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SUMMARY

The present article is addressed to the young generation of musicians in
their training stage, such as instrumentalists, ethnomusicologists,
musicologists, composers, and has the role of disseminating some less
known information, also providing opportunities, in our opinion, for
the modern musical society of the 21st century. It is known that the
viability of the cimbalom as a traditional Romanian instrument is
ensured to a large extent by the interest shown in the cultural-artistic
environment, on the one hand, and on the other, by the
institutionalization of the study of the instrument in musical education
institutions (second half of the 20th century). All happened
concurrently with the notation and arrangement of traditional music
into scores. There are also various artistic collectives and personalities
that stand out, more and more studio recordings are made, both in the
Republic of Moldova and in Romania. Anatol Golomoz is the personality
who made a substantial contribution to the development of the
performance and notation of the repertoire for cimbalom in the
Republic of Moldova. The Variations for Solo Cimbalom ‘S-a dus cucul de
pe-aici’/The cuckoo has gone from here is an eloquent example of his
musical abilities.

REZUMAT

Acest articol se adreseazd, in special, generatiei tinere de muzicieni, la
stadiul de formare, precum instrumentisti, etnomuzicologi, muzicologi,
compozitori si are rolul de diseminare a unor informatii mai putin
cunoscute, dupd pdrerea noastrd, pentru societatea muzicald modernd
a secolului al XXI-lea. Este cunoscut faptul cd viabilitatea tambalului ca
instrument traditional romdnesc este asiguratd intr-o mare mdsurd de
interesul manifestat, pe de o parte, in mediul cultural-artistic, iar pe de
alta, prin studierea instrumentului in institutiile de invatdmant muzical
(a doua jumdtate a secolului al XX-lea). Toate se produc concomitent cu
notarea si aranjarea in partituri a muzicii traditionale. Se impun si
diverse colective artistice, personalitati, se efectueazd tot mai multe
inregistrdri de studio, atat in Republica Moldova, cat si in Romania.
Anatol Golomoz este personalitatea care a adus un aport substantial in
dezvoltarea interpretdrii si notdrii repertoriului pentru tambal din
Republica Moldova, iar Variatiunile pentru tambal solo,,S-a dus cucul de
pe-aici” reprezintd un exemplu elocvent al abilitatilor sale muzicale.
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INTRODUCTION

It is known that folklore represents an inexhaustible source of
inspiration, of raw material in creative laboratories of different musical
environments (traditional, academic, etc.). In the context of the topic
addressed, the viability of the cimbalom as a traditional instrument in the
national organological heritage in the last half of the 20th century until
nowadays is ensured to a large extent by the high interest shown in the
cultural-artistic environment of the Republic of Moldova and by the study and
institutionalization of the instrument in musical education institutions of
different levels - from music schools to the Academy of Music, Theater and
Fine Arts. With the establishment of folk music orchestras with employed
musicians in the Republic of Moldova (50s-60s of the 20th century) such as
Folclor, Fluieras, Mugurel, etc., the cimbalom is used not only as an
accompaniment instrument, but also as a soloist. In this sense, at the
beginning, key personalities from that period contributed to the promotion of
the cimbalom, such as Isidor Burdin (conductor), Valentin Vilinciuc
(orchestrator), Victor Copacinschi, SergheiCretu etc. (1,2,3, 6, 7). A series of
arrangements, adaptations, processing of both folk and academic music have
been made for cimbalom. Anatol Golomoz (born August 3, 1951) is among the
first arrangers and authors of creations for cimbalom.

Anatol Golomoz - creative portrait

Anatol Golomoz, who has more than fifty years of activity as a
professional cimbalom player, professor, orchestrator/arranger and
luthier/cimbalom craftsman in the Republic of Moldova, has contributed to
the promotion of musical folklore on concert stages, both in the country and
abroad.

Anatol Golomoz is originally from the village of Calfa, the central area
of the Republic of Moldova. He completed his higher studies at the Institute
of Arts in Chisinau, enrolled in the Folk Instruments section - cimbalom (4). At
the same time, he began his work in various semi-professional collectives,
soon followed by offers to collaborate with prestigious folk music orchestras.
As aresult, he was employed as a professional instrumentalist in the Mdrtisor
Folk Music Orchestra - founded by Sergiu Ciuhrii. A little later, he was invited
by Dumitru Blajinu, the founder and conductor of the Folclor National
Philharmonic Orchestra (then the Teleradio Company Orchestra), to
participate in the recordings and even in some concerts with this orchestra.
Thus, he carried out a productive, simultaneous activity in both orchestras.
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An important page in Anatol Golomoz’s activity is his friendship with
musicians from Romania in the period up to the 1990s. In 1981 in Bucharest on
the premises of Carul cu bere, he met Bob Stanescu, a virtuoso violinist and
cimbalom player, who helped him meet Toni lordache, and with whom he
formed a close friendship after long discussions related to the instrument,
musical creations, professional life and performance, thus remaining
impressed by the way Toni played the cimbalom, as he declared in an interview
from 2022.

Simultaneously with the activity in the two orchestras, he also
dedicates himself to pedagogy at the Stefan Neaga Center for Excellence in
Artistic Education, having worked here for about twenty-seven years. In 2005,
at the invitation of Vasile Craciun, he became a university lecturer at the
Academy of Music, Theatre and Fine Arts, and later, from 2019, was appointed
teacher at Ciprian Porumbescu Republican Music High School.

Anatol Golomoz noticed since the 70s, his student years, that there
was a crisis of teaching material, especially adaptations of classical music for
cimbalom. As a rule, sheet music was taken from various instruments on the
basis of which arrangements for cimbalom could be made. In terms of folk
music, pieces proposed by the teachers were performed, mostly taken from
the repertoire of the ldutari.

In the forty-five years of activity as a professional instrumentalist in
the Folk Music Orchestra, Anatol Golomoz made over a thousand
arrangements for solo and orchestral performance of folk songs. These
arrangements were created both for vocalists, such as: Nina Ermurache,
Teodor Negara, Angela Paduraru, lon Bas (for whom he also wrote several
romances), Nicolae Glib, Valentina Cojocariu, as well as for instrumental
soloists: Leonid Mosanu - flute, Vasile Rusu — accordion, Gavriil Gronic and
Anatol Nunu - trumpet, Dumitru Blajinu - violin and many others. In his artistic
activity, Anatol Golomoz had a fruitful collaboration with performers from
Romania, as a conductor and arranger, recording an impressive number of CDs
such as those together with lon Dolanescu, lonut Dolanescu, Margareta Clipa,
Gheorghe Jitaru. We would also like to mention the fact that at the beginning
of the 1980s, with the establishment of the Republican Contest Prezintd
orchestra Folclor/Folklore Orchestra presents (organized by Sergiu Ciuhri and
Constantin Rusnac) original pieces in folk style and adaptations were
performed. During several editions of the contest, both groups of
professional and amateur artists performed, thus giving birth to a lot of vocal
and instrumental pieces. Anatol Golomoz participated in several editions,
together with the Folclor National Philharmonic Orchestra as a solo
instrumentalist, author of pieces and arrangements for folk music ensembles,
obtaining various prizes over the years in all the stated categories, including
the Grand Prize in 1986 with an accordion piece called Studiu de concert
(Concert study), performed by Vasile Rusu.



58

In 2003, maestro Anatol Golomoz released the CD entitled Pe cdrdrile
amintirilor/On the paths of memories together with his brother, Valentin
Golomoz, who played the clarinet and the kaval. It contains 15 melodies
performed solo on the cimbalom, in a duet with his brother, or in a duet of
two cimbaloms with Sergiu Cretu, such as: horas, sdrbas, geamparale, pieces
for listening and the variation S-a dus cucul de pe-aici? The cuckoo has gone from
here.

S-a dus cucul de pe-aici/The cuckoo has gone from here Variations for Solo
Cimbalom - history of creation, structural aspects

Anatol Golomoz created the S-a dus cucul de pe-aici Variations for a
tour in Cologne, Germany, in mid-1992, with the aim of highlighting the
cimbalom as a traditional instrument in the concert. The original source of S-a
dus cucul de pe-aici Variations for Solo Cimbalom is a well-known song that has
circulated and continues to circulate in the traditional environment. Some
sources point to its author - Constantin Mandicevschi, with the title Cantd cucu-
n Bucovina /The cuckoo is singing in Bucovina, written in 1904 to commemorate
400 years since the death of Stephen the Great. No matter who the so-called
“first author” was, the song became folklorized and circulates in multiple
versions of literary text, but also melodic ones, such as, for example: Cantd
cucu, batd-l vina /The cuckoo is singing, be it blamed, Mdi cucule blestemat de ce
puii ti-ai ldsat /You,damned cuckoo, why have you left your chicks or Cantd cucu-
n Bucovina /The Cockoo is singing in Bucovina. It is a very popular creation
adopted and performed by established artists, who approach various musical
genres.

By consulting specialized literature and internet sources, we found
that this work has been adapted or altered to different musical genres and
performance styles, either vocal or instrumental. Here are some models:

a. Vocal variants:

- Folk song, accompanied by taraf or folk music orchestra: Cantd cucu-
n Bucovina — Grigore Lese si un grup vocal, Cdntd cucu-n Bucovina — Nicolae
Ciubotaru, Cdntd cucu-n Bucovina — Vasile, Cdntec despre Bucovina — Grigore
Gherman, Cdntd cucu-n Bucovina — Dinu lancu Saldjanu, S-a dus cucul de pe-aici
/ Si si-a ldsat puii mici — Nina Ermurache, Bucovind plai cu flori — Maria lliut, Cantd
cucu, batd-l vina — Cornelia Stefanet;

- Folk music accompanied by brass band: Cantd cucu-n Bucovina -
Alexandru Recolciug;

- Academic music: Cantd cucu-n Bucovina - Rusanda Panfili and
Valentina Nafornita (solo voice and violin);

- Religious/cult music: Cantd cucu-n Bucovina —-EVLOGHIA choir;

- Ethno music: Cantd cucu- Fuego;

- Folk music: Cantd cucu-n Bucovina —-D.O.R. folk group, Suceava;
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- Pop music: Cantd cucu batd-l vina — Andra, Cantd cucu — ADDA; Cantd
cucu-n Bucovina - Loredana Calin;

- Rock music: Cantd cucu-n Bucovina —Phoenix, Cantd cucu-n Bucovina —
Straja, Cdntd cucu — Alex Calancea Band/Lupii lui Calanceg;

- Trap (hip-hop) music: Cantd cucu-n Bucovina —Sherby, Cantd cucu-n
Bucovina - ADDA & Dj Ralmm.

b. Instrumental variants:

- Solo folk music, accompanied by taraf or folk music orchestra: S-a dus
cucul de pe-aici/ The cuckoo has gone from here - “Hora” Folk group - solo
cimbalom, Cantd cucu-n Bucovina/The cuckoo is singing in Bucovina, Veran
Zorira - solo alto saxophone, Cantd cucul/The cuckoo is singing - Stanislav
Culcicovschi solo accordion, USA.

- Folk music performed by brass band: Cantd cucu-n Bucovina/The
cuckoo is singing in Bucovina - Belcesti Brass Band, Cantd cuculbatd-I vina/The
cuckoo is singing, be it blamed - Candasti Brass Band;

- Ethno music: Cantd cucu-n Bucovina/The cuckoo is singing in Bucovina
-in the “Amerindian” version, solo flute and pan flute (South American);

- Pop music: Cantd cucu-n Bucovina/The cuckoo is singing in Bucovina -
solo pan flute Dumitru Mihai;

- Jazz music: Cantd cucu-n Bucovina/The cuckoo is singing in Bucovina —
solo violin Florin Niculescu, Cdntd cucul/The cuckoo is singing — lon Virlan
Quintet.

The Variations for Solo cimbalom S-a dus cucul de pe-aici/The cuckoo
has gone from here represent three modules. Each variation has an
individualized, full and gradually dynamized development through different
nuances, in which a deep externalization of emotions is felt. Along the way,
the development is carried out with increasingly more ample phrases, the
tempo is constantly increasing, and, starting with p the climax occurs
gradually on ff. The compositional approach combines, on the one hand, the
specific style of Toni lordache, and on the other, the characteristics of the
genre of variations from universal music.

In the following pages we shall elucidate some aspects related to
performance and orchestration which we have come across by studying the
arrangement in the author’s manuscript (ANNEX). Starting from a theme
comprising merely fourteen beats, the author of the arrangement (see Fig. 1.),
relying on the principle of form (theme and variations) and of creative
ingeniousness, manages to develop an ample concert piece.
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Fig. 1. The theme of the piece

The theme of the variations is built on two phrases, A and B, of 6 and 8
bars respectively, which can be represented according to the following
formula:

A + B.
6/ 8

On the macro-structural level, the variation is made up, as we have
mentioned, of three modules prepared by an introduction.

Introduction. The piece begins with four repetitive chords in sixths,
built on the incipient motif of phrase A (see Fig. 2.), later completed by a
cadence performed in an improvisational manner, a virtuosity section
employing intensely chromaticized ascending and descending movements
which prepare the emergence of the actual theme in module one. Since this
piece was created in order to highlight the possibilities of performance
offered by the traditional cimbalom, we can mention that the cadence
represents a procedure / a manner of presenting the ambitus, and of
displaying some of the technical and melodic-harmonic capabilities of the
instrument. The cadence has an ambitus ranging the E of the contraoctave
and the E of the third octave. It begins on a perfect fifth chord, played with
the dynamic nuance f, followed by arpeggiated movements with an ascending
accelerando. The climax of the cadence is anticipated by ritenuto alongside a
trill on E, followed by descending movements in a sequence, followed by a
return to the starting note.
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Fig. 2. The incipient motif of phrase A

After the cadence comes the exposition of the actual theme, which
constitutes the first module of the variation.

Module one is built on the same structure as above, which is doubled
in performance by plucking and playing with hammers, depictable as follows:

A + B + A+ B;.
6/ 8 6/ 8
Played by plucking Played with hammers

The phrases played by plucking the strings with the left fingers -
pizzicato are complemented by an accompaniment of an arpeggiated nature,
performed by the right hand with one hammer (see example no. 2).

Before the final reprise of phrases A and A,, in bars 20-21, 39-40, when
the passages to the major phrases B and B;occur, four chords are played with
both hammers (see Fig. 3.), preserving the construction principle of the
chords from the incipient section of the piece.
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Fig. 3. Sequence of 4 chords played with both hammers
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The indication agitato in the score marks the change of the playing
manner by using the hammers. The right hand continues to accompany the
theme, while everything is rendered in a more agitated manner, accentuating
the development of inner feelings, evincing, however, a fully cantabile and
cursive melodic line, thus creating a captivating concert sound (see Fig. 4.).

™
—~

Fig. 4. Fully cursive melodic line

The first module ends with a mini cadence consisting of 5 bars. In
harmonic terms, we notice the unfolded presence of the passage in Sll;, which
contributes to diminishing the tempo and the intensity of the dynamic
nuances, thus creating a state of suspense - a sound effect that captures the
listener’s attention.

This cadence is played, by most soloists, more or less differently from
what is written in the score. Many of them present their own view of the
virtuoso technique, improvising while abiding by the compositional concept

(Fig. 5.).

’ J W /P02 0
Fig. 5. Cadence with an improvisional character

The second module, allegro, represents an actual hora, where the
cimbalom is backed by the traditional folk orchestra. Even though the
principle of construction/form remains the same, this module brings new
elements, such as short appoggiaturas, double notes, played concomitantly
with both hammers, chromatic passages, durations that decrease
progressively, all played in a continuously increasing tempo (Fig. 6.).



63

-~ 0 4 4 e g 2o
2 + > - —_— 1 - =
f e = @ B uae L O [ ¥ 7Y ) E =
- vo 4| ° . oo —pr5v
t"’g i 7#4 Py ‘,: L) B B — i1l = .
ot — = - & J =T -
ot = = il §
s - = e
2= —  — .o,
. — A > r_ -
= 13 - T  —— T f‘;‘lco - L —
y Ay e m A of, el et g L Y
i o35 °F 5 =3 P == LI -
7, 7 — = =
~
i P [t ; ;
7y: 16 P\ W e (o 3 ) a3 = = ¢ 7 ) ¥ {
e -, jou® P | ra e, feoé te
\'{' L B4 . T =" .0 ¢ o1y /t‘
V7 o BCT s Lz P -+

Fig. 6. The second module, Allegro

Unlike the bridge between modules one and two, accomplished with
the help of a mini cadence, there is no such section in the score between
modules three and four. Nevertheless, we can notice a short E, F# G#
harmonic movement in the cimbalom solo part, which marks the border
between modules two and three.

The beginning of module three of the S-a dus cucul de pe-aici Variations
for solo cimbalom is highlighted by the allegretto-presto indication (see Fig.7.).
The variational principle consists in displaying the theme in various registers
of the instrument, stressing the coordination of the hands in the performance
range. The climax of the module is the playing of the theme in basses, which
confers a particular, monumental sound expressivity that can be especially
captivating for the listener. The technical difficulties that have to be overcome
depend on the playing speed/tempo which can be limited only by the player’s
abilities.
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Fig. 7. The beginning of module 3
At the end of module three emerges the same cadential content in
which the passage in Sll; unfolds, however in a shortened form. It is a
preparation for the final cadence that is to be played ad libitum. In terms of
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performance, the soloist player displays his own artistic vision regarding it,
specifying that the ritenuto indication should be maintained in order to
prepare the coda.

The Coda is built on the incipient motif of phrase A from the
introductory section played a tempo. The character is amplified by doubling
the theme in the octaves, ending in the note from the contraoctave (see Fig.
8.).
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Fig. 8. The doubling of the theme in the octaves

CONCLUSIONS

To sum up, we note the compositional capabilities of Anatol Golomoz
materialized in the S-a dus cucul de pe-aici Variations for Cimbalom. The author
created an original work, with a well-argued compositional logic in the
exposition and treatment of the original theme. He also managed, through
the technique and virtuosity of his playing, to bring out the specific
characteristics of the instrument as well as the tuning range and the timbral
coloration. He managed to create a complex soundscape and to externalize
deep emotions from a simple musical theme/vocal creation.

The S-a dus cucul de pe-aici Variations for Cimbalom is a piece
requested in the process of teaching young instrumentalists, as well as by
established cimbalom players. Unfortunately, the orchestrations made by
Anatol Golomoz are little known and we believe that their revision and
publication would be welcome.
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S-A DUS CUCUL DE PE-AICI - VARIATIUNI PENTRU TAMBAL
SOLO DE ANATOL GOLOMOZ

Cuvinte cheie

Anatol Golomoz, tambal, folclor muzical, variatiuni pentru tambal, orchestra
de muzica populard, aranjament.

INTRODUCERE

Se stie ca folclorul reprezinta unizvor nesecat de inspiratie, de materie
prima n laboratoare de creatie ale diferitor medii muzicale (traditional,
academic etc.). In contextul subiectului abordat, viabilitatea tambalului ca
instrument traditional in patrimoniul organologic national, din ultima jumatate
a secolului al XX-lea panain zilele noastre este asiguratd intr-o mare masura de
interesul Tnalt manifestat Th mediul cultural-artistic din Republica Moldova si
de studierea instrumentului in institutiile de invatamant muzical de diferit nivel
— de la scoli de muzica la Academia de Muzica, Teatru si Arte Plastice. Odata
cu infiintarea orchestrelor de muzica populara cu muzicieni angajati in
Republica Moldova (anii ’50-’60 ai secolului al XX-lea) precum Folclor, Fluieras,
Mugurel s.a., tambalul este utilizat nu doar ca instrument pentru
acompaniament, ci si ca unul solistic. Tn acest sens, la inceputuri, in
promovarea tambalului si-au adus contributia personalitati cheie din acea
perioada, precum Isidor Burdin (dirijor), Valentin Vilinciuc (orchestrator),
Victor Copacinschi Serghei Cretu s.a. Pentru tambal sunt facute o serie de
aranjamente, adaptari, prelucrari atat de muzica folclorica, cat si academica.
Anatol Golomoz (ndscut la 3 august 1951) se numadra printre primii aranjori si
autori de creatii pentru tambal.

Anatol Golomoz - portret de creatie

Anatol Golomoz are peste cincizeci de ani de activitate ca tambalist
profesionist, profesor, orchestrator/aranjor si lutier/mester de tambale in
Republica Moldova. A contribuit la promovarea folclorului muzical pe scenele
de concert, atat in tard, cat si peste hotare.

Este originar din satul Calfa, zona de centru a Republicii Moldova.
Studiile superioare le face la Institutul de Arte din Chisindu, fnmatriculat la
sectia Instrumente Populare - tambal. isi incepe activitatea in diverse
colective semi-profesioniste, urmand in scurt timp oferte de colaborate de la
orchestre de muzica populara prestigioase. Astfel, este angajat ca
instrumentist profesionist Tn Orchestra de muzica populara Madrtisor
intemeiata de Sergiu Ciuhrii. Este invitat de Dumitru Blajinu, fondatorul si
dirijorul Orchestrei Filarmonicii Nationale Folclor (pe atunci Orchestra
Companiei Teleradio), sa participe la inregistrari si chiar in unele concerte
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alaturi de ei, desfasurand o activitate productiva, simultana, in ambele
orchestre.

O pagind importanta in activitatea lui Anatol Golomoz o constituie
relatiile de prietenie cu ldutari din Romania, pana in anul 1990. In 1981, la
Bucuresti, in localul Carul cu bere, face cunostinta cu Bob Stanescu, un virtuoz
[dutar tambalist, cel care |-a ajutat sa il intalneasca si pe Toni lordache, legand
o stransa prietenie dupa lungi discutii legate de instrument, creatii muzicale,
viata profesionala si interpretare, astfel ramanand impresionat de modul in
care Toni canta la tambal, dupa cum declara intr-un interviu din 2022.

Concomitent cu activitatea la cele douda orchestre, se dedica si
pedagogieila Centrul de Excelentd in Educatia artistica Stefan Neaga, activand
circa doudzeci si sapte de ani. In anul 2005, la invitatia lui Vasile Craciun, devine
lector universitar la Academia de Muzica, Teatru si Arte Plastice, iar mai tarziu,
fncepand cu anul 2019, este numit profesor si la Liceul Republican de Muzica
Ciprian Porumbescu.

Anatol Golomoz observa incd de prin anii ’70, perioada de studentie,
cd exista o criza de material didactic, in special de adaptari ale muzicii clasice
pentru tambal. De regulg, se preluau partituri de la diferite instrumente, Tn
baza carora se puteau face aranjamente pentru tambal. in ceea ce priveste
muzica folcloricd, erau interpretate piese propuse de profesori, preluate, in
mare parte, din repertoriul lautarilor.

In cei patruzeci si cinci de ani de activitate, ca instrumentist
profesionist in Orchestra de muzica popularda Folclor, Anatol Golomoz a
realizat peste o mie de aranjamente, destinate executiei solo si orchestrale a
melodiilor folclorice. Aceste aranjamente au fost create atat pentru interpreti
vocali, precum: Nina Ermurache, Teodor Negara, Angela Paduraru, lon Bas (cel
pentru care a scris si mai multe romante), Nicolae Glib, Valentina Cojocariu, cat
si pentru solisti instrumentisti: Leonid Mosanu - fluier, Vasile Rusu —acordeon,
Gavriil Gronic si Anatol Nunu — trompetd, Dumitru Blajinu — vioara si multi altii.
In activitatea sa artistica, Anatol Golomoz a avut o fructuoasa conlucrare si cu
interpreti din Romania, inregistrand un numar impresionant de CD-uri, precum
cele impreuna cu lon Dolanescu, lonut Dolanescu, Margareta Clipa, Gheorghe
Jitaru. La inceputul anului 1980, odata cu infiintarea Concursului Republican
Prezintd orchestra Folclor, organizat de catre Serghei Ciuhri si Constantin
Rusnac, unde se prezentau piese originale in stil folcloric si prelucrari (pe
parcursul mai multor editii ale concursului s-au prezentat Tn cadrul acestora
atat colective de artisti profesionisti, cat si amatori, astfel au aparut o multime
de piese vocale si instrumentale). Anatol Golomoz a participat la mai multe
editii, aldturi de Orchestra Filarmonicii Nationale Folclor ca solist instrumentist,
autor de piese si aranjamente pentru ansambluri de muzica populara,
obtinand pe parcursul anilor (la toate categoriile enuntate), diverse premii,
inclusiv Marele premiu, in anul 1986 cu o piesa pentru acordeon Studiu de
concert, interpretata de Vasile Rusu.
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In anul 2003, maestrul Anatol Golomoz a lansat CD-ul intitulat Pe
cdrdrile amintirilor, Tmpreund cu fratele sau, Valentin Golomoz, care canta la
clarinet si caval. CD-ul contine 15 melodii solistice — hore, sdrbe, geamparale,
piese de ascultare (inclusiv variatiunea S-a dus cucul de pe-aici) — interpretate
solo la tambal, in duet cu fratele sdu, sau in duet de tambale cu Sergiu Cretu.

Variatiunile S-a dus cucul de pe-aici pentru tambal solo - istoria crearii,
aspecte structurale

Anatol Golomoz a creat Variatiunile S-a dus cucul de pe-aici pentru un
turneu la KéIn, Germania, pe la mijlocul anului 1992, cu scopul de a evidentia in
concert tambalul ca instrument traditional. Sursa originala a Variatiunilor
pentru tambal solo S-a dus cucul de pe-aici este un cantec bine-cunoscut, care
a circulat si mai circula in mediul traditional. Unele surse indica spre autorul
acestuia — Constantin Mandicevschi, cu titlul Cdntd cucu-n Bucovina, scris in
1904, pentru a comemora 400 de ani de la moartea lui Stefan cel Mare.
Indiferent care ar fi asa numitul ,,prim autor”, cantecul s-a folclorizat si circuld
n multiple variante de text literar, dar simelodice, cum ar fi, de exemplu: Cantd
cucu, batd-l vina, Mdi cucule blestemat, De ce puii ti-ai ldsat sau Cantd cucu-n
Bucovina. Este o creatie de mare popularitate, preluata si interpretata de
artisti consacrati, care abordeaza diverse genuri muzicale.

Consultand literatura de specialitate si sursele de internet, am
constatat ca aceasta lucrare a fost adaptatd/prelucrata in diferite genuri
muzicale si stiluri de interpretare, fie vocale, fie instrumentale. Prezentam Tn
continuare cateva modele, care pot fi regasite pe YouTube
(www.youtube.com):

a. variante vocale:

- cantec popular, acompaniat de taraf sau orchestra de muzica
populara: Cantd cucu-n Bucovina — Grigore Lese si un grup vocal, Cantd cucu-n
Bucovina - Nicolae Ciubotaru, Cantd cucu-n Bucovina — Vasile, Cdntec despre
Bucovina — Grigore Gherman, Cdntd cucu-n Bucovina — Dinu lancu Saldjanu, S-a
dus cucul de pe-aici/ Si si-a ldsat puii mici - Nina Ermurache, Bucovind plai cu flori
— Maria lliut, Cdntd cucu, batd-I vina — Cornelia Stefanet;

- muzica populara acompaniata de fanfara: Cantd cucu-n Bucovina -
Alexandru Recolciuc;

- muzica academicd: Cantd cucu-n Bucovina - Rusanda Panfili si
Valentina Nafornita (solo voce si vioard);

- muzica religioasa/cultd: Cantd cucu-n Bucovina — Corul EVLOGHIA;

- muzica etno: Cdntd cucu — Fuego;

- muzica folk: Cantd cucu-n Bucovina — grupul folk D.O.R. din Suceava;

- muzica pop: Cantd cucu batd-l vina — Andra, Cantd cucu — ADDA; Cantd
cucu-n Bucovina — Loredana Calin;

- muzica rock: Cantd cucu-n Bucovina — Phoenix, Cdntd cucu-n Bucovina
— Straja, Cantd cucu — Alex Calancea Band/Lupii lui Calancea.
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- muzica trap (hip-hop) Cantd cucu-n Bucovina - Sherby, Cantd cucu-n
Bucovina — ADDA&Dj Ralmm.

b. variante instrumentale:

- muzica populara solo, acompaniata de taraf sau orchestra de muzica
populara: S-a dus cucul de pe-aici — Grupul folcloric ,,Hora” — solo tambal, Cantd
cucu-n Bucovina Veran Zorird - solo saxofon alto, Cantd cucul — Stanislav
Culcicovschi solo acordeon, SUA;

- muzicd populard interpretata de fanfara: Cantd cucu-n Bucovina —
Fanfara de la Belcesti, Cantd cucul batd-l vina — Fanfara Candesti;

- muzica etno: Cantd cucu-n Bucovina - in varianta ,,amerindiana’’, solo
fluier si nai (sud American);

- muzica pop: Cantd cucu-n Bucovina — solo nai Dumitru Mihai;

- muzicd jazz: Cantd cucu-n Bucovina - solo vioara Florin Niculescu,
Cdntd cucul — Cvintet lon Virlan.

Variatiunile pentru tambal solo S-a dus cucul de pe-aici sunt constituite
din trei module. Fiecare modul are o dezvoltare individualizata, plenara si
dinamizata treptat prin diferite nuante, in care se face simtita o exteriorizare
profundd a emotiilor. Pe parcurs, dezvoltarea se realizeaza cu fraze tot mai
ample, tempo-ul este n crestere permanentd, incepand cu p, treptat, se
produce culminatia pe ff. Abordarea componistica se constituie pe imbinarea
pe de o parte a stilului interpretativ specific tambalistului Toni lordache, pe de
alta, se releva caracteristicile genului de variatiuni preluat din muzica
academica.

In continuare vom elucida unele aspecte interpretative si de
orchestratie constatate prin studierea aranjamentului propriu-zis, din
manuscrisul autorului (ANEXA). Pornind de la o tema de numai paisprezece
madsuri, autorul aranjamentului (vezi Fig. 1.), pe principiul formei (tema cu
variatiuni) si a ingeniozitatii creative, reuseste sa dezvolte o lucrare amplg, de
concert.
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Fig. 1. Tema lucrarii

Tema variatiunilor este construita pe doua fraze A si B, a cate 6 si 8
masuri, care poate fi reprezentatd pe urmdtoarea schema:



A + B.
6/ 8

La nivel macro-structural, variatiunea se constituie, dupa cum am
mentionat, pe trei module pregatite de o introducere.
Introducerea. Piesa Tncepe cu patru acorduri repetitive, pe sexte, care

se constituite pe motivul incipient al frazei A (vezi Fig. 2.), urmand sa fie
completata de o cadenta interpretata in maniera improvizatorica, o sectiune
de virtuozitate pe miscari ascendente si descendente intens cromatizate care
pregatesc aparitia temei propriu-zise Tn modulul unu. Tinand cont de faptul ca
aceastd lucrare a fost creata cu scopul de a evidentia posibilitatile
interpretative ale instrumentului traditional tambal, putem mentiona cadenta,
ce reprezinta un procedeu/o modalitate de prezentare a diapazonului, si de a
etala unele posibilitati tehnice si melodico-armonice ale acestuia. Cadenta are
un ambitus care se constituie Tntre nota mi din contraoctava, pana la nota mi
din octava a-3-a. Aceasta incepe pe un acord de cvinta perfectd, interpretatd
cu nuanta dinamicd f, urmatd de miscdri arpegiate cu accelerando fin
ascendentad. Punctul culminant al cadentei este anticipat de ritenuto alaturi de
trilul pe nota mi, urmand miscari descendente Tn secventd, cu revenire la nota

de pornire.
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Fig. 2. Motivul incipient al frazei A

Dupa cadenta este expusa tema propriu-zisa care constituie primul
modul al variatiunii.
Modulul unu este construit pe aceeasi structura mentionata mai sus

dublata in varianta de interpretare prin ciupire si cu ciocanele, care poate fi

reprezentata astfel:

A + B + A, + B;.
6/[: 8l 6/l: 8/l

Interpretat prin ciupire Interpretat cu ciocanele
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Frazele interpretate prin ciupirea corzilor cu degetele mainii stangi —
pizzicato sunt completate de un acompaniament de factura arpegiata sustinut
de mana dreapta cu ciocdnel (vezi Fig. 2.).

Tnainte de ultima repriz3 a frazei A si A,, in masurile 20-21, 39-40 cand au
loc trecerile spre frazele majore — B si B;, se vor interpreta patru acorduri cu
ambele ciocdnele (vezi Fig. 3.), pastrand principiul constructiv al acordurilor
din sectiunea incipienta a creatiei.

Fig. 3. Succesiune de 4 acorduri interpretate cu ambele ciocanele

La indicatia agitat din partitura se produce schimbul modalitatii de
interpretare prin utilizarea ciocanelelor. Mana dreaptda va ramane fn
continuare pentru acompanierea temei, insa totul reprodus intr-o maniera mai
agitata accentuand dezvoltarea emotiilor launtrice, avand totodata o linie
melodica plind de cursivitate si cantabilitate, ceea ce creeaza o sonoritate
captivantd/de concert (vezi Fig. 4.).
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Fig. 4. Linia melodicd plina de cursivitate

Modulul intai se incheie cu 0 mini cadenta din 5 masuri. Din punct de
vedere armonic observdm prezenta desfasurata a pasajului pe SllI,. Acesta
contribuie la micsorarea tempoului si la intensitatea nuantelor dinamice, fapt
ce creeaza o stare de suspans — un efect sonor de captivare a atentiei
ascultatorului.

Aceasta cadenta este cantatd, de marea majoritate a solistilor, mai mult
sau mai putin diferit fata de ceea ce este scris n partitura. Multi dintre acestia
isi expun propria viziune a tehnicii de virtuozitate, improvizand prin
respectarea conceptului componistic (vezi Fig. 5.).
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Fig. 5. Cadenta cu caracter improvizatoric

Cel de-al doilea modul, Allegro, reprezintd o hora propriu-zisd, tambalul
fiind sustinut de orchestra de muzica populara. Desi principiul
constructiei/formei rdmane acelasi, in acest modul vom intalni elemente noi
precum apogiaturile scurte, notele duble, interpretate concomitent cuambele
ciocdnele, pasaje cromatice, durate tot mai mici, toate interpretate intr-un
tempo n crestere continua (vezi Fig. 6.).
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Fig. 6. Al doilea modul, Allegro

Spre deosebire de puntea dintre modulul unu si doi, realizata prin mini
cadenta, intre modulul doi si trei in partitura nu este prevazuta o asemenea
sectiune. Totusi, poate fi observatd o miscare armonicd scurta mi, fa #, sol #,n
solo-ul tambalului, care diferentiaza modulul doi de trei.

Inceputul modulului trei al variatiunilor pentru tambal solo S-a dus cucul
de pe-aici este reliefat de indiciul Allegretto-Presto (vezi Fig. 7.). Principiul
variational consta in expunerea temei in diferite registre ale instrumentului,
punand accent pe coordonarea mainilor in diapazonul de interpretare. Punctul
culminant al modulului reprezinta sunarea temei in basi, care confera o
pregnantd sonora deosebitd, monumentalg, ce poate captiva ascultdtorul. Din
punct de vedere tehnic dificultatile de interpretare sunt conditionate de
viteza/tempoul interpretarii si poate fi limitat doar de posibilitatile solistului.
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Fig. 7. Inceputul modulului trei

La finele modulului trei apare acelasi continut cadential Tn care este
desfasurat pasajul pe SlI; nsa intr-o forma scurtatd. Este o pregatire pentru
cadenta finald care se va executa ad libitum. Din punct de vedere interpretativ,
solistul Tsi expune propria viziune artistica asupra acesteia, cu specificatia ca
pe final sa fie pastrat indiciul ritenuto, pentru a pregati coda.

Coda se constituie pe motivul incipient al frazei A din sectiunea
introductiva executata a tempo. Factura este amplificata prin dublarea temei
in octave, cu finalizarea pe nota la din contra-octava (vezi Fig. 8.).
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Fig. 8. Dublarea temeiin octave

in final remarcdm capacitatile componistice ale lui Anatol Golomoz,
manifestate Tn Variatiunile pentru tambal S-a dus cucul de pe-aici. Autorul a
creat o lucrare inedita, cu o logica bine argumentata componistic in expunerea
si tratarea temei originale. De asemenea, a reusit prin tehnica si virtuozitatea
de interpretare, sd scoata in evidentd caracteristicile specifice instrumentului,
diapazonul si coloritul timbral. Dintr-o simpla temd muzicald/creatie de origine
vocala, a creat un tablou sonor complex, care exteriorizeaza emotii profunde.
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Variatiunile pentru tambal S-a dus cucul de pe-aici este o lucrare solicitata
atat in procesul didactic de instruire a tinerilor instrumentisti, cat si de
tambalisti consacrati. Din pacate orchestratiile facute de Anatol Golomoz sunt
putin cunoscute si consideram ca ar fi binevenita o revizuire a aranjamentelor
sale pentru editarea ulterioara.
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