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REZUMAT: Acest articol reprezinta o viziune asupra celei mai recente
versiuni ale indragitei doine instrumentale ,Ca pe Teslui”. Textul de mai
jos continua seria de analize inceputad in numerele anterioare ale revistei
RevArt si reprezinta penultima parte a ,colajului” format din patru
lucrari. Articolul prezinta, dupa cum spune titlul, perspectiva diacronica a
doinei instrumentale ,Dragostea ca pe Teslui” comparand trei dintre
versiunile acesteia. Lucrarea de fatd analizeaza versiunea violonistului
Mitel Dragulin, urmasul lautarilor Ilie si Gica Chirea. La finalul celor patru
articole se vor trage concluzii generale despre variatie si diversele
avatare ale iubitei doine instrumentale ,Dragostea ca pe Teslui” pe o
perioada de aproximativ 80 de ani.

Cuvinte cheie: muzica traditionald, etnomuzicologie, doina instrumentalg,
parlando-rubato, aksak

ABSTRACT: This article discusses the latest version of the instrumental love
doina “Ca pe Teslui”. The text below continues the series of analyses started
in previous issues of the RevArt magazine, and represents the penultimate
part of the four-paper “collage”. They follow, as the title says, the
diachronic path of the instrumental doina “Dragostea ca pe Teslui” by
comparing three of its versions. This paper analyses violinist Mitel
Drdagulin’s version, successor of the fiddlers Ilie and Gicd Chirea. At the end
of the four articles, general conclusions will be drawn about variation and
the various avatars of the instrumental love doina “Dragostea ca pe Teslui”
over a period of about 80 years.

Keywords: traditional music, ethnomusicology, instrumental doina,
parlando-rubato, aksak.
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INTRODUCTION

This version of the instrumental love doina Dragostea ca pe Tesluiwas
recorded by the articles’ author in the summer of 2015 in the Commune of
lancu Jianu, Olt County. The performer is violinist Mitel Dragulin, Gica
Chirea’s grandsonand Ilie Chirea’s great-grandson.

The first constituent examined is the global architectural form. The
instrumental love doina Ca pe Teslui consists of two sections. The first part is
the doina proper, while the second consists of the related section.

Body

The first constituent of section I:

The melodic scheme of thefirst period (P 1):

The melodic scheme of thesecond period (P 2):
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The underlying sound structure:

- This section consists of two periods (a double period). In fact, the
section consists of a single period recited twice, the second time with
slightly different ornamentation.
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- Each period consists of an initial formula (first measure), a kind of
Auftakt, and two melodic lines/phrases.

- The underlying sound structureof this section major modewith the
steps II, IV and VII mobile. From the perspective of the tonal
functions with which the song is invested by the accompaniment, it
is an Fmajor with steps I, IV ascending and step VII descending.

- The closing cadence of the period is made on F, the tonic of the
tonality.

- The approximate duration of the first period is 18 seconds, and of
the second period is approximately 17 seconds.

The second constituent:

e

The melodic scheme:

=

The underlying sound structureof the first phrase:
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The underlying sound structureof the second phrase:
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- This period consists of two melodic lines-phrases.

- The first modulation occurs here, to D minor. The modulation is
enharmonic at the level of the song, and is achieved by the
enharmonic transformation of a virtual sound “A flat”! to “G sharp”
in the next phrase, and diatonic at the level of harmony?.

! Although it does not appear explicitly, the “A flat” sound is deduced by comparing with
the same melodic phrase in Gica and Ilie’s versions.

2 More details about the modulatory process can be found in the subchapter Analysis of the
Harmonic Plane of the Accompaniment of Section |/the doina proper.
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- The underlying sound structureof the first phraseis a major mode
with steps IV and VII mobile. From the perspective of the tonal
harmony of the accompaniment, this structure is a defective F major
(without “A”) with the step IV ascending and step VII descending.
The underlying sound structureof the second phraseis a minor mode
(D minor without the sounds “B flat” and “C”) with step IV ascending.

- The cadence is achieved on the tonicof the new tonality, the “D”
sound.

- The approximate duration of the period is 11 seconds.

The third constituent:
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The melodic scheme of thefirst period:
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The melodic scheme of thesecond period:
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The underlying sound structure:

- This section consists of a period recited twice (a double period), the
second time with slightly different ornamentation.

- Each period is composed of two melodic lines.

- The first microtones appear in this section (F semi-sharp).

- In the second semi-phrase there is an expressive jump, the sharpest
sound in the entire song (G 3).
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This entire section serves to confirm the basic tonality (D minor).
The underlying sound structureis a minor mode (possibly major in
the first semi-phrase, where “F sharp” appears), with mobile steps
(the second descending).

The first period lasts about 16 seconds, and the second period lasts
about 15 seconds.

The fourth constituent:
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This period consists of two phrases.

Its role is to confirm the basic tonality (D minor).

The underlying sound structureis a minor mode (D minor) without
mobile steps.

The last semi-phrase is similar to the last semi-phrases of periods 3,
4 and 53.

The approximate duration is 15 seconds.

The fifth constituent:

3 Thisisthe cliché semi-phrase aso found in Ilie and Gica’s versions.
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The melodic scheme of thefirst period:
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The melodic scheme of thesecond period:
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The underlying sound structure:
n 1 |
A | o & Odpee
V L T |

|

- This section consists of a period recited twice (a double period), the
second time with slightly different ornamentation.

- Each period consists of two phrases.

- The section starts with a tonal leap to the F minor tonality.

- The underlying sound structureis a minor mode (F minor) with steps
IV and VII ascending.

- The cadence is made on the new tonality’s tonicquint, the “C” sound.

- The first period lasts about 13 seconds, and the second lasts about
12 seconds.

The sixth constituent:

PR R e R

The melodic scheme:

The underlying sound structureof the first semi-phrase:
0 |

The underlying sound structureof the second semi-phrase and the
following phrase:
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- This period consists of two phrases.

- Another tonal leap occurs by which the song returns to the D minor
tonality.

- The structure of the first semi-phrase is a minor mode (natural F
minor) without mobile steps, and the underlying sound structure of
the second semi-phrase, together with the following phrase, is a
minor mode (D minor without the sounds “B” and “C”) with step II
descending.

- At the end of the period, there is another cliché semi-phrase.

- The cadence is made on step I of the new tonality, the “D”sound.

- The approximate duration is 13 seconds.

The seventh constituent:

The melodic scheme:
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The underlying sound structure:
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- This last period has the role of confirming the basic tonality (D minor).
- It consists of two phrases.
- The underlying sound structureis a minor mode (D minor) with step
Il descending and step III slightly ascending.
- In terms of duration, it is the shortest. It lasts about ten seconds.
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Analysis of the Harmonic Plane of the Accompaniment of Section I/
the Doina Proper *

The first constituent:

- Although there is no accompaniment on the Mitel Dragulins
recording, comparing this section with the same section of Gica and
llie’s versions, the modal melody will be invested with at most
three tonal chords: the tonic chord, the subdominant chord (with
“B natural”), and the dominant chords.

The second constituent:

41t should be noted that, on the recording, Mitel sings alone without any accompaniment.
The steps that appear written under the songwere devised starting from Gica’s version
and using my own experience with folk music from Oltenia.

51 would like to say that I had intended to record Mitel several times singing this song,

with accompaniment as well. Unfortunately, his premature and unexpected death
robbed me of this chance.

® The location of the steps is relative, it may differ.

157



- This period brings forth the first modulation towards a relative (D
minor). The modulation is achieved by the enharmonic
transformation of a virtual “A flat” in the second semi-phrase into a
“G sharp”. At the level of harmony, the modulation is diatonic by
equating F IV=D VI

The third constituent:

- This section (double period) has the role of confirming the basic
tonality (D minor).

- Three chords are used: the tonic chord (increased in the first semi-
phrase), the subdominant chord, and the dominant chord.

The fourth constituent:

- This period has, as in the previous section, the role of confirming
the basic tonality.

- A chord agreement appears, that of step VII (the relative’s
dominant). In addition to this chord, the chords of steps I, VI (with
the function of subdominant of the relative) and V.sare used.
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The fifth constituent:

- This section (double period) starts with a tonal leap to the F minor
tonality.

- Only the chords of the tonic, of the subdominant (the dominant of
the dominant”) and of the dominant are used.

The sixth constituent:

- This period has the role of returning to the basic tonality (D minor).
The transition is made either by a tonal leap (second semi-phrase)
or by a diatonic modulation (second phrase) where

The seventh constituent:

- This last period has the role of reconfirming the basic tonality (D
minor).

"The chord is B - D - F - Ab, acquiring the function of dominant of the dominant, without
modulation.
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The Architectural and Harmonic Analysis of the Related Section

The constituents of the related section will be called here segments.

Segment 1:

DI

This segment/phrase transforms the parlando rubato rhythm
(without regular pulse) of the previous section in a strictly
measured aksak rhythm: 10/16 (3+2+3+2).

It starts in the same tonality used to end section I, the D minor
tonality.

It consists of an initial formula, a kind of Auftakt (the first measure
is incomplete), followed by the next four measures.

The accompaniment uses two or at most three chords: the tonic
chord, the dominant chord, and perhaps the subdominant chord.

Segment 2:

Fl

DI

- For two measures, this segment/phrase brings forth a new tonality

(F minor). In the next two measures, there is an equally sudden
return to the D minor tonality.

The melodic material used in this phrase is related to the melodic
material of some periods in section I.

This segment is harmonised with three chords: the chords of the
tonics of the two tonalities (F minor and D minor), and the chord of
the dominant D minor tonality.
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These two segments are repeated only once with small ornamental

changes.

Below, a partial synoptic notation of the song:

Section I, the doina proper. Periods showing similarities of musical

material are joined by a square accolade line.

Initial formula
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Related section:

poco accel.

* The analysis will continue in the next article
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