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Résumé : Au fil des années, la poésie d’Eminescu a longtemps été considérée
comme un art de Pouie plutdét que comme un art de la vision. Le présent article révéle
quelques aspects stylistiques et poétiques concernant Pharmonie des vers d’Ermmescu.
L’euphonie, I'une des constantes reconnues des parcles d’Eminescu, est un phénomene
complexe qui, pour pouvolr étre rmuse en évidence, nécessite Panalyse de tous les moyens
de style. La musicalité structurelle du vers eminescien crée parfois une sorte de plate-forme
pré-sémantique sur laquelle sera construite la sémantique du texte. L'euphonie d’Erminescu
n’est pas seulement un phénoméne phono-prosodique, ses sources se retrouvent a la fois
au miveau motphoelogique, lexical et syntaxique, se transformant en une caracténstique du
niveau textuel. De plus, comme nous le verrens, euphome d’Erminescu n’est pas un
simple phénomeéne sonore, mais plutdt un sentiment musical.

Mots clés : lharmonie, euphonie, phénonséne phono-prozodique, stylistiques et poétiques.

“I bitterly regret I haven’t leamt music, for in my childhood, mother, who had a
charming voice, competing with my father, who used to play the flute as a genuine artist,
had discovered me having a good ear for music” (Mihai Eminescu, confession to Veromica

Micle) (Cosma, 2000: 207).

G. Ibriileanu, in Nodes about verse, tries to point out that Emmescu’s poetry is more
an “art of sound” than an art of sight. Erminescu’s thyme tumms mto a musical instrument:
“music from Eminescu’s soul releases great effects in thyme”. Forwards, Ibsiileanu claims
that there 15 “harmony between the sonornty of expression and the mtention 1ssued m the
text”, the musical thyme therefore acting as real music in the theme of life. The roots of
the mnate musical sense display on the surface a melodious note “delivered from his soul’s
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music” (Ibriileanu, 1974: 144). Ibraileanu outlines Eminescu’s sensitivity for music, his
music mstinct based upon reason and his talent for orchestrating artistic sounds alike
wotld’s greatest composers, except the fact that Eminescu doesn’t write notes on a
portative but he builds euphonies with the help of his poetic language. The structural
musicality of Erninescu’s verses often produces a sort of pre-semantic platfonn on which it
would be built later on the proper semantics of the text.

Eminescu’s poetry, through the musicality of the verses, passes into a song, a
weaving of poetry and music. Emimescu is a poet of music and a musician of poetry. The
poem Oh mother.. when i1t's read it slowly and graciously, reveals through the words a
sorrowful song: “Oh mother, sweet mother, from the mists of times/ On the ustling leaves you shall call
wpon mef Above the dark crypt of the holy fomb/Aeacia trees are shaken by autumn and by wind | And
slowly beat their branches, Whispering your wame... They always beat, but you shall always steep” (,,0
mand, ditlse mamd, din negurd de vremi,/ Pe freamittul de frunze la tine si mi chemi:/ Deasupra criptei
negre a sfintului mormint] Se scuturi salcdmii de toamni & de vant,/ Se bat incet din ramnr, ingdnd
glasul tin...| Meren se vor fof bate, tn vei dormi meven”) (I, 129)

Music engrains the words, the text is an euphonic body, and the hearer, being
tascinated by the pure music of the verses, 15 frequently tempted to abolish the search for
the meaning.

Eminescu’s euphony is not a simple loud occurrence, but instead a musical
sensation which Tuder Vianu defines thus: “the whisper of the Latin vowels, the sound of
the hom, song of the mver, cocket’s song, the voice of the leafage are thereby no more
than 1solated sounds and somehow emblematic of a wide harmony, of world’s music {...)
Eminescu’s harmeny in its entirety 1s therefore separate from all those voices. It 1s rather a
musical corresponding of the whole Erminescu’s inspiration, (...) and thus its real style can’t
be revealed to us when considering it as an 1solated loud fact, but only when considenng it
the entirety of the ideal tendencies from which 1t 1s interwoven.” (Vianu,1970: 38)

Euphony, one of the established constants of Erminescu’s poetry, 15 a complex
phenomenon, which requires the analysis of all styles. Erminescu’s euphony is not just a
phono-prozodic phenomenon: its sources are both found on morphernatic, lexical and
syntactic level, changing into a textual level feature.

The musical aspect of the verses is set, on the phenetic level, by the muxture of
open vowels (a, e ), of mid-open vowels (1, o, 4) and of close vowels (I, u), wluch give an
uplift and a descent movement, arising a “wave game” (Popa, 1982: 131) between the
opposite, licht and dark tones, as we can notice in I only have one wish 1 “Whereas loudly fall/
Eternally the springs/ 1 et the moon glide/ Through the long fir peaks/ 1.et the bell penetrate/ The cold
wind of the night/ Above me the holy tea tree/ Let its branch be shaker” (,Pe cind cn zgomot cadf
Izvoarele nir-una,/ Alunece lunaf Prin virfuri lungi de brad./ Pitrunzd talanga/ Al serii vece vint,/
De-asuprimi teinl sfini] Sa-si senture creanga’) (I, 216). The repetition of the vowels ¢ a
besides the assonances in the lyrics “The s&y reveals its stars/ Sweet proclaimers of the lasting
silencé’ (,,Cernl stelele-gi aratd/ Solii dulii ai hungii linisti”) (1, 103), together with the alliteration
of the consonant 1, suggest the euphonic fludity of the sphere as in the poem I only have one
wish. Ascent-descent alternation as prosody phenomenen is alse exemplified in Years barve
passed. The light tones of a vowel, constantly centred i the verse, are swallowed by dark
tones of the low-vowels which surrounds them, mostly m the last stanza: “It's alf fost in the
range of youth/ And voiceless are the sweet lips of other times/ And time rises bebind me...I'm getting
darker?” (,, Pierdut e totu'n surea tinereitf Si mntii gura dulcea altor vremmri,/ lar tinpul creste-n
uima med..md-ntuned?”) (I, 201). Light 4 and e tones compose a connection between the

voice tag and the Eminescu’s soul: “Moon on the sky flows saintly and clear/ Your large eyes seek

]
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Jor the rare leaf” (,,Luna pe cer trece-aga sfintd s dani/ Ochii 1 mari cauti-n frunza cea rari..””)
(Eve on the hill, [, 231)

Stressing ¢ shows the presence of a shining light, conternplating magical inner
feelings: “Your strands of hair pread ont/ And likable they stay/ Don’t say no for 1 embrace you/
Nobody'n the world shall see us” (,,Pétrnl tiiu §i se desprinde/ Si frumos fi se mai sede,/ Nu 27 ba de te-
oin atprinde,/ Nime'n luzme nu ne vede”) (,,Leave your World, I, 209). The regional phonetism
of the diphtong in the word eaeapd (breaks) shows a characteristic pronunciation of
Moldavian dialect (Corrupt youthy:

“See how the urn breaks down, and ash revived/ How past whisper with a voice for fight/ the
Roman pegple’ (.1 edeti cum nrna creapd, cennga reimvicd/ Cum manrmurd frecutud cu glas de bitilia/
Poporutui Romean’) (1, 277). A diphtong or a vowel together with the nasal consonant 7 and
#, which are considered to be the most melodious, are able to deliver metallic sounds and a
pressure effect. ,, Though branches hit the windony/ And paplars shake/ It is for having you in mind/
And to sdowly come nearer” (§i daci..) .57 daci rammri bat in geam/ $i se ontremur plopii,) E o in
minte si fe amf Si'neet %3 fe apropi.”) (1,192). Euphonic value of the sounds z and # together
with the semantic plenitude of the noun 4e, mdicates m the poems When soil [ will be
(“It’s wind they hear on waves/ From mountains the bell’, 1, 223), Memento Mo (“Joyfil tearing
branches are coming with bells on neck”, TV, 128 ), 1 only Have One Wish (“Hold the bell/ The
wight’s cold windf Above my holy tea tree/ Let him shake his brane” 1, 216) (lar dind voin fi pimdnt
(8 "and pe valuri vint,/ Din munte talanga”, (I, 223, Memento Mou), (, in mpénd versele crenge
at talangele de gaz”, TV, 128), Mai am un singur dor (,Pdtrunzi talanga/ Al serii rece vint/
Deasuprit-smi teinl sfantf Si-g scture creanga”, 1, 216) the idea of a musical accompaniment
which resonate with poet’s melancholic sensaticn. Rhythmed 7 tones generate a surposing
beatitude sensation, sumular to high notes reproduced by a violin {Near the Lonely Poplars):
“For 1 adored you with pagan eyes/ And paved with pains/ Which I received from elders/ From
ancestors fo ancestors” (1, 191) (Pe lingi papii firi sof)y: ,,Cidci fe inbear cut ochi peginif St plini de
suferins,/ Ce mi-i lisand din beftnini/ Piringii din paringi” (1, 191). U close tones mean falling in
the depths, reflecting therewith lyrical self’s mtrospection covered m grief and darkness
(Through silent nights): “Dhrough silent nights/ Through mute watersides/ Through quick wind/ 1
hear a voice; (.Y (1, 467). (Prin nopti teicute): ., Prin nopfi tieute,/ Prin lunce munte,/ Prin vinind inte,/
Aud un glas, (.77 (1, 467).

According to Gheorghe Popa in Eminescian poetic space (Popa, 1982: 134) the
repetition of @ vowel might suggest the suffering and the lack of hope in the closed round
space, reproducing an msatiable music, which helps the mtensity of the spint going so high
that all meanings are completely understood (Laucfer: “The depths of my breast ache from the
/Desire of thy fierce love/ My heavy, big, eyes also ache/ When into them thine shove” (1, 167). .M dor de
erudul it amor] A pieptului meen coardef Si ochii mari g grei mad dor,/ Privirea fa miid arde (1, 167). U
and a# vowel have the role of soberness and mournmg, Hidden tonalities as 4 #, 4 help o
vowel reproduce a deep lamentation music, the awareness of a tragic human fate beng
overcome by the musicality of the lyrics which goes on the foreground Ta Toum as): “What
do these candles mean that burn in every corner/ Below the gloomy shapes with heavy tiny facest/ “What does
that singing mean which filled with kindness is/ Which mournfil floods the mighty sphere? (IV, 362). (Ta
Twarm asi): ,,Ce'nseamn’ aveste candeli ce ard in orice coltf Sub chipuri moborite cu-adind g slabe fefe?/ Ce
‘nsearn’ acea cintare petrunsy de blindete,] Ce fmple tinguionsi puternicile bolfid” (IN, 362).

The acoustic value of # an 4 found m the words which are placed in the beginning
and in the ending of the lyrics, gives a musical effect through 1s symmetry and shows an inner
ariel: “Above the dark aypt of the holly torih) Acadia trees are shaken by autwmn and by wind” (Oh
Mother, I, 129) ,,Deasupra criptei negre a sfintubui mormint/ Se sctturd salecmii de toammnd 5 de vint”

B2

BDD-A28226 © 2018 Editura Universitatii din Suceava
Provided by Diacronia.ro for IP 216.73.216.5 (2026-04-06 22:57:00 UTC)



Paraschiva PTTU, Otilia UNGUREANU — The musical feeling of Eminescu’s lyrics

(O ek, 1, 129). According to Garabet [briileanu, ,poetry 1s an art of sound but not of
sight” (Ibraleanu, 1974: 133), causing unconsciously an “imitative hammony”. “Acoustic
sensation of the water which flows through the rocks” (bidens, p. 145) 1s given by the
repetition of the 7 sound, as we can notice in the first two lyncs in The wish: Come in woods at
spring/ Which trembles on the gravel® (,,1 ino-n codru ln izvornlf Care tremmuni pe prand”) (1, 182).

In When Soil I will Be, the repetition of & in the firs verse and r1n the second
express from a phonetic point of view the smooth flowing of the spring: “And genth do I
hear how fall] Eiernally the springs” (“S aund cum biinde cadl Izvearele “ntr'und”) (I, 223). Vowel-
consonant alternation in You Hear Through Dried Leaves (You hear throngh dried leaves/ A
passing cold wind” (IN, 342, Auzi prin frunzi uscate) (. Angi prin frungi uscate/ Trecind un rece
vant.” 117, 342), From Among Hundreds of Masts (From among hundreds of masts/ 1.eaving
shores and banks and bays,| Are there many fo be lost/ Broken by the winds and waves?” (Dintre sute
de catarge (,,Dintre sute de catrage/ Care lasi malurile, | Cite oare le vor sparge/ Vinturile, valurile?”
(IV, 396). Through Silent Nights (The good world/ The full moon/ And the silent sea/ Are an
Tvonf/ My eye looks for it/ 1n the wide worldf With drunken mindf 1 cry and sing, (IV, 25, Prin nopti
ticute) (,,Luna senind,/ Luna cea piing,/ $i marea lind/ Loani sunt;/ Ochin-mi o wateif T Bussea
latd,/ Cun mintea beattf En pling si cant.”) (IV, 25) helps increasing the acoustic effect, which
creates unclear impacts of the noisy dred leaves, of the whitling waves, of a sorrowful
song , making at the same time a musical harmony which increases the beauty of the peem.
The consonant group pr circumscobes a  general musicality, decreased through
dissimilation of the vibrant 7 and p in the structure of the preposition “through”:” Through
black, anitent walls” (Loneliness, 1, 105)

Eminescu 1s not pleased with finding a good rhyme for the previous verse, but he
creates “luxunous” thymes, especially in the secend stage of creation, rthymes that astonush
the ear through their aesthetic and euphonic value: “guest-Istaspe; peeess-all; bell-branch;
smmooth-serene; banners-branches; in one-moon; wind-holy; ahead-remember; song-earth.”
(oaspe-Istaspe; foird sof — foti; talanga — creanga; lin — senin; flamniri — rammri; tntr-una — funa; vint —
sfetnt; inainte — ansinte; cnt — pemdnt.)

In certain poems the shape of the rhymes 1s “Draconian”, having short thymed
lyrics: “Through sitent nights/ Through muted meadows/ Through the fast windf 1 hear a voice/ From a
passing dondf From the cold moon/ From withered dreams’ ,,Prin nopi tente,/ Prin lunce mnte,/ Prin
zintul ite,/ Aud un gles/ Din nor ce trece;/ Din luna rece,/ Din visuri sece” (Prin nopti ticute, IV,
25) (Through Silemt Nights, TV, 25); “The voice of horn crosses/ Your black loneliness/ Submit mry dear/
To waves of sounds/ Over the Woods There Stands a City” (,,Glasul conrnului stribate | Neagra ia
singuriiate | | aluli de sunete | Draga mea supmne-te.] Peste codri sin cetaten”) (V, 115)

The loud thymes reveal music that creates a dispersed vague umpression of the
poems. In the first stage of creation Erminescu uses more assonances than thymes: glasses-
seales, face-arms, peonies-spies, wood-sign: ochelari — cantar (mold. intariu); fafd — brage (mold. brafa);
bujori — panditor (mold. pduditor \; lemm — semn (mold. simm).

Consonant alliterations cbtamed the same way as the groups of sounds were
chosen, or the samme resenant group, spread over the text create a musicality in consonance
with the meaning of the text. Mostly, alliterations have a binary or temary structure
(Tohaneanu, 1965):

b..b: “When Selene trembles on the brown vault” (,,Cand pe bolta brund tremurd
Selene™) (At Bucovina [, 9); d...d: “shiny diamonds” {,,dalbe damante”) (At Bucovina I, 9);

“Oh, you simply don’t know how sweet and tender and divine” (,,0, nu st cit e de dulce,
de daios 1 de divin){Why shall you dier IV, 37); f.. £ .f: “As the cattle that 1t’s branded with
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the tiery iron” (,,Ca vita ce se-nflard cu flerul ars in 6<”) (Corrupt Youth, [, 23 ); 5.2 “my
juvenile games” (,,jocutile-mi june™) (From Abtoad 1, 6); L.L.1: .. with a slow step, slowly
n 1ts path” (,,..cuun pas a kne Lin in calea sa””) (At Bucovina [, 9), “at famt light which he
sees shining” (,La shba Aimind ce-o vede Aucind”) (The Hope I, 11); “When with lamp he
flies lightening the world” (,Cind cu Ampa zboarad Aunea Aominind™) (What I wish you,
sweet Romania? [, 15); m..m: “Thus the sailors wandering on sea” {,,Asa zarinari pe smare
tmbland”) (Midmight enigrma [, 12); “In sea he died” (,,fn mare murea’”) (When the sea, IV,
19); n..n: “must and clouds™ (From abroad 1, 6); “dark night” (#eagra soapte”) (Companion
F.IL 27); “the datk clouds” (,,#omi cel zegn™) (Mortua est I, 37); p..p: “eyelid in peace they
give them” (,Plecapele-n pace le-nchind”) (The Hepe I, 11); ,,1...r: “Leaping rivers™ (,,Riuri
resdltinde™) (At Bucovina I, 9); s..s..st “when suns die out and stars fall” (,cind s se
sting si cind stelele picd”) (Mortua est 1, 38); “Ixid you go to extinguish a radiant stare”
(,,Te-al dus spre a stinge o stea radiocasa?”) (Mortua est I, 37); v..v: “Life m eternal...a
tempest drearn” (,, [1ata in recie,... #1s de ztejie”) (What I wish you, Sweet Romarua? I, 16)

Musical propesals continue on the moerphological level by musical charactenstic of
Eminescu’s verse and due to melodious quality of the verbs that poet uses “which shape a
verbal incantation and an emotional movement of invincible charm” {(Popa, 1982: 129).
They are filled with vibrations and arise in the same time echoes. Here we can refer to
verbs as: “ong”, “mourn”,” hear”, ,whisper”, “seethe”, “swish” etc.

Oneomatopeetc sononty of certamn nouns corresponds with the impression of a
sound, of music. The homn generates a poetic state, portraying melancholy and severity
through the musical feature of the instrument, its sound accomparues the deep human
feelings: “Through the sounds soft waters/ seems that voice of horn comes near/ From distance/ Getting
londer and londer” (,,57 prin sunet blinde ape/ Parci vine mai aproape/ Glas de corn din depiriare/ Tot
it fave 5i i fave.”) (Thousands of Stars.... Sweet Night... VI, 128); “Tn lonely woods/ A horn
seerned playing” (“Din codrii singumatici/ Un corn péren e sund™) (Sarrrus, IV, 411); “Among alder
branches/ melancholic a horn plays” (,.Dintre ramuri de arinf Melancolic cornul sunid”y (Over the
Peaks I, 206); ‘For the sound of the horn/ All in life turns up” (,,Cidci la sunetul de corn/ Toate-n
viatd se-ntorn”) (Musatin and Woods, VI, 102)

The hom is a fundamental constituent of Erminescian lexicon, signifying an “inner
dynarnics in the relation cosmic self-poetic self-national self on musical comprehension of
the world” (lrirmia, 2005: 36) The sound of the horn , generalized in 1ts own musicality
becomes the echo of the cosmic hatmony: “Tn hidden meadow/ Smooth moon stripes are flying/
When far away in the mountains, in the woods, dearly the horn vibrates’ (,,fn poina tiinuitd blinde
shoardt dungi de lunaf Cind deparie-n mmngi 53 codri dnios bucinmnd visuni”) (Landscape, IV, 508);
“But when I shall die,/ To hear the horn I want” (,,Cind voi muri sand [ Cintare de bucinm™) (1 only
Have One Wish 11, 243)

The bell, though it is not a musical instrument play sounds which fits i a sonor
sound. Through its heavy sound that spreads m space and time it emphasizes a
melancholy: “Ringing bellf The wind comes i’ (,Sunare de clgpot/ Petrunde al serii vant ,,) (I only
have one wish III, 233); “the ancient bell fills with its voice the night” (,,Clopotul vechi tmple cn glasul
i sama”) (Eve on the Hill, 111, 300); “Midnight vibrates the bell of brass® (., Se bate miezul nopfii in
dopotal de aramd”) (Midmight Vibrates..., 1, 203); A bell that rings, calling from afar” (,,Un dgpot
care sund, chemdnd din depdrtar?”) (Exercises and Debris V, 651). The whistle combines the
musical feature with the “national specificity”, a process in which “the sound of whistle
unites its musicality into the harmony of the spint” (Ibidem, p.119): “From the hills of green/
A whistle plays”® (,De pe dealuri de verdeatd/ Suni fluied”) (Murmur of the Forest II, 132);
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“Toices of bells thrill the whole sky bigh above’ (,,1 aleai in fin, fluiere muprmurd-n stand”) (Eve on
the Hill 1, 231); “Sorronfirl whistle/ Doina in grievance” (,,Fluier de dor/ Doina de plingere..””)
(Stars 1n the Sky V, 404). The sound of the guitar adds a musical component to the
harmony of the wodd, materalizing the poetic feeling complementary to medieval
atmosphere: “In the charming nature 1 kind of hear the guitar/ | dratec, warm air fell me aslegp with
s rumor” (,,fn Jarmecnl naturii pare cand ghitara/ Virate, caldul aer mi adormea cu zvonul”)
(Dragos’ weddmg, VIIL 94); Forpoor be was lured with the guitar” (,,Cdd biet adenenit el a fost o
ghitara””) (North Diamond V, 302); “Ouwer the long strings of the fguz'tar let them fall] In the grey
night of the world’s snow” (,,Pe coardele ntinsea ghitarei i cadid/ In noaplea cen wingi dea lumii
zipadi”) (North Diamend 'V, 327).

The harp symbolizes harmoeny between sky and earth, its scund mcorporating
Universe in a musical harmony: “That mystic feeling which falls asieep into your hanp/ In theatrical
couplets shall you unfold it as the stuffe” (,,Acea tainiai sinsire care doarme-n a ta harfilf In cplete de
teatrn s-o0 desfaci a pe o marfr?”) (Letter 11, 1, 137); T am a harp which soaks in windf Yon are a
song” (., En sint o arpe smniati-n vintf Tu esti un cint”) (Replies, I, 479).

The lyre reveals poetical meanmgs placed on the concept of harmony and musical
creativity: “Wzl I force my lyre fo sing the love?” A chain/ which divides with brotherhood between tno
and three lovers” (,,f neorda-voi a mea lird i wint dragostea? Un lant/ ce se-mparte cu frifie intr doi 5
gtrei amanti.”) (Letter 11, 1, 140Y; “Whose sord is struggling/ Whose soul sereams in monrning/ Whose
yre plays ruefully? It is mine?” (,,Ce suflet se frimanta,/ Ce suflet fipi-n dolin,/ Ce lini jalnic cintié/
Sdnt en!”) (Andreiu Muresanu, IV, 58). Likewise, in Blue Flower, the poetic language is
highly melodious, both through maintaining the dogma of lyrics as through using the
authentic forms of the verbs. Some words are used both as an adjective and as an adverb
also: “Sweetly smoothing my hair® (,Dalee netezindu-mi parml”) — “sweetly” 1s adverb”, and m
And you left sweet mivacle” (,,57 fe-ai dus, dnlee minane”), “sweet” 1s an adjective.

Mihai Eminescu doesn’ willingly use euphonic ways, but they come naturally “as a
consequence from the music of Tus soul, as an outcome of his poetic instinct but not of his
conscious will” (Ibriileanu, 1974 144) Euphonic significance of Eminescu’s lyrics 1s an
“utterance of Eminescu’s sensitivity, of his personality, of his reaction to reality/at his view
about the word” (Zbiders, p.161), thing that proves that “art is an expression up to the
sound, to the atorn” (#dem). Through the sensitivity of lyrics, Eminescu creates transference
from external physical space te inner space” (Popa, 1982: 138), revealing to us his own
soul 1n its purest increasing the meanings of poetical ideas.
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