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have been included in its original oral culture starting already with the 16th 
century. But in the musical way, not only the Hungarian peasants, but also 
the whole middle class had been living in illiteracy at the end of the 19th 
century: none could read the notes. (…) The plain song – the reigning, almost 
exclusive musical activity – had been travelling truly ‘from mouth to mouth’, 
not through writing, not through notes, only through the ear, old and new 
altogether. (…) The notes of the hymnals were no exceptions: the people 
can see these since 1607, but they haven’t been able to learn to read it since, 
thus the melodies were preserved by oral tradition.” 3 

On the Transylvanian Plain, as well as all over the Hungarian 
language area, most of the songs related to the folk customs of Christmas 
are popular songs or are related to these in their character. Musicology 
defines popular song4 as a term that includes all those songs that are sung 
together by the community within church practice. A part of these had been 
organically embedded in the repertoire of different holidays, thus in the 
practice of Christmas carols, too. Usually the texts deal with religious topics, 
and most of the melodies can be found in old manuscripts or hymnals. Some 
of the pieces can date back as early as the 16th century, being related to 
medieval songs and Gregorian chants, and since then, up to the 19th century, 
the repertoire had been continuously extended with more and more new 
melodies.5   

* 
The text of the song (E.g. 1) Parancsolá az Agusztus császár (Thus 

Ordered Emperor Augustus) can be found first in the Lőcsei Énekeskönyv 
(The Hymnal from Levoča) (1635), than together with the melody it appears 
in the Eperjesi Graduál (The Gradual from Prešov), made between 1635–
1650. In the opinion of Kálmán Tóth Csomasz, according to its style and 
content, the text might have been written earlier.6 As concerning the melody, 
due to its origin and style can be included in the popular songs deriving from 
medieval chants. 7  

 
3 Ibid. p. 9. 
4 Dobszay, László.  A magyar népének I. Tankönyv. (Popular Song. I. Manual.) (Egyházzenei 

füzetek, I/15.) MTA-TKI – Liszt Ferenc Zeneművészeti Egyetem (LFZE) Egyházzenei 
Kutatócsoport – Magyar Egyházzenei Társaság, Budapest, 2006. pp. 7–10. (Abbreviation 
Dobszay 2006). 

5 This study was published in Hungarian within the volume Mezőségi kántáló énekek, 
(Christmas Carols from the Transylvanian Plain), Author: Gergely, Zoltán. Hagyományok 
Háza, Budapest, 2016. ISBN 978-963-7363-89-4. 

6 Csomasz Tóth, Kálmán. A XVI. század magyar dallamai. (Hungarian Melodies of the 16th 
Century). Vol. Régi Magyar Dallamok Tára, I. Akadémiai Kiadó, Budapest, 1958. type 
44/III–IV. (Abbreviation RMDT I.) 

7 Dobszay. László. A magyar népének I. (Popular Song I). Veszprémi Egyetemi Kiadó, 
Veszprém, 1995. p. 59. nr. 1. 
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One version of the song can be found in the Kolozsvári Református 
Énekeskönyv (The Reformed Hymnal from Cluj), in the editions from 1744, 
respectively 1778; however starting with the 1837 edition the hymnals do not 
include it anymore, so it has survived only in its popular versions, up to our 
days, demonstrating the preserving power of oral tradition. The first 
publication of the popular versions comes from Călata Region, from 
Săvădisla8, and it brings the entire melody, in a slowly pulsating rhythm 
characteristic to popular songs (1a); while the performing style of the version 
from Fântânița (1b) is parlando; the last line of the melody is missing, 
therefore the verse becomes thre-line, and the originally plagal minor, A-
ending melody ends on the 5th grade, transforming into a E-ending. 9 The 
melody has become a part of the passive repertoire. The theme and the 
motifs are identical with example 1b.  

E.g. 1a/b 
 

Parancsolá az Agusztus császár (Thus Ordered Emperor Augustus) 

 
 

 
8 György, Kerényi (editor). Jeles napok. (Holidays) Magyar Népzene Tára II. (Archive of 

Hungarian Folk Music II.). Akadémiai Kiadó, Budapest, 1953. pp. 1134–1135. nr. 509. note 
. (Abbreviation MNT II.) 

9 The list of historical data: Ilona, Szenik. Adatok néhány karácsonyi kántáló dallamáról. 
Előadás a KJNT Ünnepek és hétköznapok. (Contributions to the Melody of a Few Christmas 
Carols. Presentation at the conference of KJES: Holidays and Everyday Life (Cluj, 16. 05. 
1998). Manuscript. 1998. nr. 1. and Éva, Péter. Református gyülekezeti énekek az erdélyi 
írott és szájhagyományos forrásokban. (Reformed Congregational Songs in the 
Transylvanian Written and Oral Sources.). Kolozsvári Egyetemi Kiadó, Kolozsvár, 2008. 
pp. 108–109. nr. 46. (Abbreviation Péter 2008); in the latter there are also variants from the 
Transylvanian Plain and from Călata Region, also in fragments, and with mi-ending. 
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* 
The 16th century song (E.g. 2) Jer mindnyájan örüljünk (Let Us All Be 

Merry) is considered by church music literature as the translation of the Latin 
song Iam cantemus odie. The author of the Latin and Hungarian text is 
unknown.  
 On the Hungarian language area this melody’s first appearance is in 
the 1566 (The Hymnal from Oradea), and it has been a constant presence 
within the Reformed church from the end of the 16th century and within the 
Roman Catholic church from the beginning of the 17th century. In the 
Reformed hymnals from Debrecen and Cluj of the 18th century the melody is 
accompanied by several text variants. For unknown reasons the song had 
been left out of the 19th century hymnals, however, it has been coming back 
as a church song in the second part of the 20th century.10  

Music historian Éva Péter from Cluj – being involved with the 
research of ecclesiastic songs preserved within folk tradition – includes the 
example from above in the group of Melodies Published with Interruption.11 
From her research we can find out that the song Úr Istennek szent Fia (Jer 
mindnyájan örüljünk) (Sacred Son of the Lord (Let Us All Be Merry)) was last 
published in the 1778 hymnal from Cluj. Even though the song had been 
missing from the hymnals for more than 200 years, the folk tradition 
preserved it, as on the Transylvanian Plain and the Călata Region it was 
incorporated into the Christmas repertoire of the Reformed and the 
Unitarians. The 1996 hymnal published in Cluj includes this song again, but 
in practice we can find the old, popular version, which is identical with the 
variant from the 1778 hymnal. The same thing can be seen during field work 
collecting.12  
  

 
10 Papp, Géza. A XVII. század énekelt dallamai. (Oral Melodies of the 17th Century). Vol. 

Régi Magyar Dallamok Tára, II. Akadémiai Kiadó, Budapest, 1970. pp. 322–323. nr. 129., 
p. 519 (Abbreviation RMDT II.); Szendrei, Janka - Dobszay, László and Rajeczky, 
Benjamin. A XVI–XVII. századi dallamok a népi emlékezetben. I–II. (16th–17th Century 
Melodies in the Folk Memory). Volumes Régi Magyar Dallamok Tára I‒II. Akadémiai Kiadó, 
Budapest, 1979. p. 60. nr. I/129 (Abbreviation SZ–D–R I, SZ–D–R II); SZ–D–R II. p. 29. nr. 
I/129.; Dobszay, László and Szendrei, Janka. A magyar népdaltípusok katalógusa (stílusok 
szerint rendezve) (Catalogue of Hungarian Folk Song Types (by Styles) I.)  I. Magyar 
Tudományos Akadémia Zenetudományi Intézet, Budapest, 1988. III(G) type 178. pp. 526–
527. (Abbreviation MNTK I); Dobszay 2006. pp. 110–111. nr. 336.; Volly, István. Karácsonyi 
és Mária-énekek (Christmas and Marian Songs). Szent István Társulat, Budapest, 1982. 
pp. 74–75. nr. 50–51., p. 272.; Péter, 2008. pp. 73–74. nr. 16., pp. 109–110. nr. 47. 

11 Péter, 2008. p. 108. 
12 Collecting by Péter, Éva and Kallós, Zoltán. (http://db.zti.hu/kallos/kallos.asp (2013. 09. 19.)); 

see also HAS IF Folk Music Type System: nr. 17.148.0/0. 

http://db.zti.hu/kallos/kallos.asp
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E.g. 2 
Úr Istennek szent Fia (Sacred Son of the Lord) 

 
 

Suatu, Cluj County, Mária Maneszes (Tóth) 88, Anna Kiss (Dezső) 78, Zsófia 
Nagy (Domokos) 77, coll. by Zoltán Gergely, 2012. 

 
* 

This melody (E.g. 3), originating from the medieval chants, could be 
found already from the 16th century in the German Catholic and Evangelic 
hymnals, and later on it was taken over by the surrounding Polish, Slovakian 
and Czech Protestant congregations.13 Martin Luther’s song, Vom Hoch da 
komm ich her, translated into Hungarian as Mennyből jövök most hozzátok 
(I Shall Come to You from Heaven) was first published in the Ráday Graduál 
(Ráday Gradual) (1596–1607)14. The first noting of the melody from the 
Eperjesi Graduál (The Gradual from Prešov) (1635) presents the song with 
the text mentioned above: Mennyből jövök most hozzátok (I Shall Come to 
You from Heaven); the starting verse, a well-known piece written by Bálint 
Triller (1555) from Silesia, called Az Istennek szent angyala (Saint Angel of 
the Lord)15, was annexed to the melody only later, and that is how it is 
published by the 18th – 21st century Reformed, Evangelic and Baptist hymnals. 
According to László Dobszay the melody has been ignored by the Catholic 
hymnals from the 18th century, but there are some Catholic congregations in 

 
13 RMDT II. p. 488. note nr. 85.  
14 RMDT II. p. 244. nr. 85.; pp. 488–489. note nr. 85.; Péter 2008. pp. 63–65. 
15 Friedrick, Károly. A magyar evangélikus templomi ének (XVI–XVIII. század). (Hungarian 

Evangelic Church Songs (16th–18th Century)). Garab József könyvnyomdája, Cegléd, 
Budapest, 1944. p. 84. Es kam ein Engel, hell un klar-translation, RMDT II. p. 489. note nr. 
85. 
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Transylvania, where thanks to oral traditions this song is still in use in church 
practice and in the repertoire of winter folk customs. 16  

The use of this song was not restricted within church walls. In the 
middle part of Transylvania, especially in the Călata Region and the 
Transylvanian Plain, the Az Istennek szent angyala (Saint Angel of the Lord) 
is present in the basic repertoire of the adult groups involved in the 
performance of Christmas carols.17 There are other texts that are paired with 
this melody as the well-known Paradicsom szegeletbe (In the Corner of 
Paradise) type of text, but also other Christmas, New Year’s Eve and even 
profane texts. 18  

The performance differs from village to village: some are leaning 
towards an ecclesiastic, balanced rhythm, medium tempo and lack of 
ornamentation (3a), while others prefer a drawling rhythm, a slow tempo and 
such a rich ornamentation, that it is almost unrecognizable (3b). 19 The 
informant from Chesău is singing two lines similar to the ending part of the 
hymnal variant (3a): the third line is different, while the fourth line is in fact a 
variant of the fourth line from 3a.  

 
E.g. 3a 

 Az Istennek szent angyala (Saint Angel of the Lord) 

 
 

Nușeni, Bistrița-Năsăud County, Rozália Kiss (Gergely) 63,  
coll. by Zoltán Gergely, 2012. 

 
 

16 About the presence of the song in Evangelic and Baptist hymnals and ad notam see 
Dobszay, 2006. nr. 215. pp. 77–78.; about the 18th – 20th century appearance in the 
Transylvanian Reformed hymnals see Péter, 2008. p. 150. 

17 Péter, 2008. pp. 102–105. Another 15 variants can also be found in the Kallós online 
collections: http://db.zti.hu/kallos/kallos.asp (2013. 09. 19.) 

18 HAS IF Folk Music Type System: nr. 18.117.0/1. 
19 SZ–D–R I. nr. 58. *II/85, SZ–D–R II. nr. 25. II/85.; Volly, István. Karácsonyi és Mária-énekek 

(Christmas and Marian Songs). Szent István Társulat, Budapest, 1982. nr. 94–95., pp. 102–
103., pp. 289–290. The American Protestants sing it also in 6/8, while in the Transylvanian 
Christmas carols is sung also in 5/8. 

http://db.zti.hu/kallos/kallos.asp
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E.g. 3b 
Az Istennek szent angyala (Saint Angel of the Lord) 
 

 
 

Chesău, Cluj County, Erzsi Horváth (Kicsi) 74, coll. by Zoltán Gergely, 2012. 
 
 
* 

The text of the Christmas carol (E.g. 4) of Imre Pécseli Király (1585?–
1641)20 is already included in the 17th century Váradi énekeskönyv (Hymnal 
from Oradea), but it also appears in the latter Reformed and Evangelic 
hymnals.21 This melody, bearing the specificities of the 16th century chronicle 
and church song style, despite the fact that it appeared a century later, it has 
become very popular. It has been republished ever since the first appearance 
of the 1744 hymnal from Cluj. 22  

With some difference in melody and text, the song can be found at 
the Protestant and Catholic congregations as well: the Baptist hymnal 
includes the version from Debrecen, while Catholic hymnal introduced it 
much later, following the popular practice, and producing some minor 
changes in the text. The Evangelic hymnal, although it refers to the 1744 
hymnal from Cluj, it presents the melody variant used by the Catholics, but 
with a rewritten text. The Reformed hymnals from Cluj have been republishing 
the version from 1744: the distinguishing aspect of the melody is the opening 
fifth, which has been taken over by the popular practice as well. 

 
20 RMKT XVII/2. nr. 15. pp. 33–35., pp. 279–280. 
21 RMDT II. nr. 319. 
22 See Péter, 2008. Table 219. Krisztus Urunknak áldott születésén, nr. 154. 
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The function of the song has been changing during time: it has 
survived as a church song, a part of the Christmas carol or as a New Year’s 
Eve chant.23  

The traditional character of the melody is supported not only by its 
Dorian mode, but also by the 5+6, 5+6, 5+6, 5 syllabic Sapphic medieval way 
of composition, well-known all over Europe, whose metrical structure is 
reflected also in the rhythm of the melody.24 

The seven-verse biblical text sums up the story of the birth of Jesus, 
the fulfilment of the prophecy, the gratefulness and joy of mankind, the 
release from our sins and our saving – in one word the essence, the sense 
of Christian faith.  

 
E.g. 4a  

Krisztus Urunknak (At the Birth of Our Lord Jesus) 
 

 
 

Buza, Cluj County., Mária Eke (Simon) 78, Ilus Czégér (Marha) 67,  
coll. by Zoltán Gergely, 2012. 

 
 
  

 
23 About its hymnal variants and characteristics see Dobszay, 2006. nr. 454. p. 185.; SZ–D–

R I. nr. II/319., pp. 214–215.; SZ–D–R II. nr. II/319. p. 95. 
24 Péter, 2008. p. 88. nr. 32., pp. 105–106. nr. 42. 
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E.g. 4b 
Krisztus Urunknak (At the Birth of Our Lord Jesus) 
 

 
 

Vaida-Cămăraș, Cluj County., József Kenderesi 71,  
coll. by Zoltán Gergely, 2011. 

 
 

* 
Included in the group of medieval chants25, well-known all over the 

Hungarian language area, the Csordapásztorok (E.g. 5) (Shepherds)26 
Christmas song was first documented in the 17th century27 (5a), but the 
stylistic specificities of the melody, respectively the textual motifs refer – 
according to specialists – to medieval origins. Its popularity is due to the fact 
that it has been continuously republished in the Catholic hymnals, and it has 
remained a part of church and popular practice as well even today. It cannot 
be found in the Reformed church repertoire, neither in the handwritten 
collections, it has been never published, however – due to oral tradition – it 
has become an organic part of the Christmas repertoire of the Reformed 
communities of Transylvania. 28 

According to István Volly, this 17 verse, dialogue-like, dramatic song 
is in fact the text of the oldest Hungarian Bethlehem play. 29 The function of 
the Csordapásztorok (Shepherds) has changed during time. It has survived 

 
25 MNTK I. 500. type III(G)/151 ; HAS IF Folk Music Type System: nr. 16.221.0/1-3 
26 Dobszay, László. A magyar népének I. (Popular Song. I.). Veszprémi Egyetemi Kiadó, 

Veszprém, 1995. pp. 113–115. 
27 CC. 1651, see: RMDT II. 203. nr. 1., pp. 425–431. 
28 Péter, 2008. p. 113. 
29 Volly, István. Karácsonyi és Mária-énekek (Christmas and Marian Songs). Szent István 

Társulat, Budapest, 1982. pp. 256–262., nr. 19–22 notes. 
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in public knowledge as a congregational song, respectively a part of the 
Bethlehem play with different greeting text adaptations. 30  

According to the more than 200 appearances, the folk music experts 
have defined three subtypes within the Hungarian language area: ‘the major 
hexachord from Transdanubia”, “the Phrygian from the Great Hungarian 
Plain”, which is the oldest and the most widely spread version, and the 
“Dorian from Transylvania”, 31 which gains its originality from the repeating of 
the last line of the verse and of the melody. Thus the variants of the 
Csordapásztorok (Shepherds) can be distinguished geographically; the 
archive material, the specific literature and the variants from the sources 
show an identical melody image, but the differences between the intervals 
result different tones.  

The ABCCk structured, VII (4) 4 1 cadency, Phrygian example (5b) 
differs from the others due to the performance. The informant from Suatu 
sings this song with the ornamentation specific to this settlement, in a slow 
rubato. In Uriu, at the Christmas festivity from the church the children’s 
singing was accompanied by a synthesizer (5c). At the melody sections the 
ending note was always repeated, so it resulted in a six line ABBCBC. The 
Phrygian hexachord example from Chesău (5d) is incomplete, its melody 
resulted from the repeating of the ending.  

The major hexachord versions from Sic and Sânmărtin (5e, 5f) differ 
from the examples from above not only by their tone, but also in their 
structure: with the repeating of the fourth line they have become a five line 
version.  

 
E.g. 5a 

 
Csorda Pásztorok (Shepherds) 

 

 
RMDT II. 203. nr. 1. 

 
30 Other text variants: HAS IF Folk Music Type System nr.: 16.221.0/1–3. 
31 MNTK I. p. 501.; SZ–D–R I. nr. II/1, pp. 101–105.; SZ–D–R II. nr. II/1, pp. 49–50.; Dobszay, 

László. Magyar zenetörténet (Hungarian Musical History). Gondolat Könyvkiadó, Budapest, 
1984. p. 391, pp. 398–399. 
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E.g. 5b 
Csordapásztoroknak (Shepherds) 

 
 

Suatu, Cluj County, Mária Maneszes (Tóth) 87, coll. by Zoltán Gergely, 2011. 
 
 

E.g. 5c 
Csordapásztorok (Shepherds) 

 
 

Uriu, Bistrița-Năsăud County, Group, coll. by Zoltán Gergely, 2011. 
 
 

E.g. 5d 
Csordapásztoroknak (Shepherds) 

 
 

Chesău, Cluj County, Mihály Földvári 76, coll. by Zoltán Gergely, 2012. 
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E.g. 5e 
 Csordapásztorok (Shepherds) 

 
Sic, Cluj County, Rózsi Tamás (Kertész) 63, Klára Zsoldos 76,  

coll. by Zoltán Gergely, 2012. 
 

E.g. 5f 
Csordapásztorok (Shepherds) 

 
 

Sânmărtin, Cluj County, Mária Vincze (Miklósi) 89,  
coll. by Zoltán Gergely, 2012. 

 
 
* 

In the melody of E.g. 6, we can recognize one of the most popular 
psalms of French composer Louis Bourgeois (1510–1561); while the text of 
Théodore de Bèze (1519–1605) – written based on the Psalm 42 – was 
translated into Hungarian by Albert Szenci Molnár (1574–1633), and since 
165132 it has been continuously republished within Catholic and Protestant 

 
32 CC. 1651. RMDT II. 
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hymnals with the text Mint a szép (híves) hűvős patakra (As to the Wonderful 
Cold Stream).33 

Congregational singing has been adapting the “ad notam” practice 
from the beginnings. Thus in the hymnals we can find several examples of 
melodies which have been accompanied by different texts. According to 
church music specialist Éva Péter, the melody of Psalm 42 has no less than 
9 “ad notam” appearance in the 1923 Reformed hymnal from Cluj, 
respectively 7 in the 1996 edition of the hymnal. 34 As a result of the different 
text usage these songs could have played other roles too besides church 
songs. For example, reformed pastor István Szentes – born at Suceagu, Cluj 
County, serving in Nușfalău between 1816–1829 – was the author of the text 
A próféták elhallgattak (The Prophets Became Silent), by which this melody 
has become a part of the Christmas repertoire of the Reformed congregation 
of Unguraș35. According to the local informant, this used to be the “big carol” 
of the adults and the married people. Whoever was singing something else, 
was warned. 36  

The evenly quarter-pumping song, performed in an ecclesiastic 
manner, has a text about the completion of the prophecy about the birth of 
Jesus Christ, according to the Bible. Literature notes that even some profane 
verses were associated to this song in Transdanubia. 37  
 
  

 
33See Dobszay, 2006. p. 132–133. type 353. For the appearance of the melody in the Catholic, 

Evangelic, Reformed and Baptist hymnals see op. cit. p. 132. 
34 Péter, 2008. p. 12. 
35 Unguraș was not the only place where the song has become a part of the Christmas 

repertoire. See Volly, István. Karácsonyi és Mária-énekek (Christmas and Marian Songs). 
Szent István Társulat, Budapest, 1982. p. 222. nr. 252, pp. 356–357. (data from Chidea); 
Keszeg, Vilmos. Történetek és történetmondás Detrehemtelepen. (Stories and Storytelling 
at Tritenii-Colonie). Erdélyi Múzeum-Egyesület, Kolozsvár, 2012. p. 173 (data from Tritenii-
Colonie). 

36 Gergely, Zoltán. Mezőségi kántáló énekek (Christmas Carols from the Transylvanian Plain). 
Hagyományok Háza, Budapest, 2016. Appendix I. Interview 4.: As there is the other one, 
At the Blessed Birth of Our Lord Jesus. And if the lads were not singing The Prophets, as 
this one is a little bit harder to sing, people already warned them: What is is? You know only 
Our Lord Jesus? 

37 See: Sz–D–R I. p. 236–237. nr. F5; Sz–D–R II. p. 107. nr. F5; See MNTK I. pp. 846–847. 
type IV(F)/396. (popular variants). 
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E.g. 6. 
A próféták elhallgattak (The Prophets Became Silent) 

 
Unguraș, Cluj County, András (Bandi) Kerekes 72,  

coll. by Zoltán Gergely, 2011. 
 
 
* 

The world-famous Jesus-song Wie schön leuchtet der Morgenstern 
– adapted also by J. S. Bach – is one of the most popular pieces of the 
German choir repertoire. The text and the melody of the song (E.g. 7) were 
written by German pastor Philip Nicolai (1556–1608) in 1599 in Frankfurt am 
Main, and it was published in his book called Frewden-Spiegel dess ewigen 
Lebens (The Joy of the Mirror of Eternal Life). 38 

The song became known within the Hungarian language area quite 
late. Its first apparition is in the 1696 Evangelic hymnal, with the starting line 
Tündöklő hajnali csillag (Shining Morning Star), while the latter editions 
include it with the text Szép tündöklő hajnalcsillag (Beautiful Shining Morning 
Star). It also appears in the 1743 collection of György Maróthi and the 1764 
collection of Albert Szenci Molnár, but with a text adapted to Christmas: 
Szívünk vígsággal ma bétőlt (Today Our Heart is Filled with Joy)39. 

 
38http://www.hymnsandcarolsofchristmas.com/Hymns_and_Carols/Biographies/philipp_nicol

ai.htm (2013. 09. 19.); Péter, 2008. pp. 69–71. nr. 13., p. 107. nr. 45. 
39 Péter, 2008. p. 70.; Volly, István. Karácsonyi és Mária-énekek (Christmas and Marian 

Songs). Szent István Társulat, Budapest, 1982. pp. 335–336. note nr. 276. 

http://www.hymnsandcarolsofchristmas.com/Hymns_and_Carols/Biographies/philipp_nicolai.htm
http://www.hymnsandcarolsofchristmas.com/Hymns_and_Carols/Biographies/philipp_nicolai.htm
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Starting with 1774 the song is a constant presence in the Reformed hymnals, 
however – with casual text adaptations – it can be also found in the Catholic, 
Evangelic and Baptist hymnals. 40 The authors of the Hungarian texts are 
unknown.  

On the Transylvanian Plain this song was present not only within the 
Christmas mass, but in many villages on Christmas night the adults and the 
married people used to greet their neighbours and relatives together, in a 
festive, evenly pulsing performance, with the text Szívünk vígsággal (Our 
Hearts with Joy). 

The AABC structure melody is composed of three big phrases and 
one short ending, therefore the two A phrases are 23-syllabic, with the 
following structure of motifs: A=a+b+c (8+8+7 syllables); the B phrase 
includes four smaller units: B=d+e+e+f (4+4+4+4 syllables), while the 8-
syllable C line sums up the ending motifs of the previous phrases. 41  

E.g. 7 
Szívünk vígsággal (Our Hearts with Joy) 

 
 

Malin, Bistrița-Năsăud County, János Muzsi 81, coll. by Zoltán Gergely, 2012. 
 

 
40 Dobszay, 2006. pp. 147–148. nr. 376.; Péter, 2008. Appendix 1. p. 157. 
41 Ibidem, p. 70. nr. 13. 
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 Conclusions 
 
The presented songs from the hymnals have their own local oral 

sources and starting with the 16th century they have been published in 
Catholic or Protestant hymnals. One part of the melodies has undergone 
major changes in the popular practice in most of the villages. The songs (E.g. 
3a) Az Istennek szent angyala (Saint Angel of the Lord), (E.g. 4a) Krisztus 
Urunknak (At the Birth of Our Lord Jesus), (E.g. 6) A próféták elhallgattak 
(The Prophets Became Silent), (E.g. 7) Szívünk vígsággal (Our Hearts with 
Joy), similar to the church practice, are performed in an even, medium 
tempo, while at Chesău (E.g. 3b) Az Istennek szent angyala (Saint Angel of 
the Lord), at Vaida-Cămăraș the (E.g. 4b)  Krisztus Urunknak (At the Birth of 
Our Lord Jesus) and at Suatu the (E.g. 5b)   Úr Istennek szent Fia (Sacred 
Son of the Lord) are performed in a relatively slow rhythm, with a rich 
ornamentation. The (E.g. 5) Csordapásztorok (Shepherds), which is one of 
the most popular Christmas carols of the Hungarian language area, has kept 
only partially its form from the printed hymnals, as many of its variants were 
created in popular practice. The song (E.g. 1) Parancsolá az Augusztus 
császár (Thus Ordered Emperor Augustus), last recorded in 1997 by 
ethnographers, I could not find in the visited villages of the Transylvanian 
Plain, although it was included in my questionnaire. 

During fieldwork, at the recordings, several of my informants have 
used the hymnals, as it was a helping tool especially at evoking the longer 
texts and songs. But it was obvious to me during the interviews and even 
after, that my informants learned the melodies first of all after the ear. Written 
or published sources might still have their importance even in our days in 
learning, evoking, and performing the Christmas carols, but learning new 
melodies or transmitting the older ones to younger generations still happens 
through oral tradition and not by the notes.  
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Here we present the same carol, musically and literary identical, 
identified in George Breazul's collection of carols. The author classified  
this carol in category VIII - Epiphany, and a sidenote indicates the region - 
Transylvania (according to Sabin V. Drăgoi)16. Due to the identical similarities, 
we consider it possible to belong also to the Land of the Foresters: 

 
 

E.g. 2 
 

 
 

George Breazul, Colinde, nr. 284 

 
16 George Breazul, Colinde (Carols), Editura Fundației Culturale Române, Bucharest, 1993, 

p. 495. 
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Following the series of variants of this melodic type, 40 years ago, 
Rusalin Ișfănoni collected the same melody from his native village Dăbâca, 
from the Land of the Foresters (PAD 435), but with the text Dimineața lui 
Crăciun (Christmas morning), which falls thematically into the category of 
religious carols, apocryphal - subcategory "Baptism gifts”17. The only 
difference from the previous versions is the presence, within the stanza, of a 
religious refrain: 

 
Amin, Doamne, slavă Ție, 
Mila Domnului să fie! 
(Amen, we praise you, our Lord, 
Show us Your mercy!) 
 
From a musical point of view, these carols are in minor state, 

developed in an Aeolic/Doric mode due to the mobility of the 6th step, C, C 
sharp; the general melodic profile is descending; the rhythm differs: the first 
variant presents rhythmic structures specific to the giusto syllabic bichron, 
and the others unfold in the distributive-divisional rhythmic system, with 
dotted rhythm; the form is AABC, the final cadence being on the first step.  

Although, as far as we can see, we have identified identical variants 
collected decades apart, capturing the evolution of melodic variants within 
the string of melodic type is a process worth going through.  

The following variants of the researched type keep the general 
descending melodic profile, the minor state and the final cadence on the first 
step, the changes occurring at the level of rhythm and form. We bring as an 
example a carol collected by us from the village of Cerbăl, in 2017, in which 
the melodic line and the profile of the cadences are preserved, and the 
changes appear at the level of the rhythmic structures - being in distributive-
divisional, with dotted values and in form, which became ABCCk:  

 
17 Ioan Bocșa, Colinde românești (Romanian carols), vol. II, Editura MediaMusica, Cluj-

Napoca, 2003, p. 534. 
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E.g. 3  
 

 
 

Ioan Bocșa, Alina Stan, Muzică vocală tradițională din Ținutul Pădurenilor, 
Hunedoara, nr. 352 

 
 

Researching Béla Bartók's carol collection, we discovered this carol, 
with an almost identical melodic and literary form, also collected from the 
village of Cerbăl, more than a hundred years ago, in July 1913:  

E.g. 4  
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Béla Bartók, Melodien der rumänischen Colinde (Weihnachtslieder)  
(Melodies of the Romanian carols), no. 120 

 
 

This subtype is supported by the melodic variants from Hunedoara 
and Alba. 

Continuing this research, we consider the fact that in some areas of 
Transylvania this melodic type, sung on lyrical texts, has been identified as 
of particular interest. This is the situation of carols from Maramureș and 
Sălaj presented in the table of variants. We will be able to observe the fact 
that on this melody, i.e. melodic type 1, from Group E, within the scholarly 
carols, in the northern part of Transylvania the text is În grădina ce cu nalbă 
(In the garden with the mallow), a lyrical text of alienation. Due to the fact 
that the final rhythmic values are elongated, the whole rhythmic structure 
thus becomes rubatized and its interpretation leads to a song, not a carol. 
In Pamfil Bilțiu's volume, we also find the following note on carol no. 450: 
„They are sung to old women who were left by their children”: 
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E.g. 5  

 
 

Pamfil Bilţiu, Gheorghe Gh. Pop, Colinde din judeţul Maramureş 
(Carols from Maramureş County), no. 450 

 
We also present the variant from the Sălaj area: 

E.g. 6  

 
Ioan Bocșa, Muzică vocală tradițională din Sălaj  

(Traditional vocal music from Sălaj County), no. 697 
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As we remember, the purpose of the present research is not necessarily 
to identify the source of these carols, but rather the melodic correspondences 
from other folklore genres and possibly an evolution over time. 

Finding this carol with lyrical text in the area of Maramureș and 
Sălaj, we were convinced that there must also be other songs with the 
same musical characteristics, but which rightfully belong to the general 
repertoire. Intuition led us to the Land of the Foresters, where we found this 
song in Emilia Comișel's Anthology, which we can see shows the same 
melodic features, the same descending profile of the melodic lines, only the 
rhythm is completely rubatized, framed in the free rhythmic system: 

 
E.g. 7  

 

 
 

Emilia Comișel, Antologie folclorică din Ținutul Pădurenilor, 
Hunedoara (Folk anthology from the Land of the Foresters, Hunedoara), 

no. 101 
 

On the other hand, we have identified another melodic correspondence 
of this melodic type within a totally different folk genre. It is a song from the 
repertoire of prof.dr. Ioan Bocsa Nu văd pe mândra de ieri (I haven’t seen my 
love since yesterday), which is a dance song from the Alba area. The melodic 
line is kept almost unchanged, the rhythm is dynamized, framed in the 
distributive-divisional rhythmic system and dance tempo (very fast): 
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E.g. 8  
 

 
 

Singer Ioan Bocșa, musical transcription Alina Stan 
 

Even if we are dealing with carols with scholarly influence, mostly 
religious texts, developed in a very well-established ritual-functional 
framework, this musical analytical path helps us to better understand the 
possible influences and interferences among the folklore genres. Thus, the 
present exposition comes to clarify and complete what Ileana Szenik said, 
namely the fact that these carols come from melodic types of proper songs 
and dance songs, found, in our case, in Maramureș, Sălaj, Alba and the 
Land of the Foresters. 

 
Translated from Romanian by Roxana Paula Huza 
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ORGANS IN TRANSYLVANIA – PART 2.  
TRANSYLVANIAN ORGANS DURING THE 19TH CENTURY 

NOÉMI MIKLÓS1 

SUMMARY. The following study is the second chapter of a series, which is 
intended to shed light on the development of the Transylvanian organ 
landscape throughout the centuries. It offers information regarding the 
organs and organ builders of the early romantic period up to the turn of the 
20th century, when pneumatic and electro pneumatic organs have started 
to take over.  

Keywords: Transylvania, organ, romantic period, organ builders, stops, 
restoration. 

During recent decades, local researchers have devoted their time and 
effort to create an accurate inventory of Transylvanian organs. Several books 
and internet databases have seen the light of day, which are of great help for 
organ builders and organist alike. These researches have shed light on the 
fact that Transylvania had been up to date with the mainstream organ 
building techniques and styles from the very beginning. Even if the majority 
of the instruments were small and offered limited possibilities to their users, 
they were nonetheless valuable and, in most cases, very well built and 
enduring. In their books, researchers like Dávid István2, Erich Türk3 and 
Hermann Binder4 have even uncovered the authors of several instruments 

1 Ph.D. Lecturer professor, Babeș-Bolyai University, Faculty of Reformed Theology and Music, 
Music Department, Cluj-Napoca. E-mail: noemi.miklos@ubbcluj.ro 

2 Dávid, István, Műemlék orgonák Erdélyben (Monument Organs in Transylvania), Editura 
Polis Balassi, Cluj Napoca, Budapest, 1996 

3 Türk, Erich, Die Orgellandschaft dreier Nordsiebenbürgischer Landkreise: Cluj, Sălaj und 
Bistrița-Năsăud (The Organ Landscape of Three Transylvanian Counties: Cluj, Sălaj and 
Bistrița-Năsăud), Erdélyi Múzeum Egyesület, Kolozsvár, 2014 

4 Binder, Hermann, Orgeln in Siebenbürgen (Organs in Transylvania), Gehann Musik Verlag, 
Kludenbach, 2000 
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which until recently were of unknown origins. They have also shed light on 
the work of lesser-known local organ builders who have not only constructed 
many instruments in different remote locations but have also carried out 
maintenance and restoration work. The newest addition to the list of 
treteases regarding Transylvanian organ building is the first volume of three 
edited by Pál Enyedi and Attila Márk5, which offers detailed descriptions 
regarding the organs of the Unitarian Church in the Háromszék-Felsőfehér 
and Székerudvarhely regions. This first volume will be completed by another 
two volumes to be edited soon. The work in question sheds light on the 
lesser-known work of organ builders from the Szekler region.  
 As shown in the previous chapter, the information transfer between 
Transylvania and the rest of Europe took place with a certain amount of 
delay. During the centuries, organ builders from Transylvania travelled to the 
western parts of Europe, to get acquainted with the latest techniques in 
organ building. Also, during the 17th and 18th centuries, organ builders form 
the region of Upper Hungary (today part of Slovakia) have settled down in 
the southern parts of Transylvania, which were mostly inhabited by the 
Saxons. The expertise of these organ builders had eventually contributed to 
the spreading of high-quality instruments throughout Transylvania.  
 During the early romantic period, Transylvanian organ builders have 
continued to build mechanical organs with slider chests, which from the 
technical point of view, are the most reliable instruments even today. Still, 
most of the instruments built were relatively small, with one or two manuals 
and 12-14 stops, and were first suitable for playing church music. Of 
course, during those days, it was not accustomed to use the organ for other 
purposes. Another factor which contributed to the spreading of smaller 
organs was the fact that the congregations did not have the funds 
necessary to build instruments with three of four manuals and tens of 
different stops. Their main purpose was to purchase instruments which 
were not too expensive, were suitable for church music, were easy to 
maintain and long lasting.  
 The first organ builder whose instruments present early romantic 
features was Samuel Joseph Maetz (1760-1826). According to Hermann 
Binder, in the beginning Maetz was an apprentice of Johannes Hahn, after 
which he had travelled abroad to perfect his organ building skills6. The 
instruments built by him are larger than most of the instruments built during 
the second part of the 18th century. Almost all of them have two manuals 

 
5 Pál Enyedi and Attila Márk, A Magyar unitárius egyház orgonái. A Háromszék-Felsőfehéri 

és a Székelyudvarhelyi egyházkör (Organs of the Hungarian Unitarian Church. The organs of 
the Háromszék-Felsőfehér, and Székerudvarhely Regions), Liszt Ferenc Zeneművészeti 
Egyetem Egyházzenei Kutatócsoportja, Budapest, 2021 

6 Binder, Hermann, in: Orgeln in Siebenbürgen, p. 87-88 
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and an 8’ Principal basis. The overall sound of his instruments is soft, and 
the romantic stops like Gamba, Salicional, Violino, Traversflöte contribute 
to their particularly pleasant sound.  

A typical instrument of Maetz is the one built for the evangelical 
church in Hoghilag in 1819, which had been moved to the Gheorghe Dima 
Academy of Music in Cluj in 1994, after a two-year restoration work (Image 
no. 1). This instrument has two manuals and pedals, and an 8’ Principal 
basis. The stoplist is the following: 
 
Manual I C-f3: 
Bourdon 16’, Principal 8’, Gedeckt 8’, Octave 4’, Flauta 4’, Quinte 2 2/3, 
Superoctave 2’, Hohlflöte 2’, Mixtura 3-5 fach, Trompete 8’ (bas/discant) 
 
Manual II C-f3: 
Traversflöte 8’, Octave 4’, Gamba 4’, Gemshorn 2’, Krummhorn 8’ (bas/discant) 
Pedals C-d1:  
Subbass 16’, Cello 8’, Principal 4’, Basson 16’ 
Pedalkoppel/Manualkoppel/Tremulant  

Image 1 

 
Prospect of the Samuel Joseph Maetz organ at the  

Gheorghe Dima Music Academy in Cluj7 

 
7 http://orgeldatei.evang.ro/organ/view/472 
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 The reed stops are divided on both manuals into bas and discant, 
which makes it possible to play a solo line either with the left or the right 
hand, accompanied by another combination of stops. The sound of the  
full organ is not too harsh, since the Mixtur stop is not very high pitched. 
The organ is particularly suitable for playing early romantic works by 
Mendelssohn, Rheinberger or Schumann, but it is also appropriate for 
playing baroque music. This is because stylistically the Maetz organs are 
transition instruments between the baroque and early romantic organ 
building styles. Regarding the strength and quality of sound, there is a 
significant difference between the two manuals, which makes it difficult to 
obtain proper terraced dynamics. Whilst the first manual provides a bright 
plenum, the second manual has a smoother sound. The Krummhorn is a 
reminiscence of the baroque style, which makes it possible to play beautiful 
solo lines. Generally, the organ is in a very good condition8, and it is used 
for teaching, and during organ and chamber music concerts.  
 Samuel Joseph Maetz had built many instruments in the area of 
Cluj, one of which was particularly interesting. The organ of the Unitarian 
church of Cluj, which had been the very first instrument to be built in a 
Unitarian church in Transylvania9, had a twin case, a construction form 
which is atypical for Maetz organs10. This construction form had later on 
influenced several organ builders from the Szekler region, who had built 
many instruments of this kind11.  
 Although not in all cases, Maetz organs are typically recognisable 
by a signature element, which consists of a single pipe set on both sides of 
the organ case, as seen on the picture below (Image no. 2). 

 
8 The latest restoration works had been carried out by the COT company from Hărman, in 

2009. 
9 Enyedi, Pál and Márk, Attila, in: A Magyar unitárius egyház orgonái. A Háromszék-Felsőfehéri 

és a Székelyudvarhelyi egyházkör (Organs of the Hungarian Unitarian Church. The organs of 
the Háromszék-Felsőfehér, and Székerudvarhely Regions), page 45. 

10 Today only the front of the Metz organ exists, behind it there is a pneumatic organ built by 
Ferenc Szeidl in 1930. 

11 Türk, Erich, in: Aufschwung des Klausenburger Musiklebens in der ersten Hälfte des 19. 
Jahrhunderts, in: Studia Universitatis Babeş-Bolyai, Theologia Reformata Transylvanica, 
64/2 (2019), page 117-118. 
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Image 2 

 
 

Signature side pipe of the Maetz organ at the Calvaria Church in Cluj12 
 
 
 Maetz’s craftsmanship was inherited by his two sons, Friedrich 
Wilhelm and Wilhelm Samuel, who had carried on building organs with the 
same techniques and of similar quality.  
 A very important event took place between the years 1836-1839, 
when German organ builder Carl August Buchholz13 from Berlin (1796-
1884) had built the four manual organ of the Black Church in Brașov 
(Image no. 3). Since most of the Transylvanian organs were positive 
organs or three manual organs at best, this instrument was an exception to 
the rule. The event attracted many local builders, who wanted to participate 
in the building process of this monumental organ.  
 

 
12 http://orgeldatei.evang.ro/organ/view/397 
13 Carl August Buchholz was one of the most important german organ builders of the first 

half of the 19th century. He had built mechanical organs with slider chests and wedge 
shaped sliders, and introduced several technical innovations, such as the swell box and 
Barker levers.  
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 As previously mentioned, the organ of the Black Church has four 
manuals and pedals, and is equipped with rudimentary swell pedals, which 
must be fixed when closed. The organ has the following stoplist:  
 
Manual I - C–g3 (Hauptmanual): 
Principal 16’, Quintatön 16’, Principal 8’, Viola da Gamba 8’, Rohrflöte 8’, 
Gemshorn 8’, Nasard 5 1/3’, Octave 4’, Waldflöte 4’, Spitzflöte 4’,  
Quinte 2 2 /3’, Superoctava 2’, Cimbel 3 fach, Scharff 5 fach, Cornett 5 fach 
 
Manual II - C–g3 (Oberwerk): 
Bourdon 16’, Principal 8’, Salicional 8’, Hohlflöte 8’, Gedackt 8’,  
Quintatön 8’, Octava 4’, Fugara 4’, Rohrflöte 4’, Nasard 2 2/3’,  
Superoctava 2’, Mixtur 5 fach’, Hautbois 8’ 
 
Manual III - C–g3 (Rohrwerk): 
Fagott 16', Rohrflöte 8', Vox angelica 8', Trompete 8',  
Clarinette 8, Principal 4'. 
 
Manual IV - C–g3 (Unterwerk): 
Salicional 16', Principal 8', Flauto traverso 8', Viola da gamba 8', Gedackt 
8', Octava 4', Flauto dolce 4', Viola d'amore 4', Gemshorn 2 2/3', 
Decimaquinta 2', Progr. harmonica 3-5 fach. 
 
Pedals C–f1: 
Principal 32’, Principal 16’, Untersatz 32’, Subbass 16’, Violone 16’, 
Principal 8’, Gemshorn 8’, Violone 8’, Bassflöte 8', Nasard 10 2/3’,  
Quinte 5 1/3’, Octava 4’, Mixtur 4 fach, Contraposaune 32’, Posaune 16’, 
Trompete 8’, Cornetta 4’ 
 
Couplers: I/II, IV/III, III/II, III/P 
Swell pedals for the third and fourth manuals. 
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Image 3 

 
 

The Buchholz organ of the Black Church in Brașov14 
 
 
 As shown in the stoplist above, all the manuals are provided with a 
16’ stop, whilst the pedals are equipped with no less than three 32’ stops, 
and in addition, the Nasard 10 2/3 combined with a 16’ stop can recreate 
an acoustic 32’ stop. The organ is also provided with a Progressio 
harmonica 3-5 fach15 stop, which was commonly found in romantic organs 
built across Germany during the 19th century. Except for the third manual, 
which is equipped almost exclusively with solo stops, all the other manuals 
are provided with 8’, 4’ and 2’ Principal stops and a lot of Mixture stops, 
which makes it possible to achieve a very smooth crescendo and 
decrescendo just by changing manuals. However, the arrangement of the 

 
14 http://orgeldatei.evang.ro/organ/view/1230 
15 The Progressio harmonica is a mixture stop in which the ranks increase in number as the- 

notes progress from bass to treble. Its invention is linked to the name of Georg Joseph 
Vogler (1749-1814) and its outspread is attributed to the work of Carl August Buchholz.  
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manuals is not very satisfying, since they are not arranged in a logical 
order, beginning with the Great organ as the lowest manual. Instead, the 
lower manuals are actually the Unterwerk and the Rohrwerk manuals, 
whilst the Hauptmanual and the Oberwerk are placed on top. This makes it 
especially uncomfortable to play on the instrument.  
 The organ is particularly suitable for playing German romantic 
music, for example works by Liszt, Mendelssohn, Reger, Brahms, Ritter, 
etc. Thanks to the many 8 foot stops and solo stops like the Hautbois 8’, 
the Trompete 8’ and the Clarinette 8’, one can also perform French 
romantic music, but with certain shortcomings due to the lack of proper 
swell boxes. However, to obtain a stylistically appropriate performance, one 
must get very well acquainted with the instrument, and explore the endless 
possibilities of stop combinations for a long time.  
 The Buchholz organ of the Black Church had been restored once in 
1966 by Carl Einschenk, followed by another general restoration process in 
2001 by Ferdinand Stemmer and Barbara Dutli. The organ is in a very good 
condition, and it is used during religious services and in concerts. A very 
successful concert season with the title Organ Nights is organized during 
the summer months between June and September, with concert organists 
invited from all over the world.  
 As previously mentioned, many local organ builders have taken part 
in the construction process of the Buchholz organ. Such was the case of 
Carl Schneider (1817-1875) and Heinrich Maywald (1800-1853), whose 
name can be found on the largest pipe of the instrument. Both organ 
builders have opened their own organ building shops in the city of Brașov, 
from where they have provided high quality instruments for many churches 
throughout Transylvania.  

One of the most important organs built by Heinrich Maywald is in 
the Piarist Church of Cluj. The disposition of the instrument built in 1849 
was designed based on the conceptions of Ruzitska György16, organist and 
conductor at the Piarist church during that time. The organ is a mechanical, 
two manual instrument with the following stoplist: 

 
16 Ruzitska György (1786-1869) was a highly respected personality in Cluj. He was the 

director of the Music Conservatory; he organised many cultural events and was asked to 
offer expert advice during the construction and restoration process of many organs in 
Cluj. 
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Manual I C-f3: 
Principalino 8’, Gyengén födött 8’ (Soft stopped flute), Prestant 4’, 
Csúcsfuvola 4’ (Flute)  
 
Manual II C-f3:  
Quintatön 16’, Principal 8’, Födött 8’ (Stopped flute), Salicional 8’, Oktava 
4’, Csőfuvola 4’ (Rohrflöte), Zergekürt 4’ (Gemshorn), Quint 2 2/3’, 
Superoctav 2’, Mixtur 4 sor 1 1/3’ 
 
Pedals C-c1: 
Harsona 16’ (Posaune), Subbass 16’, Violonbass 16’, Octavbass 8’, Csello 
8’ (Cello) 
 
 The organ has two cases, the right-side case containing the 
pipework for the first manual, while the left side case contains the pipework 
for the second manual and the pedals. The instrument has a coupler for the 
manuals, and no coupler for the pedals. As a result, when the Posaune is 
not in use, the sound of the pedals is relatively weak in comparison with the 
strength of the first manual plenum. The sound of the full organ is not too 
bright; however one can obtain very pleasant stop combinations for the 
interpretation of slow movements, especially with the Salicional. The key 
action of the organ is rather hard, especially if the manuals are coupled, 
which makes it difficult to play works which require the execution of fast 
passages and strain the hands of the player for a long time.  
 The organ works17 composed by Ruzitska György in the early 
romantic style are particularly suitable for this instrument, but one can also 
play early romantic music which doesn’t require a very large instrument. 
The organ is in a very good condition as it has been restored in 2013 by the 
COT company from Hărman. Since than it is used in concerts and church 
services.  

Beside the organ of the Piarist church, Maywald had built another 
organ for the Evangelical Church in Cluj, which in 1913 had been moved to 
the Reformed Theological Institute. However, this instrument is smaller 
than the one in the Piarist church, and the pipework of two of its pedal 
stops have been removed when the moving process took place, allegedly 
due to lack of space at its new location18. 

 
17 Ruzitska György had dedicated the following works to the organ: 7 Fuga, Fantaisie o 

Prelude, Prelude pathetique, Prelude, Fughetta, Introduction et Fughe, Troisième 
Fantasie pour l’orgue avec Pedal, Adagio samt fugierten Nachspiele nach L. van 
Beethoven’s 27-ten Werke. 

18 Dávid István, in: Műemlék orgonák Erdélyben, p. 164 
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 As a descendant of a family of organ builders and musicians, Carl 
Schneider (1817-1875) continued the tradition established by his father, 
Petrus Gottlieb Schneider. From his shop in Brașov, he had provided many 
churches with organs considered to be some of the best examples of 19th 
century Transylvanian organ building. Most of his organs have been built 
with one or two manuals and pedals, but sadly most of them are in a very 
poor condition, or even unplayable.  
 An exception is the organ from Agnita, with two manuals and 
pedals, built in 1850. The instrument presents many similarities with the 
Bucholz organ from Brașov. The organ front and the stop knobs have an 
almost identical appearance (Image no. 4).   
 With its 25 stops, the instruments disposition also presents many 
similarities with the Buchholz organ in Brașov. The stoplist is the following: 
 
Manual I C-f3: 
Bourdon 8’, Principal 8’, Viola di Gamba 8’, Gedackt 4’, Octav 4’, Spitzflöt 
4’, Flauto 4’, Quinta 2 2/3’, Superoctav 2’, Mixtur 4f, Cymbel 3f, Trompete 8’ 
 
Manual II C-f3: 
Praestant 8’, Piffaro 8’, Flauto traverso 8’, Octav 4’, Rohrflöte 4’, Fugara 4’, 
Superoctav 2’, Scharff 5f 
 
Pedals C-c1: 
Violon 16’, Violon 8’, Quinta 5 1/3’, Octav 4’, Posaune 16’ 
Pedalkoppel, Manualkoppel 
 
 It is interesting to see, that just like Buchholz, Schneider had 
endeavoured to obtain balance within the stop palette of the two manuals, 
as well as between them. If we observe the two manuals separately, we 
can establish that both could function as separate organs. Just like in case 
of the Buchholz organ, the possibility of creating a smooth crescendo and 
decrescendo by changing manuals, or even terraced dynamics, makes this 
instrument suitable for romantic and baroque repertoire alike.  
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Image 4 

 
 

The Carl Schneider organ in the Evangelical church of Agnita19 
 
 
 Another similar, but smaller instrument built by Schneider is the one 
found in the Church on the hill in Sighișoara, which is in a very good 
condition and well-liked by local organists. The instrument built in 1858 has 
one manual and pedals, and the following stoplist: 
 
Manual C-g3: 
Bourdon 16’, Principal 8’, Gedackt 8’, Octave 4’, Flauto 4’, Fugara 4’,  
Quint 2 2/3’, Waldflöte 2’, Mixtur 4f 
 
Pedals C-d1: 
Subbass 16’ 
Pedalkoppel 
 
 Although the instrument is relatively small, its disposition is very 
balanced, which makes it suitable for baroque music and romantic music as 
well.  
 

 
19 http://orgeldatei.evang.ro/organ/view/1003 
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 The Viennese organ builder Carl Hesse (1808-1882) had also built 
approximately fifteen instruments in Transylvania. Some of these were 
smaller instruments, whilst others were rather large two manual organs, 
such as the one built in 1869 in the evangelical church of Biertan. It has a 
mechanical tracker action and the following disposition: 
 
Manual I C-f3:  
Bourdon 16’, Principal 8’, Hohlflöte 8’, Salicional 8’, Oktave 4’, Flauto 4’, 
Flauto 2 2/3’, Superoktav 2’, Waldflöte 2’, Quinte 1 1/3’, Oktavin 1’,  
Quinte 2/3’, Trompete 8’ 
 
Manual II C-f3: 
Principal 8’, Flauto bass 8’, Flauto diskant 8’, Viola 8’, Unda maris 8’, 
Oktave 4’, Fugara 4’, Flauto 4’, Violini 2’, Fagott 16’ 
 
Pedals C-c1: 
Violon 16’, Subbass 16’, Principalbass 8’, Cello 8’, Oktavbass 4’,  
Posaune 16’ 
 
Couplers: OW/HW, HW/Ped. 
 
 The disposition of this instrument reminds one of the Italian organs 
building techniques, where the ranks of the mixtures are divided into separate 
stops. Today this instrument is in a good condition, however, sadly it is not 
very well known by local organists, and it is used almost exclusively for church 
services. It would be really beneficial if it could be included in the list of 
Transylvanian concert organs to make it more popular amongst local 
concert organists, who would most certainly find it very satisfying. 
 Another significant organ builder of the 19th century was István 
Kolonics (1826-1892), who came from Szabadka (Subotica, Serbia) and 
settled down in the Szekler region in the town of Kézdivásárhely (Târgu-
Secuiesc). He was the most prolific local organ builder of his time, 
constructing 199 instruments throughout Transylvania and abroad. Aside 
building new organs, he had also carried-out restoration works on many 
organs. His instruments were built mostly in churches of Hungarian 
congregations. Most of the organs were small one manual instruments with 
or without pedals, but he had also built larger instruments with two or even 
three manuals. His instruments were all mechanical organs with slider 
chests. Many of his organs are provided with a so-called Harmonium stop, 
which was intended to make up for the absence of reed stops, which were 
more expensive to make, and not many congregations could afford them. 
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The largest organ built by Kolonics was his op. 134, built in 1877 for St. 
Michaels Cathedral in Alba-Iulia (Image no. 5). It is actually a two manual 
instrument which is completed by a Positive manual which can be played 
separately, like a distinct organ.  

Image 5 

 
 

The Kolonics organ at St. Michaels Cathedral in Alba-Iulia20 
 
 
The original stoplist of the organ is the following: 
 
Manual I C-g3: 
Flöte 16’, Gedackt 16’, Principal 8’, Waldflöte 8’, Weichflöte 8’, Flöte 8’, Vox 
celestis 8’+4’, Octav 4’, Flöte 4’, Fugara 4’, Quint 2 2/3’, Super octav 2’, 
Mixtur 5x 2’, Mixtur 3x 1 1/3 
 
Manual II C-g3: 
Geigenprincipal 8’, Flauto dolce 8’, Traversflöte 8’, Salicional 8’, Rohrflöte 
4’, Gemshorn 4’, Flöte 2’, Waldflöte 2’ 
 
 

 
20 https://orgona.ro/gyulafehervar-szekesegyhaz-2009/ 
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Separate Positive manual C-g3: 
Nagydugott 8’ (Stopped flute), Portunal 8’, Principal 4’, Csúcsfuvola 4’ 
(Spitzflöte), Quintfuvola 3’ (Quintflöte), Octav 2’ 
 
Pedals C-c1: 
Violon 16’, Subbass 16’, Quint 10’, Violonbass 8’, Principal 8’, Octavbass 8’ 
 
 In line with the stylistic tendencies of the era, this instrument has a 
romantic sound world with many 16’ and 8’ stops which add to the gravity of 
its sound. Stops like the Vox celestis, the Geigenprincipal, the Salicional 
and the Protunal confer a veiled, velvety sound to the organ. It is interesting 
to see that Kolonics did not build any reed stops into this organ, due to the 
fact that in his opinion the maintenance and tuning of reed stops was too 
complicated: „ […] In case of the reed stops, the situation is a little bit 
different, since in their case one has to tune the instrument sometimes 
even after playing it just one time, which is due to the structure of the pipes. 
Therefore, in many cases the tuning and maintenance is neglected, perhaps 
out of convenience or ignorance […], in light of these facts, during the 
construction of this organ, I have decided to omit the reed stops entirely.”21 
 An interesting element of the organ is the Positive manual placed on 
a separate console, which makes it possible to play works for two organs. 
Studying the organs built by Kolonics, one can observe that the disposition 
of this manual can be found in many of his smaller instruments. It was 
probably a combination which he particularly liked.  
 During the 1970s, some rather questionable restoration works have 
been carried-out on the organ, during which it had been provided with a 
crescendo roller and two free combinations. At the same time, two reed 
stops have been added to the first manual and the pedals, namely a Trumpet 
8’ and a Posaune 16’ to replace the Gedackt 16’ and the Violonbass 8’. The 
original console had been removed, and a new console with electrical stop 
action had been installed. In 2009, during the latest restoration works 
carried-out by Papp Zoltán22, the old console had been reinstalled. 
 In addition to the previously mentioned organ builders, during the 
19th century there were several other craftsmen who have enriched the 
Transylvanian organ landscape with smaller, but well-built instruments. Such 
were Andreas Eitel, Wilhelm Hörbiger, Michael Kesstner, Thomas Boltres, 
Johann Thois, Lajos Blahunka, Mihály Magyar, Johann Kremer, Friedrich 
and Samuel Binder, Ignác Takácsy, Carl Einschenk, Anton Dangl, József 
Nagy and many others. 

 
21 Csíky, Csaba, in: Kolonics. Orgonaépítészet a 19. századi Erdélyben, p. 33 
22 https://orgona.ro/gyulafehervar-szekesegyhaz-2009/ 
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 Up to the end of the 19th century Transylvanian organ builders have 
been faithful to the mechanical tracker action with slider chests, which 
during the first decades of the 20th century has gradually been replaced by 
pneumatic and electro pneumatic actions.  
 Around the turn of the century local organ builders have been slowly 
overshadowed by the advancement of foreign organ building factories which 
could build instruments with lower costs. The effects of these circumstances 
and the appearance and outspread of pneumatic and electropneumatic organs 
shall be the topic of the next chapter of the series. 
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THE ʻMALAPARTISM ̓ – A MUSICALIZED «PLEURESEMENT»1: 
CURZIO MALAPARTE, ALBERTO MORAVIA, ADALBERTO 

LIBERA AND THE ARCHITECTURAL STRUCTURES OF THE 
ʻBEINGNESSʼ2 

MARIA-ROXANA BISCHIN3 

SUMMARY. Starting with Johann Wolfgang von Goethe’s vision, who 
acclaimed that ‘Music is liquid architecture; architecture is frozen music’4, 
this is an investigation that touches subthemes as a psychological analysis 
of the characters from the film « Le Mépris » (by Jean-Luc Godard, 1963), 
made after the eponym novel «Il disprezzo» by Alberto Moravia5 (1954); an 
analysis into the music of the film composed by Georges Delerue (1925-
1992) – « Thème de Camille », an investigation in George Delerue’s music 
and other iconic songs from the decade’s atmosphere; a short philosophical 

1 The « pleuresement » is an aesthetical condition of the music. For more details, see Maria-
Roxana Bischin, (1) “‘Hebrew Melody in A Minor, Op. 33’ by Joseph Achron. The dehiscence 
of temporalities between “{in}-flesh-ization” and “holding[s]-still” phenomenon in musicalized 
mournfulness”, in Studia UBB Musica, no. 1/2021 (paper in English), UBB, Cluj-Napoca, July 
2021, pp. 285–302. Doi: https://doi.org/10.24193/subbmusica.2021.1.18. See too, (2) Maria-
Roxana Bischin, “Phenomenology and the ‘levitation-floating’ feeling in music’s nostalgia. An 
endless {‘into’}-falling”, in Studia UBB Philosophia, vol. 66, no. 2 (Jul. 2021), Babeş-Bolyai 
University, Faculty of History and Philosophy, UBB Cluj-Napoca: pp. 41–53. 
Doi: http://www.studia.ubbcluj.ro/download/pdf/1376.pdf, and 
https://www.doi.org/10.24193/subbphil.2021.2.02. 

2 The philosophical term is transpositioned from Martin Heidegger, Being and Time. A 
Translation of Sein und Zeit, translated by Joan Stambaugh (after the Tübingen’s edition of 
Sein und Zeit, by Max Niemeyer Verlag, 1953), Albany, New York, State University of New 
York Press, 1996, and refers to the conditions under which the Being manifest itself. In this 
case, the article includes the existential manifestations and events of the Being related to 
some conditions such as architectural condition, music condition, timelessness and spatiality.  

3 Maria-Roxana Bischin, LinkedIn: https://www.linkedin.com/in/bischin-maria-roxana/.  
4 We have not found the work in which Johann Wolfgang von Goethe affirmed the quote, 

but we have consulted this digital source: https://www.elemental-architects.com/post/ 
architecture-is-frozen-music, that was accessed on 10 August 2022.  

5 Alberto Moravia, (1) Il Disprezzo (Il fantasma di mezzogiorno), Milan: Bompiani, 1954; (2) Le 
Mépris, translated into French by Claude Poncet, Paris: Flammarion, 1955, and 1993; 
(3) Contempt, translated into English by Angus Davidson, New York: NYRB Classics, 2004.

https://creativecommons.org/licenses/by-nc-nd/4.0/
https://creativecommons.org/licenses/by-nc-nd/4.0/
https://doi.org/10.24193/subbmusica.2021.1.18
http://www.studia.ubbcluj.ro/download/pdf/1376.pdf
https://www.doi.org/10.24193/subbphil.2021.2.02
https://www.linkedin.com/in/bischin-maria-roxana/
https://www.elemental-architects.com/post/architecture-is-frozen-music
https://www.elemental-architects.com/post/architecture-is-frozen-music


MARIA-ROXANA BISCHIN 
 
 

 
216 

introduction into the universe of the architect Curzio Malaparte (1898-1957) 
and ʻCasa Malaparteʼ from Capri Island. Said so, ʻCasa Malaparteʼ is bought 
into analysis through the aesthetical-architectural filter of some nowadays epic 
mansions/residences from Laval, Montréal, Las Vegas, Atlanta, Los Angeles, 
Bucharest-Kiseleff-Aviatorilor area, which are included in the architectural 
research-portfolio. More than this, we try to check how architectural structures 
sculpture the musicalized Being’s essences using examples such as Belle Abri, 
Villa Cèdres, Villa Astor, Palazzo di Amore, Villa Leopolda, Villa D. Ionescu, 
Bel-Air, and other magnifiques villas that seem aesthetically very close to Casa 
Malaparte. In addition, this paper answers the following fundamental questions: 
Why, sometimes, the music saves/repairs the architectural existentialism? 
And why is it so important for architecture to create and re-create permanent 
music? The paper opens and enriches a collaborative research niche between 
architecture,  music, analysis-methods from philosophy field, and the applied 
philosophies ʻbehindʼ the real estate portfolios; This paper is an exploration 
of the beautiful universe of some representative mansions, outlining the 
ineluctable liaison between sonorous structures and architectural structures, 
highlighting that the vision of Wolfgang Goethe is still alive in the buildings 
that surround our cities. This paper is a research realised between 2021 and 
2022, and it combines observations from philosophy, architecture, literature, 
music, and real estate’s domain.  

 
 Keywords: ʻMalapartism ̓, Georges Delerue, “Camille”, Curzio Malaparte, 
Alberto Moravia, Mohamed Hadid, sun’s phenomenology, light, architectural 
structures, musical structures, Adalberto Libera, Casa Malaparte, Belle Abri, 
Bel-Air, Hadid’s architectural structures, Villa Cèdres, Villa Astor, Palazzo di 
Amore, Villa D. Ionescu.  

 
 

“No place in Italy has such a wide horizon to stare at,  
nor such a depth of feeling.”  

(Curzio Malaparte) 

 Background: defining the ʻMalapartism ̓  
 Architecture is meant to heal existence in unimaginable ways. 
Architecture matters, and the mood of how we habit it matters too. The film 
Contempt (Le Mépris)6 together with the Casa Malaparte7 shows us this. 

 
6 Jean-Luc Godard, the film Contempt (Le Mépris), producers Georges de Beauregard, Carlo 

Ponti, Joseph E. Levine, cinema Raoul Coutard, music by Georges delrue and Pierro 
Piccioni, Jean-Luc Godard (director), locations Cinecittà Roma and Casa Malaparte, Capri, 
release dates, 29 October 1963 Italy, 20 December 1963 France. Production companies: 
Rome Paris Films, Les Films Concordia, Compagnia Cinematografica Champion, 1963. In 
the film are used 4 languages: French, Italian, German and English. 

7 Casa Malaparte (also, Villa Malaparte), architect Adalberto Liber, place: Capri Island, year 
of construction 1937.  

https://en.wikipedia.org/wiki/Carlo_Ponti
https://en.wikipedia.org/wiki/Carlo_Ponti
https://en.wikipedia.org/wiki/Joseph_E._Levine
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When Martin Heidegger launched his theory about lived space and spatiality, 
he understood this as a constant living event/fact8. Should be taken into 
account that a house lives us, too. This means that a house projects inside 
us events specific to the ʻBeingnessʼ, and reflects them in our conscience 
and into the external manifestations (an example would be, drinking a coffee 
in front of a beautiful window).  

More than this, “space gives us the beginning of the world”9. 
Architecture is based on space’s idea and produces continuously something 
that is much more eternal than space – spatiality. The spatiality has the a 
prioric advantage that it is not limited by time. The temporality (which is 
different from Time) is impregnated with infinity due to the architectural 
structures that are designed to create more10 spatiality, to open the 
structures towards infinite11.  

Johann Wolfgang van Goethe stated that “Music is liquid architecture, 
and architecture is frozen music”12, as it was mentioned above. Continuing 
behind Goethe’s words, there can be added the idea that architecture hides 
« les structures ideales de la pleuresement13» (ʻthe crying’s ideal structuresʼ). 
This means that our inner emotions can be sculpted into architectural forms. 
The « pleuresement’s idea » was added to the musical art by Céline Dion too14. 

 
8 Martin Heidegger, Der Ursprung des Kunstwerkes [The Origin of the Work of Art.], Leipzig: 

Reclam Verlag, 1950 [1967], p. 41-42, p. 90.  
9 Martin Heidegger, Sein und Zeit, Tübingen: Max Niemeyer Verlag, 1927, p. 42. 
10 Ludwig Miess van der Rohe [1886-1969], “Less is more.” But “less is more” because of the 

architecture’s musicality and timelessness, “more is more”. 
11 John Wallis, De Sectionibus Conicis Nova Methodo Expositus Tractatus (Treatise on Conic 

Sections Expounded in a New Method), after the 1655s ed., Creative Partners, LLC., 2021. 
This is the work in which the concept of infinity (∞) is detailed for the first time with strong 
mathematical analysis. This work has been classified by nowadays scholars as being the 
most important work of our civilisation.  

12 The quote is attributed to Johann Wolfgang von Goethe.  
13 The concept is innovated by us. 
14 Céline Dion, the song Moi quand je pleure (Myself when I cry) included in the big album 

Sans attendre, songwriters of the song – Maxime Le Forestier, Stanislas, producer of the 
song – Stanislas, producers of the full album: Yvan Cassar, David Gategno, Patrick 
Hampartzoumian, Claude Lemay, Scott Price, Julien Schultheis, Stanislas, Jacques 
Veneruso; studios for recording – Echo Beach Studio (Florida), Agathe’ Studio, Studio 
Omega, ICP Studios, Studio 73, The Village, Moulin de la Goulette, recording label 
Columbia, 2 November 2012:  

« Moi quand je pleure c'est à mourir, 
Quelquefois même, ça me fait plaisir; 
Roulée en boule, agitée par la houle 
Et les sanglots lourds. 
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This art nucleus can be enriched through the « les structures intérieures de 
la pleuresement architectural» (the interior structures of the architectural 
crying) that exist in each building.  

ʻMalapartism ̓ is the architecture’s ʻBeingnessʼ which creates the 
necessary outsisde & inside structures deliberately that can create luminosity, 
music, and more space, in order to compound the spatiality. If time can be 
brought into inside structures, then spatiality can free everything, both 
transforming time into temporality (eternity) liaison to spatiality. It looks like 
the Casa Malaparte was created for this, as the Belle Abri from Atlanta 
[Georgia] was designated to do films. But, first of all, Casa Malaparte was 
built by Adalberto Libera for the filmmaker Curzio Malaparte (Kurt Erich 
Suckert)15. Initially, Curzio stopped the development of the building, but the 
construction works were retaken. Marida Talamona sustains that the isolation 
of the Casa Malaparte it is just an appearance.16 Despite this appearance, 
Casa Malaparte opens the spaces due to the windows, due to the luminosity, 

 
Moi quand je pleure c'est sans arrêt; 
C'est comme la mer et les marées 
De tout mon cœur. 
Moi quand je pleure 
C'est vrai. » 
 
Our translation: 
 
“When I cry it’s as I’m dying, 
Sometimes it makes me happy; 
Rolled up in a ball, tossed about by the swell 
And the heavy sobs. 
 
When I cry it’s neverending; 
It's like the sea and the tides 
From all of my heart. 
I, when I cry 
It’s true.” 
 
The online official archive: 
https://www.youtube.com/watch?v=GtY6sXEYlvQ&ab_channel=CelineDionVEVO, 
accessed on 24-25 May 2022. 
The song was next included on the albums: « Sans attendre, ‘L'album Incontournable’ 
Édition Deluxe Limité », 2013, France, and on the box-album “Céline Dion Collection, 
Section 9: <Sans attendre>”, 3 June 2016.  

15 The real name of Curzio Malaparte was Kurt Erich Suckert (1898-1957). He chose to name 
himself “Malaparte”, which means “good-sided” or “to be reconciled/peaceful with himself” 
[which also leads us to the Pyrrho’s from Elis’ ataraxia (ʻἈταραξίαʼ) concept].  

16 For details, see, Marida Talamona, Casa Malaparte, Princenton: Princenton Architectural 
Press, 1992 and 1996. 

https://www.youtube.com/watch?v=GtY6sXEYlvQ&ab_channel=CelineDionVEVO
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and staircases, the ʻBeingnessʼ in direct correlation to the blue sea. Armor of 
apparent Pyrrhonian ataraxia (ʻἈταραξίαʼ) is created due to the connection 
between Georges Delerue’s composition, the sea, and the house. The sculptural 
presences create a presenteificated Sartrian absence17 based on the 
Beautiful (Beautifulness). The idea about Beautifulness of Edmund Burke18 
is very close to Joahann Wolfgang von Goethe’s statement.  

 
1. The ʻMalapartism ̓ as muscialised ʻpleuresementʼ of the light: 

 interior and outside structures of the ʻBeingnessʼ19  
 
 Imagine that each house could have designed a special sonorous 
column just for her. The statement of Wolfgang Goethe is validated. Georges 
Delerue composed the beautiful Thème de Camille20 for the film Mépris. 
Even if the Casa Malaparte is the principal personage, the architectural 
structures transcend the musical structures and vice-versa. Georges Delerue 
had composed in addition, works such as Concerto de l’Adieu21, Tours du 
Monde, Tours du ciel. The music of Georges Delerue produces the cinematic 
effects absolutely necessary in constructing the narrative for a personage, 
for a house, and so on. Karl Lagerfeld visited the Casa Malaparte in 1997 
and has written a special book about it.22  

The film Le Mépris (which intorduces us to the most important 
personage – Casa Malaparte) starts with scenes that are full of luminosity. 
The house maintains us the attention alive. The coordination between 
exterior and interior is harmonized due to the sea, the luxuriant vegetation. 
A first sight, the aridity of the landscape is cheaty, but the aridity should 
remind us about the Sartrian Notinghness de l’être. The aridity is the 
Moravian indifference, the contempt transposed into stones, and the heat of 
the weather. The luxury of the sea leads us with our thinking towards some 
landscapes from Costa Rica (Escazú canton from San jOsée province) of the 

 
17 Jean-Paul Sartre, Being and Nothingness, translated by Richmond, Sarah. Washington 

Square Press/Atria, New York, London, Toronto, Sydney, New Delhi, 2021. 
18 Edmund Burke, A Philosophical Enquiry into the Origin of Our Ideas of the Sublime and 

Beautiful with an Introductory Discourse Concerning Taste, edited for popular use by prof. 
Abraham Mills, New York: Harper & Brothers, 82, Cliff Street, 1844, p. 38. 

19 In the French version, this usbtitle it would be – “Le Malapartisme comme le pleuresement 
musicalisée de la lumière: les structures internes et externes de « lʼÊtre »”. 

20 Georges Delerue, Thème de Camille 1963, for Le Mépris film, piano arrangements by 
Vladimir Guevny, unknown year. 

21 Georges Delerue, Concerto de l’Adieu, performance by Juraj Cizmarovic (violin), Frank 
Strobel (conductor), in WDR Funkhausorchester Köln, 2 September 2021. 

22 Karl Lagerfeld, Gerhardt Steidl, Eric Pfrunder, Casa Malaparte, 2nd ed., Göttingen: Steidl 
Publishing, 2015.  
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small beautiful village Èze from the Provence-Alpes-Côte d’Azur. The aridity 
of the Botanical Garden from Èze is identical to the aridity of the area of the 
Casa Malaparte.  

The luminosity depicts inter-realities to the limit between inside and 
exteriority. The sounds inserted between the frameworks make like the 
narrativity of the personages’ personal life containing frames for these inter-
realities. What I meant, is that despite this common quotidianly, there are 
realities of the Beautifulness that develop in front of us and around us, 
constantly: a tree put in harmony with architectural structures very beautiful 
(as in the case of Villa Balbianello23 from Lake Como). The same thing was 
designed too, for the Casa Malaparte. Casa Malaparte was designed for us 
to feel sensations, or feel synaesthetic memories, and so on. I think no one 
can be unhappy in a house that is sectioned into many rooms, and in which 
each room is a piece of art through the window that is designed to insert the 
luxuriant exteriority (the sea, the ships, the rays of the sun) into the house. 
The interior doubles this Beautifulness with the ancient sculptures that 
decorate each room of the Casa Malparte. Even though love does not make 
part of Camille’s life (interpreted by Brigitte Bardot), all along the film we can 
observe that there is a consolation in the architectural structures (something 
as de consolatio architecture).  

In this regard, Casa Malaparte, as well as the Villa Bel-Air or the Villa 
Belle Abri, are iconic for the fact that the sun becomes a character that can 
organise the personages’ life. The enlightenment is as important as it is 
transcendence. The Greek idea of the ataraxia (ʻἈταραξίαʼ) is very present in the 
film. Unfortunately, the characters’ life is full of contempt, full of natural despise.  

Behind each architectural detail, stays the music. The substance that 
unifies the stone-forms with the sonorous forms is the sonorous substance 
that Georges Delerue achieved to create for the Malaparte house.   

Not to forget, that the philosopher who put a value on the idea of 
living/housing space was Martin Heidegger. In the lectures entitled Der 
Ursprung des Kunstwerkes, Martin Heidegger stated that if we want to find 
something deep about a work of art, we should look after the space.24 
Heidegger uses the term ʻbehausen25ʼ to designate the idea that all the 
buildings are guesting the man.26 

 
23 Villa Balbianello, 13th Century, transformed into the villa by Angelo Maria Durini, Lake 

Como, 1785-1796. (film appearances, A Month by the Lake, 1995). 
24 Martin Heidegger, Der Ursprung des Kunstwerkes [The Origin of the Work of Art], 1950 

[1967], p. 116. 
25 Trans. “co-living”, it refers to the idea of the Being living in coordination with the living space, 

an idea that highlights much more the aspect of the inseparability that exists between them.  
26 Ibid., p. 116.  
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The idea for the film Le Mépris starts with the idea that a building must 
produce pleasure, healing, and Beautifulness, even harmony all around and 
inside it. Curzio Malaparte desired this too. But the action of the novel by Alberto 
Moravia and the action of the film Mépris show us an opposite direction.  

Martin Heidegger stated that the ʻBefindlichkeitʼ (meaning “the state 
of the Spirit”) is connected with spatiality27, and separation would be 
impossible. It is possible that through the walls and stairs constructed, led by 
the high intuition of the spatiality, and brought, melted into Delerue’s music – 
these basic forms of the expression of Beautifulness, are adding much more 
ataraxia (ʻἈταραξίαʼ) between the personage Camile and the house. Max 
Dessoir, a well-known theoretician of aesthetics, noted that Beautifulness in 
order to be created, needs to be filled with emotions.28 

A house is a mirror attentively purified; the more purifying, the more 
an objective image of the inner soul world is obtained – that of ataraxia 
(ʻἈταραξίαʼ). Jane Mustard uses two metaphors: the metaphor of  (a) “a 
house of Sartre”, and (b) “situation as space”29. So, the situations 
Malaparte30 (let’s call them so) are open-white spaces in order to rebuild the 
spatiality of the inner-situations. Jean-Paul Sartre uses the metaphor of 
“espace-temps”31 to intentionally postpone the time after space. 

What kept our attention focused on Casa Malaparte, are the windows 
that create a big quantity of luminosity, due to the contrasts of the compressed 
walls from the exterior of the villa. The structure of the Casa Malparte is 
unusual in the exterior. Everything has been thought of as a wall formed from 
stairs that create the illusion of infinity. The windows are the quietness of the 
music. The light is the harmony, and the walls are the harmonized structure. 
In the meanwhile, inside them, the music flows, and the architectural structures 
(walls) are raising up another world for the ʻBeingnessʼ.  

The dance of the walls is something very unique because creates 
spatiality and it is growing under our eyes as a tower of peace and quietness. 

The inversed stairs are the synaesthesia of the contradiction. Entering 
from one room to another, as the characters do, looking for just one window 
that is in each room, this is the fluidity of life and of nature. ʻMalapartism ̓ is 

27 Martin Heidegger, Being and Time…, 1996, p. XIV (in the “Introduction part”).  
28 Max Dessoir, Zeitschrift für Ästhetik und allgemeine Kunstwissen [Magazine of Aesthetics 

and General Knowledge of Art], Zweiter Band, Stuttgart, Verlag von Ferdinand Enke, 1907, 
p. 227.

    Digital archive: https://archive.org/details/bub_gb_lwXbHWSPm9cC/page/n5/mode/2up. 
29 Jane Mustard, “Sartre in Space: Rethinking Architecture & Rebuilding Philosophy”, Te 

Herenga Waka - Victoria University of Wellington, New Zealand, 2010. 
http://hdl.handle.net/10063/1584.  

30 The concept of “situations Malaparte” belongs to us. 
31 Jean-Paul Sartre, op. cit., 2021, pp. 718-717. 

https://archive.org/details/bub_gb_lwXbHWSPm9cC/page/n5/mode/2up
http://hdl.handle.net/10063/1584
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about life’s existentialist fluidity, too. Camille watches through the window 
when the aggressivity around her becomes in contradiction with what she 
has inside her (creativity, imagination, art, passion). The windows are a 
metaphor for her own freedom. The luxuriant vegetation, the sun, and many 
other luxuriant Mediterranean details, the sea are very well amplified by the 
windows. This is the freedom that the structures of any house create. The 
contrasts of the exterior browny-orange walls with the sea,  despite this 
coloristic vibration, there is a conflict with the rigidity of the rock on which the 
house stays. ʻMalapartism ̓ is a travel back to Ancient civilisations. The 
exteriority of the house embracing luminosity makes us think of Egyptian Ra, 
to the Greek Pyrrhonian ataraxia (ʻἈταραξίαʼ) and so on). Curzio Malaprte 
has designed a room for the piano. The bathrooms are multiple and the 
connection with the paradise of Ancient Rome is very visible and fusions 
Camille’s life. 
 

2. From marbled structures to the musical liquidity & light 
architecture’s “principle” melted into music: ̒ Camille’s case and 
Malapartian architectural tessitura. A representative path through 
villas & “châteauxs” 

 
In order to better describe ʻMalapartism ̓ and the idea of ʻBeautifulnessʼ 

that lies in this concept, we will continue the argumentation with some examples:  
The Mansion Chelster Hall in Oakville [Ontario area]32 was 

designed by the architect William Hicks. The entrances assured by the big 
green trees is as Malapartic as the entrance assured by the sea in the villa 
Malaparte. The lake that surrounds Chester Hall is also a protective aura for the 
mansion. The artesian fountains are part of the healing process too. A house 
should not only be a house, but the freedom that refers to permanent contact 
with free nature. The elements of white furniture bring a note of ataraxia, 
freedom, and peace.  

Belle Abri from Atlanta33 looks like this house was designed for doing 
films inside her. The house belonged to an actor and filmmaker that listed it 

 
32 Chelster Hall, architect William Hicks, projected by Hugo Powell, 43,800 sq. ft., Oakville, 

Lakeshore East Road, Ontario, 2001-2006. 
33 Belle Abri, architect Paul Girardeau, 34,688 sq. ft., Atlanta, Georgia, Ferry Road, 

Chattahoochee River, 2007. 
See, also: “The most compelling private residence to ever be offered to the market in the history 
of Atlanta"(https://www.businessinsider.com/tyler-perry-lists-humongous-atlanta-mansion-
for-25-million-2015-6#now-check-out-whats-for-sale-in-the-hamptons-18), accessed on 27 
July 2022.  

https://www.businessinsider.com/tyler-perry-lists-humongous-atlanta-mansion-for-25-million-2015-6#now-check-out-whats-for-sale-in-the-hamptons-18
https://www.businessinsider.com/tyler-perry-lists-humongous-atlanta-mansion-for-25-million-2015-6#now-check-out-whats-for-sale-in-the-hamptons-18
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in 2015. From the first time one enters Belle Abri, and if he/she will start to 
imagine the scenery for a film, he/she can see from the beginning each word 
of the personage, each speech that I can design for the personage, each cup 
of coffee that can drink there, each drama, each joy, each narrative of the 
personages’ destinies, the unfortunate changes in the personages’ lives, 
everything is there, into the perfect marbled-stone structures and into the “a 
priori” intuition, called beautifully by Kant “space”. But if “music is liquid 
architecture, architecture is frozen music” [as Goethe said], then yes, the 
architecture freezes, “caught” inside her everything, because architecture is 
atemporal: the words, the sounds, the personages’ destinies, the drama, the 
joy, the mysteries of the existence. You just have to decode the architectural 
structures [= thinking processes] into words, sounds, details, destinies, 
events, and actions. So Belle Abri is part of a synaesthesia-imagination that 
can create different worlds, and destinies. Another thing that characterizes 
Belle Abri is the luxuriant vegetation, the permanent connection with water 
through artesian fountains, lakes, baths, or swim pools (hiding behind her a 
philosophy of living borrowed from Baroque). Another amazing thing about 
Belle Abri mansion is that inside a room has a candelabra made from rubins. 

But things, the Malapartic thrill, are the same even when it comes 
about petite castles such as Château de Chenonceau34 that was designed 
by architect Philibert de l’Orme and Thomas Bohier between 1514-1522, or 
the Château Vicomtal Saint-Pierre de Fenouillet35, a charmy castle from 
11th century. 

Coming back to the mansions, another distinctive mansion is: 
Palazzo di Amore from Beverly Hills, Los Angeles36 was built by 

architect Mohamed Anwar Hadid in Beverly Hills, Los Angeles. Palazzo di 
Amore is as breathtaking as the magnificent Villa Astor.  

The magnificent Villa Astor from Sorrento37 was built through the 
hard work of the architect Viscount William Waldorf Astor [1848-1919], and 
then, restored by Jacques Garcia, Sorrento. Through the Astorian windows, 
Vesuvius Mountain offers us spectacular ataraxia (ʻἈταραξίαʼ). The white 

 
34 Château de Chenonceau, architects Philibert de l’Orme, Thomas Bohier, the work for the 

construction took palace between 1514-1522. 
35 Château Vicomtal Saint-Pierre de Fenouillet, 11th century.  
36 Palazzo di Amore36, architect Mohamed Anwar Hadid, 53,000 sq. ft., Beverly Hills, Los 

Angeles, 2002.  
37 Villa Astor, architect Viscount William Waldorf Astor,12,000 sq. ft., restored by Jacques 

Garcia, Sorrento, 1905. For details, the recent book written by Right Honorable the Lord 
3rd Baron Astor of Hever, Curt DiCamillo, et al., Villa Astor: Paradise Restored on the Amalfi 
Coast, Paris: Flammarion, 2017 [280 pages], brings us into the Astorian architectural 
universe.  



MARIA-ROXANA BISCHIN 
 
 

 
224 

statues which decorate gracefully each room of the villa, create a perfect 
pitch with the sea.  

Villa Balbianello38 was transformed into a villa by Angelo Maria 
Durini. It appeared in the film A Month by the Lake, remaking the Malapartian 
atmosphere from the film Le Mépris.   

Villa Bel-Air39 existed since 1920s and was extraordinary renovated 
due to the work of the architect Mohamed Anwar Hadid in a very seductive 
Mediterranean-style. ʻMalapartism ̓ can also have as characteristic the 
Mediterranean details.  

Villa Les Cèdres Cap Ferrat40 was made by the architect Sébastien-
Marcel Biasini, in 1830. In the past was named « Villa Les Oiseaux ». The 
exotic botanic garden « Les Cèdres» surrounds the spectacular villa.  

Villa D. Ionescu from Bucharest [Sector 1, Aviatorilor-Kiseleff area]41 
was built by the architect Thoma Socolescu, 900 sqm, in 1927, having 3 
designed levels. The exterior is similar to Coimbra’s architectural structures 
from the XVIII century. Villa D. Ionescu not only combines these elements of 
Portuguese-Maur architecture, but it pitches them in harmony with the unique 
Neoromanian/Neovallachian style from Romania. Villa D. Ionescu has many 
ontic neighborhoods with the mansions mentioned above. Its elegance makes 
her particular and it is the most iconic palace of the Neo-Romanian/ Neo-
Vallachian architectural style. The castle combines elements of neo-Romanian 
architecture with strong influences from the Renaissance Quattrocento period 
and some Baroque notes. But in this context, we would highlight some quite 
rigorous elements of medieval architecture specific to the style of Iberian 
castles or to the modernist-Canadian “Château” styles. The castle has 3 floors 
with extremely spacious rooms.  

Villa Île-de-Gagnon-à-Laval42 is located on the island Île-de-Gagnon-
à-Laval. Surrounded by a water lilies lake, the castle rises spectacular in front 
of the green trees. The rooms are decorated after French-Classicism style, 
and Art Nouveau, too. Held by a very special person, the castle reflects  
the real and ineluctable connection between music and architecture. 

 
38 Villa Balbianello, 13th Century, transformed into the villa by Angelo Maria Durini, Lake 

Como, 1785-1796. [Film appearances, A Month by the Lake, directed by John Irvin, 1955, 
with Vanessa Redgrave (who played in the film Isadora, 1968, too)]. 

39 Villa Bel-Air39, since 1920, rebuilt by architect Mohamed Anwar Hadid, 30,000 sq. ft., 
Beverly Hills, Los Angeles, 2005. It has a Mediterranean-style. 

40 Villa Les Cédres Cap Ferrat40, architect Sébastien-Marcel Biasini, 18,000 sq. ft., France : 
coast Saint-Jean-Cap-Ferrat, France, 1830. 

41 Villa D. Ionescu41, architect Thoma Socolescu, 900 sqm., Bucharest, Sector 1: Gheorghe 
Brătianu Street,1927.  

42 Villa Île-de-Gagnon-à-Laval42, architect René Angélil, 24,000 sq. ft., Canada : L’Île Gagnon 
Laval, 2001. 
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The inspiration, the imagination and other psychological structures involved 
in producing the art, need to be positioned in a very spectacular architecture 
in order to become a complete “World” (the term is written here in Heideggerian 
style). Without an architecture that is not connected to emotions, imagination, 
and philosophy of life (art de vivre), the [outside] and the [inside] will never 
be balanced as it should.  

Villa Leopolda 43 was rearranged by architect Ogden Codman Jr. 
between 1929 and 1931,  and became popular due to the film The Red 
Shoes, in 1948. This villa is part of the French Riviera Villa’s cycle. Next to 
her, we can put Villa Les Cèdres, mentioned above, and the spectacular Villa 
Ephrussi de Rothschild.  

 
If Wolfgang von Goethe said that “music is liquid architecture, 

architecture is frozen music”,  we can derive from this so many observations 
as follows: 

- The sounds put together with architectural colonnades can create 
amazing things. This power is so strong that it can make you see how 
each sound has a correspondence with the architectural solid structures. 

- From a phenomenological point of view we can think that the law of 
physics of the transformation from the liquid into solid and solids into 
liquid is validated. 

- The examples of the mansions that we gave above are illustrative of 
how the musical liquidity reflects in the marbled architectural structures.  
 
The connection between « Thème de Camille » and Casa Malaparte’s 

architecture is empowered by the fluidity of the living conditions. Not only 
Casa Malaparte is illustrative of life’s Malapartic condition of living (ʻbehausenʼ), 
but all the mansions mentioned above, because all of them are producing 
harmonized Beautifulness. The power of luminosity creates this Malapartic 
condition. Jean-Pierre Naugrete puts the equation in terms of “lights and 
shadows”44, but it is less about shadows and more about light. If we take 
away/cut the action of the Moravian novel, everything remains based on 
Kalosʼ et ʻAgathonʼ, because that is what the architectural structures create. 
In other words, Casa Malaparte should not be seen in a negative light, but in 
the light of ataraxia (ʻἈταραξίαʼ). Chelster Hall from Oakville (Ontario) and 
Belle Abri are the richest houses regarding the surface of the luminosity that 

 
43 Villa Leopolda, architect Ogden Codman, Jr., French Riviera: Villefranche-sur-Mer, 1929-

1931 (film appearances, The Red Shoes, 1948). 
44 Jean-Pierre Naugrette, “Curzio Malaparte, Le Soleilet Les Ombres”, in Revue des Deux 

Mondes, July-August 2009, pp. 112-113. Doi : https://www.jstor.org/stable/44192577.  

https://en.wikipedia.org/wiki/Ogden_Codman,_Jr.
https://en.wikipedia.org/wiki/Villefranche-sur-Mer
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they can offer. In this way, the melody was designed in such a way that the 
tessitura of the musicality coincided with the tessitura of the architectural 
structures. The mansions/villas Chelster Hall, Palazzo di Amore, Villa 
Astor, Villa del Balbianello, Villa Bel-Air, Villa Les Cèdres Cap Ferrat, 
Villa D. Ionescu, Villa Île-de-Gagnon-a-Laval and Villa Leopolda – they 
all have incorporated the lighteness principle, not as an obsession for the 
light, but as a balance for the interiors in order to be in harmony  wih the 
outside nature. Mediterranean-style is another part of this tessitura. Naturally, 
architectural structures have come to take precedence over sonorous 
shapes. Building is as important as creating the sounds.  

The light was an important principle when doing buildings, since the 
Egyptians. Ra was connected with this idea too. Along then, through Antiquity 
and until modern Classicism45, the light is mandatory when it came to 
creating spaces for the ̒ Beingnessʼ. More than this, in the absurd theater, the 
lack of space becomes a trauma, and existence is limited by this. But in 
Antiquity, due to the light, the people could feel the power through what Pyrrho46 
named ataraxia (ʻἈταραξίαʼ)47. Coincidence or not, Georges Delerue obtains 
the aesthetic effect of ataraxia (ʻἈταραξίαʼ) through the beautiful « Thème de 
Camille »48. The vegetation and the luxurious style exemplification through 
Costa Rica s villas validate the list as in the village Èze. 

 
Conclusion 

  
 Our conclusion is set by the question:  

Do all the villas have a pitch of ʻMalapartism ̓ into them?  

 
45 Our observation: Classicism term designates two periods: a. the period of time of the Greco-

Roman world [8th-5th century AD], that characterized the arts, the literature of that period, 
and b. the Classicism of the modernity that is known as Neoclassicism [1760-1790, and 
continued very close to the 1840s of Romanticism], c. architectural classicism refers to the 
period from the Renaissance developed by the architects Leon Battista Alberti and Filippo 
Brunelleschi. For details, see Theodore Ziolkowski, Classicism of the Twenties: Art, Music, 
and Literature, Chicago and London: The University of Chicago Press, Ltd., 2015. 
Ziolkowski mentioned that Alfredo Casella and Paul Hindemith are maintaining classicism, 
but Classicism is maintained in Georges Delerue’s music, too.  

46 Pyrrho of Elis (or “Pyrrhо̄n ho Ēleios”, 360–270 BC). Pyrrho hadn’t written published works, 
only a few fragments that were arranged by his student Timon.  

47 Svavar Hrafn Svavarsson, chapter “Two Kinds of Tranquility: Sextus Empiricus on 
Ataraxia”, in Diego Machucha (coord.), Pyrhonism in Ancient, Modern, and Contemporary 
Philosophy, Springer Science & Business Medi, 2011, pp. 19-31. Doi: 10.1007/978-94-007-
1991-0_2.  

48 Georges Delerue, Thème de Camille (1963), for Le Mépris film, piano arrangements by 
Vladimir Guevny, unknown year. 

http://dx.doi.org/10.1007/978-94-007-1991-0_2
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And the answer is affirmative. ʻMalapartism ̓ is the perfect condition 
for luminosity which transcends all architectural structures. ʻMalapartism ̓ is 
similar to the light’s irisation phenomenon. The irisation was utilised in the 
Impressionist paintings in order to create openness ad to induce a feeling of 
ataraxia (ʻἈταραξίαʼ). In order for the ʻMalapartism ̓ to not transform into 
contempt, it depends a lot by the persons who live in the house. Not each 
big villa hides a drama. A mansion/villa/château can hide a very spectacular 
life of a very happy person. Architecture was created to make us happy in 
inimaginable ways. 

Even if each villa/mansion/châteaux can be somehow Malapartic due 
to the characters that live in her, Casa Malaparte never can be blamed, 
because due to the light and the musicality created inside the architectural 
structures, it still heals the Being and still re-puts her in touch with the ataraxia 
(ʻἈταραξίαʼ) in order to rebuild the constant ʻBeautifulnesssʼ around us.  
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RATIONAL AND EMOTIONAL FACTORS OF MUSIC AND 
PERFORMANCE AESTHETICS 

VІTALІI ZAIETS1, OKSANA ZAIETS2 

SUMMARY. The leading task of the research is the definition and analysis of 
psychological factors, which depend not only on the formation, but also on the 
independent improvement of already acquired features of musical skills, 
including those that allow a performing musician to influence his/her own 
emotional sphere, keep it under constant control, adapt to the innate 
temperament and skills already formed in the process of professional training 
and performance practice. It is the analysis of these factors that makes it 
possible to recommend ways and methods of creating an individual style of a 
musician’s concert activities, as well as the constant self-improvement of 
his/her skills, which is necessary for a performing musician. The emotional 
and rational assimilation processes presented for analysis as initial factors of 
creative activity form the aesthetic relationship of the individual to reality 
directly through the subject of active communication with art (musical and 
instrumental, in particular). 

Keywords: performance process, psychology, aesthetics, motivation, 
rational and emotional factors. 

Introduction 

The generalization of the methodology of music performance technology 
as the leading focus of performance art has been formulated in the studies of 
many scientists. These studies are based on the leading method of structural 
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oksanazaets@ukr.net 
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and functional analysis, which is one of the basic methods in the creation of 
the theory of the formation of performance skills and the one that most 
closely corresponds to the specifics of this subject. Therefore, the criteria of 
aesthetic assessment of reality cannot be ignored by research observations 
as previous work and experience provide opportunities to correct them in the 
process of creative activity and further improvement of the technological 
complex of musical and performing activities. 

The performing musician, whose vocation belongs not only to him, 
but also to the listener, feels the complexity and responsibility of his/her 
assignment. The goal of this mission is thought-provoking at the highest level 
of performing arts. 

When considering the psychological specifics of musical performance, 
one must touch on the original motives that determine and direct the thinking 
of the subject. It is known that in the daily activities of a person, changes, 
transformation of motivations and needs often occur spontaneously, suddenly, 
outside of dependence on the person himself/herself. This question is extremely 
difficult. After all, the motivation of thinking processes is determined by 
aesthetic, moral, psychological and physiological factors. 

Human thinking is in a procedural state as both an individual and 
his/her natural environment assimilate and generate new sensations and 
feelings and, therefore, directly influence the flow of mental (intellectual and 
emotional) processes. The continuous evolution of human consciousness 
determines the direction of scientific research in revealing certain regularities 
of its existence, which reveals the professional (in this case – musical 
performance) relevance of the research of this topic.  

 
Literature Review 
 
In terms of understanding of thinking in general and interpretative 

thinking of musical performance in particular, certain scientific experience 
has been accumulated, which illuminates the diversity of the above categories 
not only in musicology, but also in related fields (psychology, ethics, aesthetics, 
philosophy, etc.), which in general forms the methodological basis of our topic. 
In particular, these are the works of A. Adamyan3, O. Kopinoi4, E. Laszlo5, 

 
3 Adamyan, Arshak. Questions of aesthetics and theory of art. Moscow, Art, 1978, 301 p. 
4 Kopina, Olga. Study of the emotional regulation of mental activity under conditions of 

various motivations. Ph.D. thesis. Specialty 19.00.01 (General psychology, personality 
psychology, history of psychology), Moscow, Art, 1978, 184 p. 

5 Laszlo, Ervin. Aesthetics of live musical performance. The British Journal of Aesthetics, 
Volume 7, Issue 3, July 1967, p. 261-273 
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J. Liang6, I. Lyashenko7, V. Medushevskiy8, V. Moskalenko9, I. Pyaskovsky10 
and others. 

The modern level of exemplary performance and its theoretical 
justification in professional, scientific and methodological literature provides 
grounds for considering the ratio of emotional and rational in the musical 
performance process as components of the complex of the ideal image of 
the performer, which is the main goal of this research. Its relevance is less 
painful in the environment of like-minded people and closed pedagogical 
teams where certain artistic criteria are formed and are oriented to the 
established norms of these performing arts schools. Here we need to talk 
about the possibilities of improving norms and forming musical and 
performance aesthetics based on the general development of performance 
and its scientific, theoretical and methodological justification. 

 
Discussion 

 
People´s need to reflect the existing reality with various types of art 

arose as a result of understanding of what they saw, heard, and felt. 
Perception and worldview have always excited a person and caused a 
natural reaction – an emotional reflection and response. The feelings that 
arise in the process of reflecting reality are the primary source of emotional 
thinking in creative and, in particular, musical activity. In all types of art, the 
artist, first of all, is attracted to a specific object of attention, and not to any 
others. It is obvious that at the beginning of the historical development of 
civilization, the representation of reality was primitive and reproductive (for 
example, rock painting) meaning that artistic traditions, history, and 
experience in the display technique were scarce. With the development of 
civilization, the professionalism of artists has been formed and developed 
based on the experience of previous generations. It is also obvious that not 
everyone reflected reality, but only those people who had motivation, 
possessed certain abilities to do so and, above all, possesed the ability of a 
special sensitivity of perception. 

 
6 Liang, Jing. Study on Aesthetic Characteristics of Musical Performance. 2018 4th International 

Conference on Economics, Management and Humanities Science (ECOMHS 2018): 387-
390. Web. 14 Aug. 2019. 

7 Liashenko, Ivan. Music in the system of aesthetic education. Kyiv, Znannia, 1975, 48 p. 
8 Medushevskiy, Vyacheslav. On the regularities and means of the artistic influence of music. 

Moscow, Muzyka, 1976, 254 p. 
9 Moskalenko, Viktor. The creative aspect of musical interpretation (to the problem of 

analysis). Kyiv, Muzinform, 1994, 157 p. 
10 Pyaskovskiy, Igor. The logic of musical thinking. Kyiv, Musical Ukraine, 1986, 180 p. 
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Objects of reflection attracted attention of artists in some way: either 
the objects of reflection differed from existing analogues or the artist found 
his/her ideal in his/her own consciousness or the first and the second 
coincided - the object is ideal and the artistic tastes of the artist are ideal. A 
valid question arises: where does the ideal criterion appear first – in the 
object or in the artist? Of course, in the artist because only he/she is able to 
appreciate the ideal in the object. Thus, it turns out that the artist accumulates 
an aesthetic perception of reality in his/her mind and forms an aesthetic taste. 

Modern aesthetic views are based on the perception of masterpieces 
of art of many generations. It is also obvious that aesthetic tastes change in 
the process of evolution of reflection conditions and objects. 

It can be assumed that the basis of aesthetics as a science exists in 
two guises: as an object of reflection and as a subject of perception. The 
object of perception exists everywhere: nature, person, society, interpersonal 
relations, subjective feelings, science, art, professional activity – namely, 
everything that makes up the meaningful understanding of the category 
existing reality. The subject of perception is a specific person (an individual 
or personality – depending on the level of self-awareness). An extremely 
complex system of interrelationships between the object and the subject also 
creates a corresponding problem – the criterion of the quality of the musical 
performance embodiment of the visual andartistic content of a specific 
musical work. 

Aesthetics as a science of perception, reflection, transformation of 
reality and inner emotional experiences through the prism of the artistic 
aspect (as a category of intellectual and emotional activity) has (in the 
essence of its orientation) different psychological aspects of its existence – 
awareness, reproduction, rethinking of various sources of aesthetic attention. 
Namely, natural objects (air, forest, sea...), objects of social and personal 
relations, objects of human transforming activity. This complex hierarchy of 
cognitive processes in the mind of a creatively oriented individual requires 
the development of an appropriate methodological concept designed to 
reflect the complexity of performing thought. 

The process of artistic awareness, reflection, and reinterpretation 
needs to take into account at least two conditions: the first is the presence of 
an object of reflection that meets the artistic criteria; the second is the 
presence of individual psychophysiological qualities capable of determining 
the criteria of the artistic aspect in the displayed or created object. Therefore, 
the sensory-receptive concept (in this aspect) is fundamentally aesthetic. It 
lays down the fundamentals of aesthetic awareness – the individual and 
personal qualities of a person that condition the processes of reflection, 
awareness, and transformation of reality (in the broadest sense). This is 
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where the main criterion comes from: the aesthetic evaluation of the object 
and the subject that reflects the objects or transforms and implements the 
new in relation to the existing one. 

Since the surrounding reality is infinitely multifaceted, and the 
individual differences of a person are unique in a specific personality, an 
obvious question arises: how to determine the aesthetic criteria of object 
perception and how to determine the aesthetic views of the perceiving 
subject? And also, – what (we mean – the multifaceted nature of the subject) 
internal assimilative relations and processes occur in the subject and the 
object? It is obvious that in object – subject relations, the leading role belongs 
to the latter, as it determines the significance of the object and its aesthetic 
value. What is the motivation of the subject in the evaluation of the existing 
reality in general and in the aesthetic reality in particular? 

According to the laws of psychology, human perception (in the 
assessment of perceived phenomena) is determined by both sensory and 
rational motives that control and direct the flow of both rational and emotional 
processes. The analysis of the relationship between emotion and intelligence 
is so comprehensive that it is theoretical and practical research that 
determines the specific conditions of the conceptual meaning of these 
processes. The substantiation of various theoretical and practical definitions 
of the psychophysiological characteristics of a person is very relevant due to 
the lack of an unified theory of knowledge of the active psychology of a 
person. In this case, the phenomenon of scientific research is based on the 
accumulation of observations of certain conditionally defined groups of 
people in the context of analogues for other groups. Predicting the behavior 
of a specific person with different group methods of psychophysiological 
research does not specify recommendations for an individual person. 

Thus, the ratio of general canons of perception (they are dictated not 
only by genetics, but mainly by social conditions) require an analysis of the 
system of human actions in various practical (creative) life situations. 

The sense of the aesthetic in music is inherent in individuals gifted 
with sensory perception of reality. Each artist perceives and reflects reality in 
his/her own way, depending on a number of factors, namely, temperament, 
character, acquired knowledge, impressions, aesthetic tastes, living 
conditions, etc. These factors make up the content of the artist’s creative face 
and are embodied in a specific artistic image. 

Performing a creative task requires the performer to search for 
appropriate emotional, rational and technological means adequate to 
intuitive needs for the realization of artistic intentions. It is the process of 
finding a symbolic and conceptual system for creativity in general and in a 
specific artistic process that reveals the stylistic characteristics of the artist’s 
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creative individuality. “Semantic interpretation can be defined in connection 
with musicological analysis as giving a significance to the sound; the process 
of matching certain musical meanings with certain musical structures; the 
emergence of sufficiently stable interdependence of sound and meaning”11. 

An artist cannot embody emotional impulses without the participation 
of the rational. The assimilation of the emotional and the rational gives rise 
to the aesthetic taste of a particular person. The effects of previous aesthetic 
impressions certainly correct the formation of personal aesthetic evaluations. 
Thus, the individual internal assimilation of emotional and rational integrated 
with the assimilation of external emotional impressions and their awareness 
form the integral essential basis of the aesthetic characteristics of a creative 
personality. This basis is constantly strengthened if the performing musician 
is able to analyze and evaluate his/her own sensory perceptions and 
psychophysiological states. The evaluation of what is perceived in a creative 
personality causes the appearance of new emotional manifestations 
generated by the novelty of impressions in the process of unfolding a musical 
work. The analysis of psychological aspects of musical and performing 
activity proves that the coexistence of emotional and rational is not only a 
permanent result of accumulated experience but is also a process of forming 
new analytical and synthetic combinations that develop according to future 
artistic concepts. 

The nature of the ratio of emotional and rational factors reflects the 
aesthetic needs and views of the artist. The meaningful essence of the 
interaction between the concepts of needs and views in a performing 
musician is manifested as a direct connection, namely, needs reflect views, 
and views are the result of needs. M. Davydov’s opinion regarding the above 
is correct: “The unity of emotional and rational factors in the musical 
performance process is ensured not only by the fact that a person simply 
thinks and acts as in an ordinary life. The appearance of situational emotions 
is also inevitable here. However, such emotions only accompany mental and 
motor processes. By not being focused on a musical artistic image, they are 
mostly random in nature. Random emotions, both positive and negative, can 
have a double effect on the success of an artist’s performance on stage. 
They appear outside the logic and the measure of dramaturgy dynamics of 
the performed work”12. 

 

 
11 Samitov, Viktor. Theoretical foundations of professional thinking of a performing musician 

as a criterion of professional skill. Lutsk, Volyn regional printing house, 2011, p. 275. 
12 Davydov, Mykola. Theoretical foundations of formation of performance skills of an accordionist. 

Kyiv, Musical Ukraine, 2004, p. 230.  
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Regarding the appearance of situational emotions, which accompany 
mental and motor processes during work on the interpretation of a musical 
work and its concert and variety embodiment, the following should be noted: 
these procedural and emotional states are an integral part of performance 
expectations and their realization. However, regarding the fact that they 
“appear outside the logic and measure of the dynamics of deployment”, it is 
important to note that the “logic of deployment” is not governed by situational, 
but rather stable situational emotions, which (nonetheless) are governed by 
the intellectual “reserve” of the performer. 

The logic of this development largely depends on the needs and 
motivations of the performer. The definition of the concept of need, according 
to psychological research, has a motivation inherent in a person - 
physiological, psychological, intellectual, physical. Thus, motivation carries 
the material and spiritual essence of an active personality/individual. The 
motivational process is not corrected; it happens every minute because 
emotional and mental manifestations control motivational ones. The 
meaningfulness and essentiality of the combination of motivation and 
emotion are inseparable. 

Emotion as a leading orientation is consciously controlled. Motivational 
processes are adjusted: the intellect affects the emotional after its awareness, 
and the improvisational processual enrichment of motivations – emotions – 
intelligence – forms the basis of criteria and searches in the subject’s 
aesthetic views. 

Stimuli for motivational human behavior have several sources: 
-the first one is physiologically instinctive when there is no ratio; 
-the second source is when ratio is present and it directs further 
sensations; 
-the third one is a continuous process of interrelationships of 
motivation and ratio. 
From the standpoint of ratio and emotio, the flexible motivational 

sphere in the educational process is based on specific professional principles 
as musical performance exists in historical heritage and in today’s realities 
formed by specific performing musicians. 

A performing musician of an academic direction learns professional 
skills from the best examples of world classical music (classical – in the 
broadest sense – exemplary). This means that the performer perceives and 
generates not only the performance aspect but also the composer’s concept 
of the musical work. The performing and the composing parts are realized by 
the performer at the same time and they provide an opportunity to perceive 
double emotional and rational information. Despite this, performing art and 
its specific problems can be considered outside of composition as the area 
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of purely performing tasks is so multidimensional and peculiar that their separate 
consideration in many aspects of musical performance is completely legitimate. 

The performance process is aimed at the final result, which consists 
of interpretation of musical works of the completed program, perfect mastery 
of musical material, psychological relaxation before a concert performance. 
To achieve this goal, the performer solves a set of tasks that make up and 
determine the final result. Conventionally, these tasks can be defined as 
analytical (entering the visual and emotional sphere of the performed work), 
technological (expressive performing means and methods of their 
implementation into a real artistic image), psychological (self-control of the 
emotional state during the performance), improvisation (as a manifestation 
of co-creation and a living embodiment of the artistic and figurative content 
of a musical work on stage as well as depending on the listener’s reaction to 
the real sound). 

Each of the above-mentioned factors constitutes a certain volume of 
information, experience, abilities, which the performer uses to achieve the 
final result, namely, an adequate perception by the listener of the interpreter’s 
performance intentions. 

In performing and pedagogical practice, there are many 
recommendations for mastering musical material. One of them is the musical 
text which is already “in the hands” and it is a certain degree of mastery of 
the elements of the playing technique (arranged fingering, defined interpretive 
intentions, etc.), but, for example, the tempos of works of a virtuoso level do 
not allow working on them in their concert mode yet. Of course, approbation 
of the indicated rates is possible from time to time, but the work should 
continue at medium and slow rates. However, the emotional tone at slow and 
medium tempos is inadequate to the emotional tone of the figurative content 
of the work at fast tempos. Therefore, some experts believe that the 
performer in slow and medium tempos is obliged to work with full emotional 
capacity as this variant of practical work generates emotional stability and 
emotional reserve while working at the author’s faster tempos. Others believe 
that processing at slow and medium tempos should not be associated with 
the permanently present emotional “filling” as emotions distract from a 
multifaceted complex of purely technological tasks (editing in voices and 
mastering articulatory and stroke techniques, identifying elements of hidden 
voice management, ensuring phonic perspective in the reproduced texture, 
detailing the logic of implementing linear micro-macro intonation, etc.). 

Performing practice shows that the named methods should not 
interfere with each other: emotional atrophy when working at medium pace 
leads to the fact that technical skills formed and consolidated without 
emotional subtext will be amorphous in their expressiveness at fast pace 
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(muscle memory will work at a ratio, namely, in the mode of medium pace). 
This phenomenon is observed in those performers who do not have emotional 
lability, the ability to include a procedural emotional tone when necessary: 
during tempo changes and contrasting muscular and motor capacitys. 

A performer who has a good technical base knows his/her own game 
apparatus, his emotional and technical capabilities, for the sake of saving 
muscle and mental energy he/she can work at medium and slow paces 
without special emotional capacitys. For such a performer, it is enough just 
before a concert performance to play the program several times at full 
physical strength with full emotional return (capacity), in order to have a 
reserve of both physical and emotional strength. 

Concert performance is unpredictable on a daily basis; therefore, the 
situational emotions that master performers try to avoid are also unpredictable. 
What are the features of emotional uncertainty in a master performer? 

First of all, logical thinking (rational factor) is accompanied by a 
corresponding emotional background, for example, “if I demand from others, 
then I will be asked; if I insist on my own views, then there will be complaints 
about my views and tastes”. 

Sharp condemnation of someone’s performance also carries 
negative emotions. A person with an impulsive nature of temperament is 
prone to negative reactions both in the perception of music and performance 
art and in its awareness. After a change in situations (emotional lability), mood, 
time, a period of ratio comes when one evaluates his/her own impressions, 
arguments, conclusions, etc. Self-assessment of one’s actions and analysis 
of their consequences lead to conclusions about psychological and emotional 
stress that consciously or subconsciously arises during subsequent concert 
performances. Therefore, the performer gets a continuous feeling of pop 
excitement, etc. meaning that personal emotionality in the assessment of 
outside observers works at the situational level. 

Constant creative searches for the optimally correct interpretation of 
a musical work, its stylistic features, prompt a comparison of the performer’s 
emotional state with an emotional assessment of the result of his/her 
performance. A master performer is constantly in search of artistic interpretive 
truth. He/she cannot rest on his/her laurels, especially when interpreting the 
masterpieces of world musical culture. These searches sometimes become 
illogical when one interpretation does not correspond to another in content 
and form. In such cases, the training, intuition of the performer and knowledge 
of the psychology of the composer’s creativity is a criterion for the conformity 
of the performer’s intentions to the author’s idea. 

Regarding the unity of emotional and rational factors in the performance 
process, there are different interpretations, since each performer imagines 
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not a stereotype, but his/her own position of creative understanding of ideas, 
emotions, artistic intentions, which he/she directs to the process of conveying 
to the listener. The rational aspect of the mental and emotional activity of a 
performing musician consists in evaluating and controlling the flow of one’s 
own situational and artistic emotions, psychological states during playing. 
The performer that is experienced in concert performance practice feels and 
discovers the reasons for the presence of acquired experiences while 
analyzing. The mental aspects act on the emotional ones and, as a result, 
the natural process of making music becomes emotional and rational with a 
difference in the preference of one over the other, depending on the type of 
psychological organization of the subject. 

Communicating with the listener, the performer experiences the 
sensual through the rational, and the rational through the sensual, but on a 
new level. This process can be continuous as the sensual and rational of the 
performer are modified over time in the context of the unfolding of the artistic 
and figurative content as well as the drama of the musical piece embodied 
by the performer. The ratio of the importance of emotional and rational in the 
performing process has an individual character as each person has individual 
qualities. Therefore, the ratio of sensual and rational in performing arts is a 
procedural phenomenon. For example, D. Shostakovich performed his own 
works (Piano Preludes and Fugues) in different periods of his creative life in 
different ways: tempos, depth of sound creation, dynamic plan, etc. changed. 
These fluctuations indicate changes in the balance of emotional and rational 
factors depending on changes in the character, performance and life 
experience, psyche of a person who is a composer-performer. 

Naturally, the question arises: what is the criterion of the ratio of 
emotional and rational in the performing arts and is it even legitimate to pose 
the question of its existence? 

It is obvious that there cannot be an unequivocal answer to this 
question because the criterion for the aesthetic assessment of a work of art 
is a multi-spectral concept. Each performer is temperamental and rational in 
his/her own way when determining his/her own creative preferences. This 
means that the criterion must be outside the concrete personality of the 
performer and that the understanding of this criterion is the source of both 
the general and the individual. Elementary psychology gives answers to 
these questions. 

Also, it is necessary to note the following: 
1. A high criterion is inherent not only to every talented performer 

(who has a natural temperament, character), but is also brought up on the 
best examples of world culture and is accordingly formed (as a creative 
personality) during training and communication in the surrounding artistic 
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atmosphere. Everything that surrounds a creative personality creates an 
atmosphere for finding a criterion of artistic quality, at least the so-called 
“golden mean”. However, this is not enough if the subject does not have the 
motivation to search for the most aesthetically refined criterion. The motivational 
sphere of this search arises only in the context of a rational and emotional 
self-assessment of the emotional, rational and willed qualities of a performing 
musician. 

2. The ratio of emotional and rational factors originates from the 
source itself – the musical work: a careful performance interpretation of the 
musical text and a deep insight into the essence of the composer’s intention 
do not allow the idea to stray far from a specific emotional and figurative sphere. 
However, performers, like composers, have their own unique temperament 
and intelligence, and therefore, from a pedagogical point of view, it is necessary 
to communicate with a repertoire that carries emotional or rational artistic 
qualities and capacities that appeal to the aesthetic taste of this particular 
performer. 

3. The criteria for the performance of musical works may be different 
in terms of composers’ style and imagery. We are interested in the criterion 
of the emotion and ratio, which is the same as the emotion and ratio of a 
particular performing musician. 

The next indicator of the unity of the two components of emotion and 
ratio in performance is the stability of performance. Stability is a quality that 
belongs to a performer who is in control of his/her emotional states. However, 
this is not enough. Whiel assessing and controlling his/her emotions during 
a public performance, the performer may sometimes make a mistake (stop). 
This phenomenon has reasons, for example: general inattention, insufficient 
elaboration of the automatism of musical and performance movements. 

With a perfectly mastered program, during the performance on stage, 
the performer (as a rule) feels a positive emotional tone (the acoustics are 
felt, the audience listens carefully, the musical material sounds according to 
the visual and artistic intention) after the first minutes of emotional stress, 
which contributes manifestation of lability of muscle and tactile sensations. 
However, it is also known that emotional surges, both negative and positive, 
sometimes interfere with rational muscle and motor control. It happens that 
in such emotionally and rationally uncontrolled situations the muscle-motor 
uncontrollability occurs and results in negative consequences in the technology 
of performing musical works. Therefore, the performer must prepare for such 
situations in advance by doing his/her homework. 

The performance of polyphonic works deserves special attention. 
Control over each of the voices of a polyphonic work (for example, a four-part 
fugue) is very difficult and, perhaps, impossible, but it is also not necessary 
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as such focus diverts attention from the unfolding of the drama (dynamics in the 
broadest sense) of the musical work. Therefore, when working independently 
on this material, it is advisable to switch attention from one voice to another, 
in order to cultivate the direction of auditory observations, which provide an 
opportunity to separate the significance of each of them. Nevertheless, even 
this is not enough for the stability of execution. 

There is a need to master a directed combination of muscle, tactile 
and auditory memory. In the most complex textural episodes, auditory control 
should be focused on texturally uncomfortable places, and subconsciously 
(on muscle, visual memory) control a more transparent texture. 

Musical performance, like other forms of art, is designed to fulfill the 
mission of artistic perception and reflection of reality according to the laws of 
beauty. The figurative content of the world emotionally reproduced by music 
is diverse: tragic, comedic, dramatic, lyrical, etc. What is the beauty in these 
phenomena? The aesthetic mission of art consists not only of beautiful and 
positive sensations; in all the fullness of human experiences, it is much wider, 
from the tragic to the comic. A person with a one-sided perception of reality 
cannot sympathize with a person with a developed, multispectral sense of 
the existing world. 

Perception and reproduction of reality in all its colors is the vocation 
of art: through emotional and conceptual understanding to the education of 
the sensual and rational. “Semantic representation is connected with the 
translation of musical meanings into a new measurement system, with the 
conceptual awareness of sound. The latter enables the construction of new 
musical definitions because the conceptual level of consciousness provides 
the possibility of transferring previous experience to previously unprecedented 
situations (awareness of logical apperception), and thus provides the possibility 
of semantic representation”13. 

Why did these tasks fall on music and performing arts? Because it is 
more insightful, sensual, and complex in terms of its impact on the human 
psyche (it acts multispectrally on all human sense organs) than purely 
linguistic, conceptual and symbolic systems. 

What are the creative goals and intentions of a performing musician? 
Artists answer this question in different ways. However, there is a vocation 
that belongs not only to one person, but also to others as the performer 
creates not only for himself/herself, but, above all, for those who need 
him/her. 

 
13 Samoilenko, Oleksandra. Informational and cultural aspects of the problem of memory in 

music. Musical art and culture. Scientific Bulletin of the Odesa State Academy of Music 
named after A. Nezhdanova: Vol. 6, Odesa, Printing house, 2005, p. 25. 
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Conclusions 

 
The above-mentioned material gives grounds to make the following 

generalizations: 
1. Aesthetic needs arise as a result of certain psycho-physiological 

prerequisites. 
2. Awareness of the aesthetic worldview in human activity directs its 

further intellectual development. 
3. Reproductive understanding of art is the basis of productive 

creativity. 
4. The category of artistic worldview is based on the processuality of 

historical changes both in the human psyche and in conscious activity. 
5. The extremely complex hierarchy of mutual influences of objects 

and subjects of knowledge gives rise to the corresponding problem of the 
criterion for the assessment and quality of the art itself, its creation and 
embodiment in the art of music. 

6. Perspectives of aesthetic awareness are based on sensory 
receptive qualities of a person, the beginning of which is in the continuous 
genetic direction. This is where the main aesthetic criteria for evaluating both 
the given phenomenon and the creator as well as their perceivers come from. 

The criteria for the aesthetic evaluation of reality are based on the 
study of the multifaceted life activities of individuals and their generalizations. 
It is appropriate to make the following definitions: 

1. A complex system of individual cognitive processes in the mind of 
a creative person requires a corresponding methodological concept of 
embodiment. 

2. Music performance experience, which proves the organic inseparability 
of emotional and rational factors and the performer’s awareness of previous 
possessions and his/her own effective relationship to them, represents a 
perspective for the formation of professional skills and future artistic 
achievements. 

3. Motivational processes are adjusted in two systems. Assimilation 
processes of emotional and rational as initial factors of creative activity form 
the aesthetic relationship of the individual to reality directly through the subject 
of active communication with art (musical and instrumental, in particular). 
The inseparability of these processes shows the individual qualities of the 
performer’s personality, which without presenting this process do not reveal 
the essence of the given problem. 

4. The criterion for evaluating aesthetic phenomena should be, at 
least, based on the understanding of musical and performing arts. 
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