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SUMMARY. This study aims at describing the methods and means of 
expression used by the composer Gheorghe Mustea in portraying the 
character Ruxanda. The dialectics of the heroine’s character is presented in 
a wide range of moods, which I will analyse by synthesizing the two emotional 
areas: the X-major-clear sphere / the Y-minor-obscure sphere. 
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In the opera “Alexandru Lăpuşneanu” by Gheorghe Mustea, Ruxanda is 
portrayed just as in the short novel – a delicate person, subdued to the community 
which is the boyars. It is not by chance that Grigore Ureche describes her as “a 
competent, wise and merciful woman, a model of good works“.2 

“In their opera, ”Alexandru Lăpuşneanu”, the composer Gheorghe 
Mustea3 and librettist Gheorghe Dimitriu have attained a profound psychologism 
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of the musical-dramatic action. Both the libretto and the music closely follow 
the development of the action from Negruzzi’s short story. In essence, the 
music of the opera is psychological, with a theatrical plasticity and a power 
of suggestion, determining the pulse and the dynamics of the feelings.  

Altogether, the entire score is tackled in a profound manner and the 
rich palette of musical expression is used. Each scene is based on a centre 
of gravity related to the literary side of the opera, brought to life by edifying 
replies”. (1)  

This musical fragment spans over a fourteenth (compound interval) 
(between C4 (middle C) and B5 natural), 

Ex. 1 

The vocal line appears in concentrated, well-balanced phrases, 
which do not surpass the limits of musicality: 

Ex. 2 

The melodic development of this vocal line stands out through the 
profound and refinement of the expression, through the elegance of the 
musical writing, through the state of prayer and grace.  

Yet, sometimes, the melodic line is rather sinuous, with big intervallic 
leaps, less recommended for vocal uses, but perfectly adequate to the 
musical expression in question. 

Ruxanda appears both in catalysing stances, as well as in situations 
in which she is the main character in the development of the events.  

Her portrait takes shape between two polarized stances: 
Aria – (Monologue) 
Duet – (Dialogue) 

Andante 
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 In these both stances, the composer nuances the emotional profile 
of the heroine in a particularly varied manner:  

Ex. 3 
 

 
 
 

Hence, applying the dialectic method on the heroine’s character 
reveals a wide spectrum of moods. Ruxanda’s emotional profile spans over 
two emotional areas: 

Ex. 4 
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Briefly stated, each sphere has an axis with two poles, each pole 
representing one of the four moods. Now, we shall analyse the complex 
construction presented below: 

Ex. 5 
 

 
 
 

The AC axis (temerity - love) of sphere X (the major sphere) represents 
the introverted side of the heroine and the BD axis (fear - compassion) of sphere 
Y (the minor sphere) – the extroverted side of Ruxanda. Last but not least, 
the dramatic axis (BD) is predominant throughout the entire development 
of Ruxanda’s musical profile and portrait concept. 

The two diametrically opposite spheres act throughout the entire 
trajectory of Ruxanda’s character, as in a setting of parallel mirrors. They 
complete one another through their antagonism.  

Out of all of Ruxanda’s interventions throughout the opera, the 
scene and aria which is most suited to the character’s profile, as outlined by 
the composer, is certainly “Week woman, I have long forgotten”. Its pages 
are filled with a troubled lyricism that develops on a contorted and intensely 
achromatized musical background. 
 The discourse is built on a general cluster, followed by a dialogue of 
recitatives (spoken voice) between Ruxanda and Ilinca (which stands as an 
introduction). 
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Architecture - wise, this fragment presents a linear framework at 
microstructural level, generating an ideology which persists through alternative 
expositions: dialogue/monologue (dialogue – proliferating the ideological germ, 
monologue – developing the germ). Overall, the outcome is a continuous 
spectrum: 

 
Ex. 6 

 

 
 
 
 The lyrical experiences and epical-dramatic argumentations of the 
fragments and situations that are made musically sensitive by the composer are 
extremely lively felt and rendered. The entire melodic discourse is characterized 
both by singability (the presence of a generous, wavy cantilena), as well as 
by a precipitated development, which is an unusual, ever-changing intervallic 
progression, with various intervallic leaps (in particularly, augmented and 
diminished ones), in a climate of harmonic instability. 

Given the above, we can conclude that the emotional process of this 
character is very complex and of high intensity.   
 From the musical viewpoint, this process is defined by various 
intervallic expositions: 
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 fear is depicted through the contours of the ascending chromatic scale:

Ex. 7 

 humbleness (submissiveness) – through the contours of the descending
chromatic scale:

Ex. 8 

 compassion (mercy) – is rendered through an alternation between static
(through quasi-recitative exposition) and intervallic mobility (the presence
of leaps of minor third (m3), perfect fourth (P4) and perfect fifth (P5):

Ex. 9 

 

Allegro 

a) 

b) 

Allegro 

Allegro 

= 84 
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Allegro 

Allegro 

A tempo 

 pain – revealed in a “colored” panoply, a mixture of intervallic leaps. 
The melody is sinuous, quasi-instrumental: 

Ex. 10 

 
 
 temerity – by using the method of the diminished fifth leap: 

Ex. 11 

 
 

 displaying the key words, which are transcribed on the staff through 
various intervallic leaps: 

– fire: by means of a diminished fifth leap; 
Ex. 12 

 
 
 
 
 
– death: by means of a diminished fourth leap;  

Ex. 13 
 

 

– wife: by using a leap of a minor ninth (9m);  
Ex. 14 

 
 

– the syntagm: “I am afraid...“ (diminished octave leap) 
Ex. 15 

 

 

Allegro 

Lento
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Throughout Ruxanda’s portrait, the composer resorts to various 
methods:  

– free speech;
– melodic recitative;
– chromatic structures;
– a musical pitch followed by glissando;
– a various panoply of consonant and dissonant intervallic leaps;
– an elevated, wide-breath cantilena.

Throughout the opera, the composer fully reveals to us the character’s 
psychological makeup and the dramatics of the situations, based on intonations 
from folk melodies. The music does not limit itself only to portraying the 
heroine, but it tends to plastically outline the psychological profile of the 
character.  
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