propus sa
priveasca de sus, insa tocmai datele documentare si bibliografice, ,suma
faramitata in transee”, |-a obligat sa priveasca de sus. Tocmai aceastd
abordare, dibace construita si rafinat articulata, vorbind in egala masura atat
despre fenomenele culturale, cat si despre contextul istoric, politic si
confesional din care acestea s-au desprins, denotand eruditie si uzand de
ample trimiteri incalcite catre cotloane bibliografice din cele mai tainice,
insirdnd si invocand nume din varii manuscrise prafuite si tomuri criptice
accesibile doar initiatilor, toate acestea amintesc probabil cel mai bine de
trasatura fundamentald a actului muzical, un fundament ontologic usor de
ocolit (sau uitat) Tn cotidian, insa de o limpezime transanta in arta sunetelor:
efemeritatea.

SUMMARY

George-loan Pais

Fresh air and the dust of history
Musical Incursions in Pre-Modern Transylvania by Vlad Vaidean

There is an ironic dose of humor in the fact that both the author of the volume
and the author of the review claim that the topic — music in Medieval and Pre-
Modern Transylvania — is beyond their expertise! Vlad Vaidean’s book, clearly
aimed at a specialized niche audience, has, thanks to the exquisite penmanship
of its author, the ability to be an interesting read even for the uninitiated. The
volume aims to paint a fresco of musical life in Transylvania roughly between
the 10" and 18™ centuries, in four large chapters. The first deals with the
problem of identity: to what extent can one speak of a Transylvanian identity,
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even more so of a Transylvanian musical identity? By laying the foundations of
a historical framework, Vlad Vaidean sets out the stage for his further
investigations. The second chapter deals with the music of the ethnic and
religious communities of the early and late Middle Ages: the influence of
Roman Catholicism in the region, the importance of the relationship between
educational systems and the ecclesiastical institutions of various
denominations, the legacy of Gregorian chant in the communities of the
Lutheran Saxons and the Calvinist Reformed Hungarians. The third chapter
paints a series of frescos of important cultural centers, that of Buda and of
Alba lulia, whose court was anything but provincial in terms of preoccupations
for music and the arts, before moving on to a series of portraits of musicians of
varying degrees of European notoriety (that Vaidean questions in a very
refined manner), from Valentin Bakfark to the Saxon dictum composers. The
last chapter deals with the more recent (18""—19%™ century) notion of national
identity and choir music in this context. Through a series of very well-written
arguments, extremely articulate synthesis and overviews, and an outstandingly
limpid analysis, Vlad Vaidean manages to turn the topic of Medieval
Transylvanian music in a deontological model of well-made musicological
research, reaching and spilling over into cultural studies.
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