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Cuvant introductiv

Institutul de Pregatire Psihopedagogica si Consiliere din Universitatea de
Arte “George Enescu” lasi prin Centrul de Studii si Cercetari Interculturale, a
organizat in anul 2013 o manifestare internationala cu obiectivul declarat de a
stimula producerea cunoasterii stiintifice iIn domeniul educatiei artistice si a
dezvoltarii comunitatii de practica si cercetare educationala in domeniul artistic.
Tn volumul de fatd au fost incluse o parte a studiilor prezentate. Comunicirile
stiintifice Tn cadrul sectiunilor au fost pe urmatoarele domenii: Muzica, Teatru,
Artevizuale, Educatie.

Organizarea in 22-24 noiembrie 2013 a Conferintei internationale cu tema
,»Cultura europeana intre Orient si Occident —traditie si modernitate” s-a
dorit a fi 0 oportunitate de abordare interdisciplinara Si interculturala deschisa
analizelor pedagogice, psihologice, sociologice, de politica educationalda in
domeniul educatiei interculturale prin aceleasi domenii artistico-educationale,
avand n vedere :

1- dezvoltarea dimensiunii interculturale Tn domeniile culturii si educatiei, n
context european, precum Si promovarea pe plan national si international a
climatului de toleranta si comunicare interetnica;

2- educatia in spiritul drepturilor omului, reforma sistemului educativ, protejarea
si valorificarea patrimoniului cultural, educatia interculturala a tinerilor, analiza
diferitelor productii artistice ca agenti de cultura Si integrarea minoritatilor din
perspectiva valorizarii creatiei artistice, mai ales a celei muzicale si nu numai
(dramaturgie, artistico- plastice) din perspectiva influentelor rromani si a altor
minoritati;

3- exemple practice de aplicare a perspectivei interculturale in domeniile vizate,
indreptate Tn directia intaririi coeziunii sociale, a dezvoltarii societatii civile
romanesti si legate de interferentele interetnice ;

4- initierea si dezvoltarea de raporturi de colaborare, respectand legislatia, cu
diferite institutii romanesti si internationale vizand formarea formatorilor pentru
activitati artistice extracurriculare Si mai ales pe formarea continua a
mediatorilor scolari pentru populatia rroma ;

5- polarizarea interesului si activitatii specialistilor in domeniile abordate,
favorizarea contactelor si cooperarii intre diferitele institutii, precum si a
colaborarii dintre autoritati Si societatea civila.

Interesul manifestat de catre specialiStii din tara si Europa (Republica
Moldova, Italia, Grecia, Letonia, Polonia, Tunisia) fata de aceste initiative este
concludent prin comunicarile prezentate, in acest volum fiind incluse studii ale
specialistilor din Roméania, Republica Moldova, Grecia, Letonia, care speram sa
fie utile celor implicati Tn activitatea de educatie si cercetare din domeniul
artistic.

Conf. univ. dr. EUGENIA - MARIA PASCA



CAPITOLUL I/ PART I
MUZICA/MUSIC

1. TEMPORALITATEA SPATIALA MUZICALA IN AVANGARDA
EUROPEANA SI iIN NOUA MUZICA LETONA

THE MUSICAL TIMESPACE IN EUROPEAN AVANT-GARDE
AND IN LATVIAN NEW MUSIC

leva Gintere!

Rezumat: Acest articol este dedicat unui fenomen al remporalitafii spatiale in muzica de
avangarda, care este observabil Tn muzica nouda letond. Termenul a fost descris si elaborat de
muzicologul danez Eric Christensen. Spafiu-timp reprezinta o semnificatie metaforica care
indica schimbarile interne ale unei opere muzicale in timp ce inca pastreaza conturul sau,
forma sa principala sau continutul sau de baza. Acest tip de dezvoltare este caracteristic
muzicii de avangardd din anii 1950 si '60 create de Stockhausen, Ligeti, Xenakis, si ali. n
Letonia a fost observat in mod clar in timpul primului deceniu al secolului 21. Construcsia
temporalitafii spatiale este legata si reglementatd de caracteristica ideii de a schematiza a
muzicii de avangarda: in loc de a reprezenta o poveste ca o lucrare programaticd, piesa de
avantgarda intruchipeaza o formuld unicd, imagine sau semn.

Cuvinte cheie: avangarda in muzica, muzica programaticd, muzica noua letond,
temporalitate spatiala in muzica

Abstract: This article is devoted to a timespatial phenomenon of avant-garde music that is
observable in Latvian new music. The term was described and elaborated by Danish
musicologist Eric Christensen. Timespace is a metaphoric signification that indicates the
internal changes of a musical work while still preserving its outline, its main shape or its
basic contents. This type of development is characteristic of avant-garde music of the 1950’s
and 60’s created by Stockhausen, Ligeti, Xenakis, and others. In Latvia it has been clearly
observed during the first decade of 21% century. The timespatial construction is tied to and
governed by the schematic idea characteristic of avant-garde music: instead of representing a
story as a programmatic work would, the avant-garde piece embodies a single formula, image
or sign.

Key words: avant-garde music, programmatic music, Latvian new music, musical timespace

This study of Latvian new music is built around a new term, ‘musical
timespace’ that was first used in musicology by Charles Seeger (1966). Seeger’s
innovation was afterwards employed by Danish musicologist Eric Christensen.
The term was defined and described in his monograph called The Musical
Timespace. It might involuntarily recall the terms used in cosmology
(spacetime) and philosophy, nevertheless, they only have a metaphoric relation.
As Christensen puts it, the timespace in musicology describes a type of
composition that has a framework of certain technical parameters: a harmonical
structure, a rythm pattern, etc.

! Doctoral Candidate, "Jazeps Vitols” Latvian Academy of Music from Riga of Latvia, supervisor Professor
PhD. Martin$ Boiko, ieva.gintere@gmail.com
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The framework is qualitatively unchanging, but developed by widening,
seizing the respective musical structure, accousticaly immersing into it, and
likewise elaborating the respective substance. In other words, timespace is a
metaphoric signification of the development of musical material that allows
internal changes during the process of expansion while still preserving the
outline, ie. its main shape (Christensen 1996: 66-67; Christensen 20127; see also
Gintere 2011, 2012).

Independent of Christensen, Western European avant-garde music
written since 1950 has often been called spatial (Nazaikinskij 2007: 451,
Kjuregjan 2007: 606-607; Giacco 2001: 39-40, 44), but Christensen’s
explanation seems to be the most suitable for this type of musical material. The
idea of combining the terms of space and time is one of the best keys to
understanding European avant-garde music, because it indicates its procedural
or time dimension and its tendency to work certain expressive structures “in
depth”, to “expand” them, to “widen” and “seize” the same structures thus
forming large sections and often a whole piece. This term is truly a discovery for
modern musicology because it illustrates presicely how the material of avant-
garde music is made.

Consequently, it explains the new musical trends that are rooted in the
avant-garde genre and which appeared later on. Latvian musicologist and
composer Gundega Smite (2009: 9) who references Christensen says that the
analytical aspects he underlined could be also decribed in terms of three-
dimensionality: this type of music has a horizontal dimension (it is laid-out in
time), a kind of a vertical plane (the chosen figures of expression) as well as a
deepness (the figures being developed by, for instance, micro-intontation and
dynamics). This trait is significant in the works of Western Europe’s avant-garde
composers who have been acknowledged as classic creators of 20" century
music — Karlheinz Stockhausen (1928-2007), Gyorgy Ligeti (1923-2006), lannis
Xenakis (1922-2001), Gérard Grisey (1946-1998), Sofia Gubaidulina (Cogpus
I'ybauoynuna, 1931), and others.

Latvian new music written some 50 years later in the first decade of the
21% century, resembles this Western European avant-garde music. The Latvian
composers using the timespatial model were born in the 1970’s and 80’s:
Armands Strazds (1970), MartinS Vilums (1974), Ruta Paidere (1977), Santa
Ratniece (1977), Andris Dzenitis (1978), Janis Petraskevics (1978), Kristaps
Pétersons (1982), Santa Buss (1981) among others.

For instance, Vilums has often used the dimension of time for qualitative
changes, leaving the contour of the musical “space” unchanged. The texture of
Vilums’ piece Simurg moves qualitatively, but remains thematically constant
during large phases. This kind of material development is also used in Ligeti’s
music, as in Monument (1976) which does not change on a thematic level at all
during the piece; also in his Lontano (1967) and elsewhere the harmony and the

2 Christensen’s publications on timespace downloaded at: http://www.timespace.dk/publications.php?lang=en
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manner of play changes so gradually that it leaves an impression of a “slowly
moving sound cloud” (Petraskevics 2003: 7).

So the term timespace is used when speaking about the layout of material
and its development. The timespatial material can be recognized by an inner
motion, an action that represents the “time” aspect, and a clearly perceivable
“space” of the sound. It is manifested as a procedural expansion of a sound
spectrum, of microchromatic potential, of tembric or harmonic possibilities of a
certain musical material that is otherwise unchanging. This type of development
Is close to the minimialistic style especially when it is manifested as a monotone
space that gives an impression of a flow but is qualitatively static.

The timespatial construction is tied to and governed by the schematic idea
characteristic of avant-garde music instead of representing a story as a
programmatic work would (Scruton 2005: 396; Liszt 1959: 285). The avant-
garde piece embodies a single formula, image or sign. Therefore its musical
structure is built as a singular, growing space that develops without losing its
initial theme even when in terms of quantity it has grown to a dense and
manifold texture. Timespace is built on the model of a laconic formula, image or
scheme without a narrative structure. One might say also that this kind of oeuvre
has a holistic® idea (outlined as a compact structure, not as a linear story), a
“grain” of thought that grows internally.

Christensen has anlaysed several examples of musical timespace,
primarily in “contemporary art music” (Christensen 2012: 302), although it can
be viewed also in classical music, jazz and rock. Metastasis (1953-1954) and
Pithoprakta (1955-56) by Xenakis, Apparitions (1958-59) and Atmospheéres
(1961) by Ligeti are one of the “pioneer works” composed as timespace®, says
Christensen. This music gives impressions of a gliding sound form, a noisy
sound mass, it evokes spatial impressions of “foreground and background” or
“living streams of sound, moving flexibly and multi-directionally in space”
(Christensen 2012: 106).

A rather simple example of musical timespace is Ligeti’s Monument for
two pianos (from the cycle Monument, Selbstportrait, Bewegung, 1976). Its idea
Is a grand monument that seemingly changes in perspective: as the eye follows
the grand silhouette up to its peak, it seems to fade, its form — to contort.
Musically this image is realized by gradually pausing the rhythmical plane and
step-by-step softening the dynamics. Rhythmical values are “shortened” from
quarter notes in the beginning of the piece to sixteenth notes in the end, thus
illustrating the monument that seemingly decreases in a vertical perspective. In
other words, the rhythmical figures are diminished from the heavy to the light
ones.

3 Holistic — from the Gr. hélos: complete, whole, single (Barnhart 2000: 486)

* Metastasis was turned literally into architectural space later on: a few years after composing Metastasis,
Xenakis, who worked also as an engineer and architect, was asked by Le Corbusier to suggest a design for the
architecture of the Philips Pavilion for the World Exhibition in Brussels (1958). Xenakis took up the Metastasis
idea and transferred it to architecture, designing and calculating the walls of the Pavilion as ruled surfaces
(Christensen 2012: 20).
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The dynamical process is organized by a similar principle: it fades away
from forte to piano pianissimo thus metaphorically representing the fading of
the monument’s outline in the most distant point of its vertical plane. This visual
impression, translated into musical expression, is consequently worked out
during the entire piece.

Ligeti’s works, written at the end of the 1950°s and in the 60’s —
Apparitions (1959), Atmospheres, (1961), Volumina (1962), Lontano (1967) —
are also exemples of musical timespace. At this time Ligeti invented the
principle of harmonic crystallization, as he called it. He tells that the
crystallization can be compared to a chemical process in a vessel with a liquid
inside. Because of some chemical reaction the liquid gradually changes its
appearance, crystals might appear in the water for instance, although the
material might not have been touched from the outside.

This illustration shows clearly the idea of timespace as Christensen calls it:
the material changes internally (through chemical reactions) while generally
keeping its shape (the form of a vessel and its chemical content) (Petraskevics
2011: 49). Ligeti has also named this principle the technique of a net. The
impression that generated it was a dream he had in childhood. Ligeti remembers
his dream as follows: there was a huge net in his room that captured beetles,
nightflies and other creatures as well as some objects. The net moved and
gradually changed its structure as the creatures moved trying to get free, but the
net only partly tore and became kinked in places. The general form of net
remained the same: a large tissue, tangled and tossed here and there (Ligeti
1993: 164-165).

Ligeti embodied this vision in Apparitions for orchestra. He writes about it
in his article ,,States, events, transformations”: a humming texture is suddenly
affected by a sharp pizzicato that causes a reverse of register (Ligeti 1993: 167),
thus referring to the moving creatures and the tangling of the net. The
illustration of a net goes well with the process of crystallization described before
— both have some spatial borders and a certain form, at the same time they both
experience internal changes that are an essential feature of the notion of
Christensen’s timespace.

The Latvian composer Martin§ Vilums’ music is often built like this.
Timespace is realized in his work Simurg (2005)°. Each of the three phases of
this oeuvre are built as interally moving spaces. The material has its
““borders”: a chord or a single sound. The first phase is created by a basic sound
that is worked out microtonally, dynamically, with variated bows, timbre, and
rythmical patterns, thus attaining a movement, and a time dimension.

Meanwhile, the space stays the same: the phase is the inner life of ¢ sharp
(see the musical example No. 1). Another example of Vilums’ timespace is The
Sense of the Past (2001) for a string orchestra. Its main idea is an image of
memory created by Vilums. For him, memory is like an architectonic space. The

° Simurg’s idea is based on a legend of an ancient Persian god Simurg. The piece is writeen for for violin, alto,
cello, double-bass, flute, oboe, clarinet, harp, guitar, mandolin, percussion and piano.
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Sense of the Past manifests a dimension of depth and a perspective of memory.
Meanwhile, the memory is changing.

Therefore each phase of the work is created to be an internally moving
space that is developed by gradually expanding a certain mixture of elements,
for instance, transforming the sound microchromatically, variating the
articulation, the dynamics and the rhythm formulas while still keeping the same
pitches or other means of expression (a single harmonic structure is variated
with accents, dynamical signs and microtonal “sliding”).

Musical example No. 1. Martin$ Vilums Simurg (excerpt)
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Mezzogiorno (Noon, 2005)° by Janis Petraskevi¢s also has a timespatial
construction. Large periods of this piece are governed by a harmonic structure
while its inner motion is very active and extremely complicated. To embody his
idea of an intense actitivity of the sun during & noontime (mezzogiorno — it.
noon), PetraskeviCs has built a dense texture where all the parts of score are
joined in a massive block of sound with a regular pulsation, thus referring to his
impression of midtime on a hot day when the force of the sun is the most

6 Mezzogiorno for alto flute/bass flute, oboe/English horn, clarinet, mandolin, guitar, harp, piano, percussion,
violin, viola, cello, double-bass
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intense.The Dblock is innerly moving and irregular, but because of the
compressed texture and similarity of details, it leaves an impression of a
compact acoustic figure (see the musical example No. 2).

Mugarnas (2009) for piano by Santa Ratniece is one of the most beautiful
representations of timespace. The main idea of the work is an image of
mugarna, the Islamic architectural element that is used as an ornament on
arches, domes and other places in sacred buildings. Ratniece has embodied this
figure in a rapid, subtle and symmetrical motion that runs almost through the
entire piece. The composer changes pitches, texture and register gradually, very
slowly. Thereby, the body of the musical space does not change, but the image
of a sacred building becomes even more and more massive as the eye follows its
imaginary down to its grand foundation.

Aside from the works already mentioned a famous avant-garde timespace
Is Gruppen (Groups, 1955-1957) for three orchestras by Stockhausen. The very
basis of this piece is Stockhausen’s composition method, the so-called group
technique. The group is a complex of a certain bows, tempos, lengths of sound,
rythm figures, dynamics, registers, pitches and other means of expression
chosen by the author. 174 respective groups of sounds are played out in a
framework of each ensemble: ie. the three orchestras.

The groups are also layered upon each other. Together they make a huge
humming sound. Each of the groups cannot be heard separately, so the material
sounds like a space of many tense activities, even though it consists of the same
174 groups inside of each ensemble during the whole piece, and does not change
essentially (Stockhausen 2000: 40-44). Thus Groups represents a perfect
timespatial model: it has a certain musical ”playground” that moves internally
by still keeping its basic substance that can be compared to a tree that moves in
wind: even if one cannot see the distinct leaves, one sees a moving tree in its
entirety.

Musical example No. 2. Janis Petraskevi¢s Mezzogiorno (excerpt)
N 7 L
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To conclude, the timespatial organization of new music written in Latvia
during the first decade of the 21% century corresponds to the avant-garde music
tradition, thus it can be considered a local version of a wider, internationally
ongoing phenomenon. Their kinship leads to the conclusion that the new
Latvian paradigm is one of the current trends of contemporary music in a wider
area, and the above mentioned composition principles are actively used in the
music of the recent past. Furthermore, the specific term timespace that has
occurred in this relatively new musical trend, shows the borderline between
historical programmatism and modern music.

The demarcation line between programmatic and conceptual music has
been the main focus of this research. As mentioned before, avant-garde music,
compared to the programmatic genre, is holistic: the idea affects the material as
a totality instead of being laid out in a linear way. Consequently, the
development of the material is also different. It usually moves inside of a
musical “contour” determined by a certain mode of expression. Program music
in its turn has a horizontal development, and it moves following the linear idea.

Western Europe’s avant-garde music frequently has an extramusical
content like the programmatic music; however, there are essential differences
between the two. Apart from the layout of material, the avant-garde is a distinct
tradition because it is made on the basis of a composition technique. Often the
idea is even identified with the technique — groups, net technique, serialism,
spectralism etc. Programmatic music in its turn cannot be equated with technical
methods.

This study follows the tendency that has already been observed in Latvian
music for approximately ten years, using the term timespace and mentioning its
typical representations. Due to Christensen, the term has gained acceptance
theoretically, although | have to admit that it is still new and has not rooted in
the musicological literature.

The focus of this research concentrates on the second decade of the 21
century and on the music of Latvian composers born in the 1980°’s — Platon
Buravicky (1989), Laura Gustovska (1986), Oskars Herlins (1980), Anastasija
Kadisa (1985), Ieva Klingenberga (1986), Sabine Kezbere (1985). An analysis
of the younger composers’ works has not been attempted in this paper as they
have just recently entered the musical world. If the concept of timespace in
music becomes a relevant trend in the second decade of the 21 century as well,
it would create an opportunity to find additional parameters of this music and
increase the number of analysed pieces.
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2. PERSPECTIVE iIN FORMAREA SI EDUCAREA STUDENTULUI TN
CALITATE DE DIRIJOR DE COR

THE DEVELOPMENT OF THE STUDENT AS A CONDUCTOR
CHOIR

Luminita Gutanu7

Rezumat.La baza formarii si educarii unui student-dirijor, viitor profesor de muzicd
contribuie mai mulfi factori, precum trasaturile personalitatii dirijorului(temperamental,
educatia, experienta, idealul,caracterul), deprinderea studiului individual(datul ereditar si
experienta-in cadrul cdreia se manifestd si creativitatea) si, desigur interactiunea eu-lui
dirijorului cu mediul, adica membrii corului. Educarea si formarea studentului- dirijor se va
face prin prisma atat a factorilor interni, cdt si a celor externi, se va efectua treptat, in
spirala.

Cuvinte cheie: student-dirijor, profesor de muzica, educatie, formare, arta

Dirijatul de cor este componenta de baza in formarea de profesori de
muzicd si dirijori de cor este o disciplind care imbina pregatirea teoretica
muzicalad si de cultura generala a studentilor cu practica lor artistica. Cursurile
de dirijat urmaresc sa formeze personalitatea artistica a studentilor prin
dezvoltarea capacitatilor proprii de cunoastere, intelegere si interpretare a
muzicii, contribuind astfel la punerea bazelor experientei complexe pe care o
reclama activitatea pedagogica si artistica.

Punand in vigoare pregatirea dobanditd la celelalte discipline, cursul de
Dirjjat coral este o disciplina de sinteza cu o tematica specifica si o metodica
proprie, prin care transmite studentilor cunostinte si le formeaza deprinderi in
legatura cu: tehnica de studiere si invatare a partiturii corale din punct de vedere
dirijoral; tehnica mijloacelor de exprimare dirijorald; principiile de organizare si
educare a formatiei corale; tehnica de lucru a dirjjorului cu ansamblu coral,
pentru realizarea artistica a lucrdrilor muzicale, in repetitii §i concerte.

La baza formarii si educdrii unui student-dirijor, viitor profesor de muzica
contribuie mai multi factori, precum trasaturile personalitatii dirijorului
(temperamental, educatia, experienta, idealul,caracterul), deprinderea studiului
individual(datul ereditar si experienta-in cadrul careia se manifestd si
creativitatea) si, desigur interactiunea eu-lui dirijorului cu mediul, adica membrii
corului. Educarea si formarea studentului- dirijor se va face prin prisma atat a
factorilor interni , cat si a celor externi, se va efectua treptat, in spirala.

Studentul-dirijor trebuie sa posede o multitudine de laturi-calitati (sa fie de
formatie multilaterald) pentru a putea organiza si conduce o formatie
corald.Aceste calitdti se educa intrun proces evolutiv in timpul facultitii la orele
de dirijjat si ansamblu coral. Numai prin cultivarea continud a calitdtilor si
insusirilor sale un dirijor poate sa-si indeplineasca rolul complex pe care il are in
fata unei formatii corale.Dirijorul ar trebui sa Intruchipeze in sine urmatoarele
aptitudini: vocatia, talentul,muzicalitatea,(auz muzical, simtul ritmic, memoria
muzicald, imaginatia artistica, sensibilitatea, inteligenta muzicald), dar si Tnsusiri
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psihice care se dezvolta odata cu experienta dirijorala.Prestigiul unui dirijor se
asigura prin aptitudini, cunostinte si comportament.

Tn activitatea sa, de fapt, dirijorul are rol de pedagog, organizator, manager,
educator estetic. Rolul dirijorului este sa formeze instrumentul coral si sa-I
ridice la un nivel cat mai Tnalt, folosindu-se de arsenalul de mijloace de expresie
insusit prin tehnica. Dirijorul in epoca contemporand a devenit artist, iar
dirijorul-profesor de muzica e un artist care modeleaza si caractere, de altfel
formeazi si personalititi.in procesul conducerii unei formatii corale dirijorul are
menirea de a realiza unitatea in domeniul interpretarii( tehnica si expresia) dar si
unitatea in perfectionarea nivelului general al colectivului.Dirijorul de cor de
copii in primul rand este profesor(pedagog) prin activitatea instructiv-educativa
cu membrii formatiei.

Personalitatea dirijorului se compune din 2 laturi: continutul ereditar si
experienta. Formarea unui student, viitor dirijor si profesor de muzica se va face
n concordantd atit cu cerintele obiective ale societdtii, cat si cu cele ale
individului. Educatia se va desfasura in mod constient, conform unui scop
stabilit in prealabil, avand un sens intentional si o finalitate bine conturata.
Educatia este bilaterald: poate actiona atat din exterior, prin perceptia auditiva a
unui sunet deja format, creand in acest fel memoria, conditionarea prin
obisnuintd, cat si din interior, ludnd forma autoeducatiei, prin autocrearea
mentald, sensibilizarea nervoasa la vibratia personala.

A invata sa inveti si a dori sa te perfectionezi continuu sunt cerinte ale
educatiel permanente, prin care omul contemporan invatd sa fie el Tnsusi,
receptiv la schimbari, capabil sa le anticipeze si sa se adapteze la ele, oferindu-
se ca participant la progresul social, prin autonomia sa intelectualda s1 moral —
civica.(1)

Educatia din exterior depinde de un produs deja creat, ce trebuie sa imite;
intuitia nu are nimic creativ din punct de vedere al materiei sonore : este o
actiune de adaptare si indiferent de calitatea sunetului emis la origine, aceasta
este limitata si limitativa, impiedicand o reala si completa educatie muzicala. Un
sunet va fi perceput nu numai cu auzul, ci cu tot sistemul nervos, el fiind
,vehicul" de energie universala : un complex de energii dezlantuite din corpul
psiho-fizic in deplina sa functiune de transformator energetic, creator de reala
creatitudine.

Educatia din interior, autocontrolul, este capacitatea umana datoritd careia
noi ne putem comporta firesc, indiferent de natura situationald trdita.
Autocontrolul nu este o capacitate 1Innascuta, ci dobanditd prin eforturi
sustinute, printr-o armonizare a instinctelor si a vietii subconstiente. Este
esential binomul dirijor-ansamblu.Sunt vitale procedeele de lucru cu ansamblul
coral, conducerea efectivad a acestuia in vederea transpunerii auditive a partiturii
muzicale.

Pregatirea pedagogicd in sine disciplineaza personalitatea dirijorului, i
imbunatateste metoda si stilul de lucru cu corul. Desigur ca, maiestria
pedagogica se educa.Ce intelegem prin maiestrie pedagogica? De fapt, este
capacitatea de a organiza si desfasura procesul de educatie si instruire a

16



ansamblului in asa fel, Incat sa se asigure cele mai bune rezultate.Ea nu este un
complex de insusiri inndscute, este rezultatul unei activitati de pregatire teoretica
si practicd, de asimilare a cunostintelor de specialitate si de cultura generala, de
pedagogie si psihologie, de formare a unor priceperi si deprinderi practice.
Cunoscand o serie intreagd de metode si procedee, pedagogul le aplicd in raport
cu situatiile concrete create.

Studentul-dirijor, Tn calitatea sa de viitor pedagog, va trebui sa stie sa dea in
timpul repetitiilor explicatiile cele mai juste, sa aleagd metodele cele mai
adecvate puterii de intelegere a ansamblului, nivelului de pregétire generala si
artistica. El trebuie sa cunoasca in fiecare moment ceea ce face si rezultatele pe
care le urmareste, sa intrevada etapele desfasurarii procesului de invatare a unei
lucrari muzicale. Maestria pedagogica implica si capacitatea de a analiza critic
munca si atitudinea proprie.

Maestria pedagogica se sprijind pe o profundd intelegere a psihologiei
colectivului cu care lucrezi. Metodele de instruire trebuie utilizate adecvat, in
mod creator, in functie de particularititile de varstd, de priceperile si
deprinderile muzicale ale colectivului, in functie de modalitatea de gandire si
intelegere a membrilor ansamblului. Aceste elemente contribuie la descoperirea
rapidd a cauzelor anumitor deficiente.

Existd o analogie intre exercitarea dirijatului si activitatea de pedagog.
Simtul masurii, capacitatea de a actiona in repetitii tindnd seama de
caracteristicile psihice ale fiecarui corist si de conditiile subiective in care se
desfasoara fiecare repetitie, pasiunea pentru arta si atasamentul fata de colectiv,
optimismul, capacitatea de a insufla colectivului acea energie care sa depaseasca
oboseala, plictiseala.

Rolul dirjjorului modern creste in domeniul creatiei artistice, in modul cum
stie sa talmaceasca artistic o lucrare muzicala.De altfel, are si obligatia de a
alcatui programe si repertorii echilibrate, variate, corespunzatoare scopului si
momentului Tn care sunt prezentate in public. Realizarile artistice si pedagogoce
ale unui student, viitor profesor-dirijor depind de o educatie corecta , de
capacitatile sale creatoare si de o pregatire corecta profesionala.
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Abstract: There are several factors that contribute to the formation and education of a
student as a conductor and future music teacher, such as: the traits of the conductor’s
personality (their temperament, education, experience, ideals, character), their habit of
individual practice (the hereditary inheritance and experience — which also encompasses
creativity) and, of course, the interaction of the conductor’s inner self with the environment,
namely with the members of the choir. The education and formation of the student —
conductor will depend on both factors, internal and external and it will be accomplished
gradually, in a spiral manner.
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Choral conducting is a basic component in the formation of music
teachers and choral conductors, it is a discipline that combines the students’
theoretical musical education and cultural literacy with their artistic practice.
The conducting training courses aim at shaping the artistic personality of the
students, by developing their own abilities for the knowledge, understanding and
interpretation of music, thus setting the bases for the complex experience
required by the artistic and teaching activities. By putting to use the knowledge
gained in other subject matters, the conducting training course is a discipline of
synthesis, with a specific topic and with its own methodology, providing
information and developing skills related to: the technique of studying and
learning a choral score, from a conducting viewpoint; the technique of
conducting means of expression; the principles of organization and education of
the choral ensemble; the conductor’s technique of working with the choir, for
the artistic rendering of musical works, in rehearsals and concerts.

There are several key factors that contribute to the development and
education of a student as a conductor and future music teacher, such as the traits
of the conductor’s personality (their temperament, education, experience, ideals,
character), their habit of individual practice (the hereditary inheritance and
experience — which also encompasses creativity) and, of course, the interaction
of the conductor’s inner self with the environment, namely with the members of
the choir. The education and formation of the student — conductor will depend
on both factors, internal and external and it will be accomplished gradually, in a
spiral manner.

In order to be able to organize and lead a choral ensemble, the student-
conductor must posses a multitude of qualities (a multilateral education). These
qualities develop through an evolving process during the faculty, at the
conducting and choral ensemble classes. Only by continuously cultivating
his/her own qualities and skills can a conductor carry out the complex role that
must played in front of a choir. The conductor should possess the following
abilities: vocation, talent, musicality (musical hearing, sense of rhythm, musical
memory, artistic imagination, sensitivity, musical intelligence), but also psychic
traits that progress along with the conducting experience. A conductor’s prestige
IS ensured through abilities, knowledge and behavior.

In their activity, conductors play, in fact, the role of a pedagogue,
organizer, manager and aesthetic educator. The role of the conductor is to create
the choral instrument and to take it to the highest level, while using the arsenal
of means of expression acquired through technique. Nowadays, the conductor
has become an artist and the conductor who also teaches music is a character-
molding artist. In the process of leading a choral ensemble, the conductor is
meant to achieve the unity of interpretation (technique and expression), but also
the unity in perfecting the general level of the ensemble. The conductor of a
children’s choir is, first of all, a teacher (pedagogue), thanks to the instructive-
educational activity he/she runs with the members of the ensemble.

The personality of the conductor encompasses 2 aspects: the hereditary
inheritance and the experience. The development of a student who is to become
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a conductor and music teacher will be made in accordance with both the
objective requirements of society, and with the individual needs. The education
process will be made willfully, according to a pre-established goal, with a well-
defined intent and finality. The education is bilateral: it can act both from the
outside (through the hearing perception of an already formed sound, thus
creating the memory, the conditioning through routine), as well as from within
(in the form of self-training, through mental self-creation, nervous sensitization
to personal vibration).

Learning how to learn and wanting to continuously perfect oneself are
requirements of a permanent education, by which the contemporary man learns
to be one’s own self, being receptive to change, able to anticipate it and adapt to
it, becoming a participant in the social progress, thanks to their intellectual and
moral-civic autonomy.[1] The education from the outside depends on a
previously created product, which has to imitate; intuition has nothing creative
in terms of the sound material: it is a process of adjustment, and, regardless of
the quality of the sound originally produced, it is limited and restrictive,
hindering a real and complete musical education.

A sound shall be perceived not only through hearing, but also with the
entire nervous system, since it is a ,,vehicle" of universal energy: a mixture of
energy unleashed from the psycho-physical body, in its full function of energetic
transformer and generator of genuine inventiveness. The education from within,
self-control, is the human ability that makes us behave naturally, regardless of
the situation we are faced with. Self-control is not an innate ability; it is acquired
through consistent effort, by balancing our instincts with our subconscious life.

The binomial conductor-choir is of outmost importance. Vital are also
the methods of working with the choral ensemble, the actual directing of the
choir in order to render the musical score. The pedagogical training, in itself,
disciplines the personality of the conductor, improving their method and style of
working with the choir. Of course, being a good teacher is something that can be
learned. In the end, what makes a good teacher? A good teacher has the ability
to organize and run the education and training process of the ensemble in such a
way as to ensure the best results possible. A good teacher does not necessarily
have to be born that way; one can become a skillful teacher as a result of
consistent theoretical and practical training, of assimilating specialized
information and acquiring cultural, pedagogical and psychological literacy, of
developing practical competences and skills. By knowing a whole series of
methods and procedures, the teacher (pedagogue) applies them in accordance
with the actual situations.

As a future teacher, the student-conductor will have to be able to give the
most correct explanations during rehearsals, to choose the methods that are most
suited to the ensemble’s power of understanding and level of general and artistic
training. They must know, at every moment, what they are doing and the results
they want to attain, to foresee the stages required in the process of learning a
musical work. A good teacher should also be able to critically analyze one’s
own work and attitude. A skillful teacher should possess a profound
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understanding of the psychology of the group one is working with. The training
methods must be creatively fitted, according to the ensemble’s age
characteristics, musical abilities and skills, as well as to the way of thinking and
understanding of the choir members. These elements contribute to a rapid
detection of the causes of certain deficiencies. There is an analogy between
conducting and teaching: common sense, the ability to act, during rehearsals, by
taking into account the psychic traits of every choir member and the subjective
conditions of every rehearsal, the passion for art and the attachment to the choir,
optimism, the ability to transfuse love of music into the chorists, to energize and
motivate them against fatigue and boredom.

In the field of artistic creation, the role of the modern conductor is
increasing, through the way in which one knows how to artistically interpret a
musical piece. In fact, the conductor is compelled to compile balanced and
varied programs and repertoires, well-suited to the purpose and moment in
which they are presented to the audience. The artistic and pedagogical
achievements of a student, future teacher and conductor depend on a correct
education, on their creative abilities and on a proper professional training.

References

[1] Stoica, M.(2002), Pedagogy and psychology for didactic grade exams, Gh.
Alexandrescu Printing House. Targoviste (page 15)

20



3. INFLUIENTA MUZICII ASUPRA EDUCATIEI
OMULUI CONTEMPORAN

THE INFLUENCE OF MUSIC UPON THE EDUCATION
OF THE CONTEMPORARY MAN

Stela Gutanu8

Rezumat: Realizarile si utilizarea noilor tehnologii ofera educatiei contemporane o nouad
structurd a cerintelor sociale. Datorita progresului social, educafia a devenit mult mai
activd, ca factor de operare a progresului, pregdtirea oamenilor in conformitate cu cerintele
societafii viitorului. Educatia muzicala pregateste persoanelor fizice pentru a ingelege ih mod
adecvat adaptarea la cultura sociala contemporand si, prin acstuni specifice, asigurd
formarea si dezvoltarea creativititii lor culturale. Impreund cu alte forme de artd, muzica
contribuie la continuitatea si stabilitatea culturald a societitii. In plus, da nastere la o
interactiune dinamicd puternica intre membrii unui grup, impartasesc aceleasi identitafi
nationale, religioase, culturale sau ideologice. Muzica joaca un rol important in educatia
contemporand, ca parte a culturii umane, ca un mijloc puternic de exprimare emotionala si
comunicarea interpersonald, ca o expresie a identitafii Nationale, identitafii religioase si
culturale precum si ca un mijloc de contact, comunicare si de schimb intre diferite culturi,
nastuni si religii, ca un mijloc de recreere divertisment si placere estetica.

Cuvinte cheie: societate, progres, educafie, muzicd, copii

Educatia este o forma de transmitere de la generatie la alta a valorilor
culturale, a experientei de productie si a comportamentului social.Ea nu este
doar o pregatire pentru viata ci insasi viata. Realizarile si valorificarile noilor
tehnologii atribuie educatiei contemporane o structura noua a cerintelor social-
umane.Datorita progresului social educatia a capatat un ritm mult mai activ
transformandu-se intr-un agent activ al progresului pregatind omul
corespunzator exigentelor viitoarei societati.Ritmul alert al societatii
contemporane ii cere elevului sa asimileze cunostinte cat mai selectionate si mai
concentrate.In vederea actualizarii noilor cerinte isi fac aparitia noi metode de
instruire, noi mijloace si tehnici didactice.Noile metodologii au ca scop sporirea
potentialului intelectual si pun accent pe efortul depus de elevi spre descoperirea
legilor lumii reale prin observare, investigare, experimentare si de formulare a
concluziilor.

Schimbarile rapide din societatea contemporana au contribuit la largirea
educatiei de instruire scolara prin completarea ei cu educatia
spontana(neorganizata in cadrul mediului socio-cultural) si cea organizata dar
inafara orelor de scoala.Toate acestea contribuie la largira orizontului de
cunoastere si la formarea omului contemporan. Ce rol are muzica in formarea
personalitatii societatii contemporane?

Muzica il formeaza pe om ca pe o personalitate culta.ll modeleaza in sensul
adaptarii acestuia la conditiile si specificul existentei culturale.Educatia
muzicala ii pregateste pe indivizi pentru intelegerea si adaptarea adecvata la
cultura sociala contemporana si asigura, prin intermediul unor actiuni specifice,
formarea si dezvoltarea potentialului de creatie culturale al acestora.Muzica , ca
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arta si stiinta, constituie o parte a culturii umane si face parte din viata de zi cu zi
a societatii.Gilles Deluze a spus:” Urmele lasate de cultura asupra fiintei umane
sunt de nesters, omul este condamnat la cultura, iar “marcajul” sau permanent
este educatia”(Antonesei, L., 1996, p.19).Muzica il influenteaza pe om punand
sa vibreze cele mai subtile unde ale spiritualului sau, formand si dezvoltand
potentialul de imaginatie si creativitate culturala al acestuia.Ea este o forma de
exprimare si eliberare a sentimentelor umane.

Recrearea si divertismentul sunt dimensiuni ale muzicii ce influenteaza
direct asupra educatiei spirituale a individului.Experienta muzicala este izvorul
bucuriei si delectarii unice ce imbraca in culori monotonia de zi cu zi,
contribuind la utilizarea creativa a timpului liber. Aceasta creativitate este destul
de importanta in zilele noastre, cand tineretul se izoleaza din ce in ce mai mult
de societate, preferand sa stea ore in sir in fata televizorului sau sa-si gaseasca
refugiu in lumea virtuala a calculatorului.

Muzica are 0 mare putere de comunicare.Toti cei care au participat in cadrul
unei formatii muzicale, unui cor sau orchestre cu siguranta au trait aceasta
dimensiune comunicativa a muzicii.lar elementele muzicii precum:melodia,
ritmul si dinamica joaca un rol decisiv in forma primara de comunicare umana,
mama-prunc.Faptul ca muzica joaca un rol important la incoltirea primelor
seminte de comunicare ne justifica sa presupunem ca va continua sa fie
Importanta in comunicarea umana pe parcursul intregii vieti.

Muzica este un joc cu sunetele muzicale si ca toate celelalte jocuri poate fi
doar pentru o singura persoana sau pentru un grup de persoane, poate fi un joc
intelectual sau un joc cu participarea fizica.Jocul este o necesitate naturala atat a
celor mici cat si a celor mari.El exerseaza mintea si corpul, creaza senzatia de
placere, recreaza, delecteaza, ii face pe oameni sa se simta creativi si le dezvolta
sociabilitatea.Prin intermediul jocului muzical, copilul intra in lumea muzicii
fara efort. Posedand limba ei isi dezvolta imaginatia, creativitatea, simturile si
sentimentele si descopera modul de exprimare adecvat personalitatii sale.

Educatia muzicala, in invatamantul prescolar, ajuta la dezvoltarea
conceptului de gandire, la perceptia acusticofonetica a sunetului, la dezvoltarea
activitatii cinetice, la imbunatatirea memoriei si a dragostei pentru activitatea de
insusire, de studiere.Ca arta si ca forma de comunicare ea poate fi un camp fertil
pentru dezvoltarea legaturii stranse intre membrii unui grup social.

Cuvintele melodiilor imbraca sunetele muzicii, dandu-le un sens mult mai
profund, imbogatind comunicarea prin modele muzicale, simboluri, notiuni
sensuri socio-culturale. Adeseori se fac concluzii gresite argumentandu-se ca
limba este unicul sistem de exprimare prin simboluri,uitand insa faprul ca
muzica este traseul de reprezentare simbolica a unui tot intreg.

In afara de contactul ei cu mintea si emotiile, muzica are o influenta directa si
asupra activitatii fizice umane.Interpretarea vocala sau la instrument contribuie
la dezvoltarea aparatului respirator si motor asigurand o oxigenare mai buna a
sangelui.Insusirea unui instrument, a notiunilor muzicale, a istoriei si literaturii
muzicale etc. contribuie la dezvoltarea intelectuala, dezvoltarea creativitatii
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personalitatii, dezvoltarea gustului estetic si a calitatilor morale.Activitatea de
interpretare este o forma a creativitatii ce uneste mintea, corpul si emoatiile.

In ultimii ani sunt supuse unei ample cercetari modul de abordare a muzicii
in procesul de educatie si influenta ei asupra imbunatatirii performantelor
elevilor si a comportamentului lor.Este cu siguranta interesant sa urmarim
rezultatele cercatarii efectuate de psihologi, care investigheaza daca muzica are
capacitatea de a imbunatati activitatea unor functii complexe ale creierului si
cercetarilor facute de pedagogi, care investighiaza performantele obtinute de
catre elevi in urma auditiei muzicale.Un grup de cercetatori, de la Universitatea
din California, au prezentat in 1994 la congresul Societatii America
Psihologice(American Psychological Association) concluzia luata in urma unor
experimente, facute asupra adultilor si copiilor de varsta prescolara.Concluzia a
fost urmatoarea: creierul uman functioneaza mai bine atunci cand are legatura cu
muzica atat in calitate de interpret cat si de ascultator.Muzica fortifica centrele
de activitate a creierului.

Francesc Rauscer, unul dintre autorii studiului, sustine ipoteza existentei unei
stranse relatii @ muzicii cu sesizarea spatiului.Rauscer impreuna cu ceilalti
colegi ai sai au facut un experiment cu elevi de la colegiu, care dupa ce au audiat
timp de 10 minute o parte din Sonata pentru doua piane in re major de Wolfgang
Amadeus Mozart(1756-!1791), au fort supusi unui test de inteligenta, legat de
trierea obiectelor in spatiu.Rezultatele au fost mai bune decat a grupului de elevi
care nu au facut auditia anticipata experimentului.Un experiment asemanator s-a
facut cu 84 de studenti, care au fost impartiti in 2 grupuri.Unul dintre grupuri a
audiat aceeasi lucrare de Mozart inaintea inceperii experimentului.Grupul care a
audiat muzica lui Mozart inainte de a rezolva saradele a dat rezultate mult mai
bune decat celalalt grup care nu audiase nimic.

Cercetatorii considera ca audierea muzicii lui Mozart trezeste circuitele
nervoase pe care creierul le utilizeaza pentru perceptia spatiului si a asimilarii
mult mai eficiente a cunostintelor in domeniul matematicii, geometriei,
architecturii, desenului liniar si a jocului de sah.Experimentele descrise mai sus
au mai demonstrat si faptul ca impactul muzicii lui Mozart asupra creierului
dureaza maximum15 minute, dupa care diferenta de performanta dintre cele 2
grupuri se echilibreaza.

Pentru a vedea daca muzica ar putea avea o influenta permanenta asupra
creierului cercetatorii de la Universitatea din California au facut un alt
experiment cu copii de varsta prescolara.S-au ales 33 de copii dintre care 22 au
facut sistematic ore de muzica timp de 8 luni.Rezultatele in urma cercetarilor au
demonstrat capacitatile sporite ale creierului copiilor ce s-au ocupat sistematic
de muzica.In urma acestor cercetari profesorul Alistar Smith a introdus in scolile
din Anglia un proect-experiment, conform caruia orele de matematica se
efectuau pe fundalul muzicii lui Mozart, Beethoven, Chopin, Brams
s.a.Rezultatele au fost urmatoarele: elevii clasei a sasea care timp de 3 luni au
facut orele de matematica pe fundalul muzicii lui Mozart au crescut mult din
punct de vedere intelectual si al comportamentului comparativ cu elevii claselor
care nu audiau deloc muzica.Datorita acestui proiect s-a descoperit ca muzica lui
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Chopin si Brahms, audiata in timpul orelor, ii ajuta pe elevi sa se concentreze
mai bine, 1ar muzica lui Beethoven le induce o stare de liniste.

Paul Sydney, profesorul de muzica al scolii unde s-au efectuat aceste
experimente, argumenteaza ca, desi inca e devreme pentru o concluzie finala de
adaptare pe o perioada nelimitata a unui astfel de proiect, totusi copii se pare ca
raspund la apelul muzicii, sunt mult mai linistiti, calmi si rabdatori.Don
Campbell, autorul a 9 carti, a sccos de sub tipar in 1997 cartea “The Mozart
Effect”, care a fost acceptata pe scara larga si astazi e utilizata in 19 tari.In
cartea sa Campbell prezinta dovezi referitoare la anumite sunete si ritmuri care
afecteaza, din punct de vedere mental si spiritual, fiinta umana.De asemenea
expune opiniile domniei sale cu privire la modul in care muzica ajuta la
imbunatatirea memorieli, la cresterea rezistentel, a rabdarii si faciliteaza procesul
de insusire.

Un sir de sondaje facute de catre cercetatorii muzicologi au confirmat
impactul pozitiv al educatiei muzicale sistematice in dezvoltarea abilitatilor
cognitive, in cultivarea gandirii critice, in socializare si in adaptarea emotionala,
atat in contextul general cat si cel particular al educatiei.Cercetatorii considera
ca muzica este un instrument valoros pentru dezvoltarea intelectuala a copiilor
de varsta prescolara.Ea contribuie la imbunatatirea performantelor si a vitezei de
asimilare a cunostintelor.Muzica are o actiune directa asupra creierului,
influentand asupra comportamentului copilului poate contribui la procesul de
educatie si la realizarea obiectivelor ei.

Secolul XXI cauta noi oportunitati pentru educatia ce ar indeplini cerintele
epocii contemporane.Profesorul contemporan este chemat sa pregateasca noua
generatie pentru o lume unde totul se modifica in ritmuri alerte, sa le dezvolte
flexibilitatea, rezistenta, creativitatea si cooperarea la aceste schimbari precum si
acceptarea diversitatii.Muzica si arta in general sunt forta majora in acest
sens.Profesorul de muzica, intruchipand doua suflete cel de pedagog si cel de
artist, utilizand puterea artei, ii invata pe elevi sa-si gaseasca refugiul si linistea
in muzica, le educa gandirea creativa si libertatea exprimarii, ii invata sa simta
frumosul si esteticul, promovand spiritul de cooperare si interactiune sociala
intr-o era de concurenta alerta si stres.

Muzica impreuna cu celelalte forme de arta contribuie la continuitatea si
stabilitatea culturala a societatii.In plus ea da nastere unei dinamice viguroase
intre membrii unui grup cu indentitati nationale, religioase, culturale sau
idiologice comune. Ca parte a culturii umane, ca un puternic mijloc de
exprimare emotiva si comunicare interpersonala, ca expresie a identitatii
nationale, religioase si culturale si in acelas timp ca mijloc de contact,
comunicare si schimb intre diferite culturi, natiuni si religii, ca mijloc de
recreare, divertisment, delectare estetica, muzica ocupa un loc important in
educatia contemporana.
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Abstract: The achievements and use of the new technologies provide contemporary
education with a new structure of the social requirements. Owing to the social progress,
education has become much more active, an operating factor of progress, preparing people
according to the requirements of the future society. Music education prepares the individuals
to understand and adequately adapt to the contemporary social culture and, through specific
actions, it ensures the formation and development of their cultural creativity. Along with the
other forms of art, music contributes to the society’s cultural continuity and stability. In
addition, it gives birth to a vigorous dynamic interaction between the members of a group
sharing the same national, religious, cultural or ideological identities. Music plays an
important part in contemporary education, as part of the human culture, as a powerful means
of emotional expression and interpersonal communication, as an expression of national,
religious and cultural identity, as well as a means of contact, communication and exchange
between different cultures, nations and religions, as a means of recreation, entertainment and
aesthetic enjoyment.

Key words: society, progress, education, music, children

Education is a means of passing on the cultural values, production
experience and social conduct to future generations. It is not merely a
preparation for the upcoming life, but life itself. The achievements and use of
new technologies provide contemporary education with a new structure of social
and human requirements. Thanks to the social progress, education has gained a
far more active pace, turning into an active factor of progress and preparing the
man in accordance with the requirements of the future society. The alert pace of
today’s society requires that the pupil assimilate knowledge that is as selective
and concentrated as possible. Given the necessity to update to the new
requirements, new teaching tools, methods and techniques are emerging. The
new methodologies aim at increasing the intellectual potential and they put
emphasis on the pupils’ effort in discovering the laws of the real world through
observation, investigation, experimentation and the drawing of conclusions.
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The rapid changes occurring in today’s society have contributed to a
broadening of school education, by completing it with spontaneous education
(which is not organized within the social-cultural environment) and with the
organized education during off-school hours. All these help broaden the scope
of knowledge and contribute to the formation of the contemporary man.

What role does music play in shaping the personality of today’s society?

Music helps people become cultivated personalities. It shapes people in the
sense of helping them adjust to the conditions and specificity of the cultural
existence. Music education helps people to understand and adequately adjust to
the contemporary social culture and, through specific actions, it ensures the
formation and development of their cultural creativity. As an art and science,
music is part of the human culture, as well as a part of the society’s everyday
life. As Gilles Deluze used to say:” The traces culture leaves imprinted on the
human spirit cannot be erased; man is “doomed” to culture and its permanent
“mark” is education” (Antonesei, L., 1996, p.19). Music influences people by
making the most subtle waves of their spirit vibrate, shaping and developing
their artistic imagination and creativity. It is a form of expressing and releasing
the human emotions.

Recreation and entertainment are dimensions of music that directly
influence the spiritual education of the individual. The musical experience is a
source of unique joy and delight, able to color up the monotony of everyday life,
also helping us to use our spare time creatively. This creativity is quite important
nowadays, when young people have a growing tendency to isolate themselves
from society, preferring to spend endless hours in front of the TV set or find
refuge in the virtual world of the computer.

Music has a great power of communication. All those who have been part
of a musical ensemble, a choir or an orchestra have definitely experienced this
communicative dimension of music. Furthermore, the constitutive elements of
music such as melody, rhythm and dynamics play a decisive role in the primary
form of human communication, that between a mother and her baby. The fact
that music plays an important part in the emergence of the first signs of
communication gives us reason to assume that it is going to continue to be
important in human communication, all through our lives.

Music represents playing with musical sounds and, as any other game, it
can be for a single person or for a group; it can also be an intellectual or a
physical game. Playing is a natural necessity of both children and adults. It
exercises the mind and body, it creates a feeling of pleasure; it entertains and
relaxes people, making them feel creative and developing their sociability.
Through the musical game, the child enters the world of music without effort.
By learning the language, they develop their imagination, creativity, their senses
and feelings and discover their own way of expression, in accordance with their
personality.

In preschool education, music helps the children develop their thinking,
their acoustic-phonetic perception of sound, their kinetic activity, as well as
improve their memory and love for study. As an art and form of communication,
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it can be a fertile land for developing a strong connection between the members
of a social group.

The melodies’ words clothe the sounds of music, giving them a much
deeper meaning, enriching communication through musical models, symbols,
notions and socio-cultural meanings. Often, some people draw the wrong
conclusions in saying that language is the sole system of expression through
symbols, forgetting the fact that music is the route through which we can
symbolically represent a whole.

Aside from its connection with our mind and emotions, music has a direct
influence over the human physical activity. The vocal and instrumental
performances contribute to the development of the motor and breathing
apparatus, ensuring a better oxygenation of the blood. Playing an instrument,
learning the musical concepts, music history and literature, etc., all these
contribute to the overall development of the human intellect, creativity, aesthetic
taste and moral qualities. Performing in music is a form of creativity that unites
the mind, the body and the emotions.

Over the last few years, an in-depth research has been made on how to
approach music in the process of education and its influence upon improving the
pupils’ performance and behavior in school. It is undoubtedly interesting to
analyze the results of the psychologists’ research, who have been investigating
on whether music has the capacity to improve the activity of some complex
brain functions and those of the pedagogues’ research, who are more interested
in the performances gained by pupils, after a musical audition. At the 1994
Congress of the American Psychological Society, a group of researchers from
the University of California presented their conclusion, after several experiments
on adults and preschool children. Their conclusion was that the human brain
works better when it is somehow connected to music — whether its owner is the
interpreter or the listener of that music. Music fortifies the brain’s activity
centers.

According to Francesc Rauscer, one of the authors of the study, there is a
close connection between music and the delineation of space. Rauscer and his
colleagues made an experiment with college students, who, after listening, for
10 minutes, to a part of the Sonata for two pianos in D major by Wolfgang
Amadeus Mozart, were submitted to an 1Q test related to classifying objects in a
given space. The results were better than in the group of students who hadn’t
listened to that Mozart piece. A similar experiment was conducted on 84
students, who were divided into 2 groups. One of the groups listened to the same
Mozart piece before starting the experiment. The group who had listened to
Mozart before solving the tests produced much better results than the other
group, which had not listened to it. Researchers believe that listening to
Mozart’s music awakens the nervous circuits that the brain uses for the
perception of space and for a much more effective learning of mathematics,
geometry, architecture, linear drawing and chess.

The experiments described above have also proven that the impact of
Mozart’s music upon the human brain lasts for maximum 15 minutes, after
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which time the difference of performance between the two groups disappears. In
order to see whether music could have a permanent influence upon the human
brain, the researchers from the University of California conducted another
experiment with preschool children. Out of the thirty-three children that were
selected, twenty-two took music lessons systematically, for 8 months. The
results of the research showed enhanced abilities in the brain functions of the
children who had studied music. As a result of this research, professor Allistar
Smith introduced an experiment project in the UK schools, according to which
math classes were being conducted while listening to Mozart, Beethoven,
Chopin, Brahms, etc., in the background. The results were as follows: the 6"
grade pupils who had studied math for 3 months while listening to Mozart made
considerable progress in terms of intellect and behavior, as compared to the non-
listening pupils. Thanks to this project, there was discovered that the music of
Chopin and Brahms, if listened to during class hours, helps the pupils to
concentrate better. Also, Beethoven’s music induces them a state of calm.

Paul Sydney, the music teacher from the school where these experiments
were conducted, states that, although it is still early to draw a final conclusion on
whether to make such a project permanent, the children seem to respond to
music — they are much calmer and patient. In 1997, Don Campbell, the author of
nine books, released the book “The Mozart Effect”, which has largely been
accepted ever since and it is now being used in 19 countries. In his book,
Campbell presents evidence regarding certain sounds and rhythms that affect the
human being, both mentally and spiritually. Moreover, he reveals his opinions
regarding the way in which music helps improve memory, enhance resistance
and patience and facilitates the learning process.

A series of polls made by musicologists have confirmed the positive impact
that systematic music education has in the development of cognitive abilities, in
cultivating critical thinking, in socialization and emotional adjustment, both in
general and in the particular case of education. According to the researchers,
music is a valuable instrument in the intellectual development of preschool
children. It contributes to an improvement in performance and in the speed of
acquiring knowledge. Music has a direct effect upon the brain, influencing the
child’s behavior and it can help the education process and the achievement of its
goals.

The 21 century is looking for new opportunities for education, as the latter
needs to meet the requirements of our times. The teachers of today are expected
to prepare a new generation for a world in which everything changes at a fast
pace; they must develop the youngsters’ flexibility, resistance, creativity and
cooperation, in this overall changing environment, as well as their ability to
accept diversity. In this regard, music and art, in general, are the major force. By
using the power of art, the music teacher, who embodies two souls — that of an
educator and that of an artist, can teach the pupils to find refuge and peace in
music. He/she can train their creative thinking and freedom of expression, as
well as teach them to feel the beauty and aesthetics in everything, by promoting
cooperation and social interaction, in an era of alert competition and stress.
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Music, together with the other forms of art, contributes to the society’s
cultural continuity and stability. Moreover, it generates some vigorous dynamics
between the members of a group with common national, religious, cultural or
ideological identities.

As part of the human culture, as a powerful means of emotional expression
and interpersonal communication, as an expression of national, religious and
cultural identity, or as a means of contact, communication and exchange
between different cultures, nations and religions and as a means of recreation,
entertainment and aesthetic enjoyment - music plays an important role in today’s
education.
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4. INTEGRALITATEA LECTIEI DE EDUCATIE MUZICALA PRIN
REPERTORIUL MUZICII CLASICE

THE INTEGRITY OF LESSONS OF MUSIC EDUCATION THROUGH
THE REPERTOIRE OF CLASSICAL MUSICAL

Marina Caliga®

Rezumat: Muzica este o sursa colosala de idei. Fara educatie muzicala nu este posibila o
dezvoltare mentala integra. Afldndu-se in sferele muzicii clasice, invatandu-se sa perceapd
limbajul muzical expresiv, elevii simt necesitatea de a se integra in diferite activitati muzical-
didactice. Acest articol descrie rolul si insemnatatea muzicii clasice ca o componentd
integratoare al educatiei muzicale. Semnificatia teoretica a repertoriului propus, tindnd cont
de caracteristicile psiho-fiziologice ale elevilor, va contribui din perspectiva curriculara la
finalitatile educatiei muzicale, constituind o parte componentd a culturii spirituale.
Comunicand cu arta muzicii, elevul se va intelege mai bine pe sine §i pe cei din jur, va putea
sa-si gaseasca locul sau in lumea schimbatoare.

Cuvintele cheie: muzica clasica, educatie muzicald, repertoriul muzical, perceperea muzicala

Fiind un fenomen social omniprezent, muzica are deosebite valente
formative: Invatarea, dar si practicarea ei constituie o “terapie” veritabila pentru
intelectul copilului. Or, muzica poate fi considerata atit stiinta, cit si artd. E
stiintd, Intrucit reprezintd ,,ordine, madsura, proportie, echilibru, simetrie si
armonie (Pitagora), fiind consideratda chiar ,,matematica sunetelor* (Octav
Onicescu). Astfel, muzica, prin aceasta ipostaza dubld, contribuie la formarea si
dezvoltarea unei  multitudini de procese psiho-intelectuale, deprinderi si
priceperi, precum atentia distributiva, gindirea logica, spiritul de ordine si
disciplina, responsabilitatea, memoria, creativitatea, afectivitatea, vointa,
imaginatia, punctualitatea etc. lata de ce disciplina muzicald trebuie sd fie una
obligatorie in scoald. Nu e vorba ca elevii sa se consacre, ulterior, specialitatii si
nici chiar pentru cultura generald a lor. Argumentul este unul de suprafata: unul
din obiectivele principale ale disciplinei educatia muzicala ar fi dezvoltarea
capacitatilor intelectuale intr-o atmosfera agreabila.

O serie de investigatii in domeniu demonstreaza existenta unei legaturi
indispensabile intre educatia muzicald si formarea capacitatilor intelectuale ale
copiilor, relevindu-se eventualitatea unui transfer la nivel inalt Intre capacitatile
cognitive. Mesajul muzical se caracterizeaza printr-un important rol formativ
pentru intelect: procesul de a cinta (exercifiu realizat nu neaparat cu scop
didactic) contribuie la dezvoltarea operatiillor gindirii: analiza, sinteza,
comparatia, asocierea, disocierea, abstractizarea, generalizarea si concretizarea.
Or, scoala are ca obiectiv formarea la elevi a unor performante ale gindiril,
exprimate prin suplete, creativitate si originalitate. Muzica educa si dezvolta o
multitudine de procese psihice: gindirea, memoria, atentia, afectivitatea, vointa
etc. Factorii de decizie din domeniul invatamintului trebuie sa ia in calcul
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aceastd posibilitate de dezvoltare a capacititilor intelectuale intr-un mod
agreabil prin intermediul muzicii.

Trebuie de mentionat faptul cd muzica impresioneaza de timpuriu pe
copii, producindu-le emotii placute si puternice. Conform studiilor recente,
audifia, ca activitate specifica, si perceptia muzicald se activeazd incd in
perioada prenatald. Cu timpul, aceasta capata tot mai mult valente estetice,
mediind legatura copilului cu lumea inconjuratoare. Structurile sonore si ritmice,
ce sint intuite in prima perioada a vietii, sint continuate ulterior in cadrul
procesului instructiv-educativ.

Imbinind armonios mijloacele de realizare a educatiei muzicale (relevim,
in acest context, auditia muzicala, cintecul, jocul muzical) si utilizarea
mijloacelor audio-vizuale, implicam consolidarea cunostintelor muzicale,
dezvoltarea aptitudinilor speciale, care, eventual, s-ar putea transforma in talent.
In aceastd ordine de idei, cu cit copilul va fi mai atras de muzica, cu atit mai
mult el va deveni beneficiarul emotiilor artistice. Muzica va fi pentru el ,,un
izvor curat de munte care, pe unde trece, face sd rodeasca pamintul si, cu timpul,
modeleaza chiar si piatra” (Lupu Jean).

Fiind parte a educatiei estetice si urmarind cultivarea capacitatilor de a
aprecia frumosul din arta, natura, mediu, viata sociala, muzica reprezinta
limbajul in care se reflecta calitatile sufletesti ale omului. Aceasta contribuie la
crearea frumosului prin intermediul formelor de manifestare specifice virstei,
precum si la formarea si desavirsirea personalitatii copiilor. Iatd de ce educatia
muzicala a fost s1 rfamine una din preocuparile esentiale ale scolii din toate
timpurile i reprezinta o activitate pedagogica destul de veche.

,,Una din asteptarile fata de disciplina educatie muzicala este un viitor
mai luminos al copiilor nostri, tinind cont de prezenta intrinseca a luminii in
muzica insdsi. Aceasta trebuie descoperita prin intermediul artei pedagogice si
sa rezoneze in inimle elevilor” [6]. Or, existd o legatura indisolubilda intre
muzica si inteligenta emotionald a omului: conform ultimelor investigatii in
domeniu, muzica sporeste capacitatea umana de a identifica emotiile, de a
sensibiliza comprehensiunea contextelor sociale si receptivitatea la indiciile
emotionale. Mai mult decit atit, audierea muzicii implica o mai mare flexibilitate
in relatiile dintre oameni. La modul real, contribuie la devenirea noastra, dar
intr-o “versiune imbunatatita”. Asadar, educatia muzicala reprezinta un rol
important in cadrul procesului instructiv-educativ, incepind cu virstele cele mai
fragede, aducind o contributie semnificativd la educatia esteticd a copiilor,
precum si la educatia lor morala, intelectuala si fizica.

Ne-am putea oare imagina o lume lipsita in totalitate de sunete naturale:
de muzica vintului, de ritmul rapaitului de ploaie, de murmurul riurilor, de
sunetul valurilor marii sau de torentul cascadelor, trilurilele pasarilor, zumzetul
albinelor , tirfitul greierilor etc.? Toate acestea reprezinta sunete de o frumusete
intrinseca. Incd din secolele al XVII-lea — al XVII —lea, muzica este vazuta
drept o reflectare a naturii si a omului. Teoreticianul german J. Mattheson
mentiona, in acest sens: ,,Arta sunetelor are drept izvor de inspiratie natura” [5,
p. 397]. Muzica imita fenomenele acustice ale naturii. Acceptind aceastad idee,
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putem recrea calea de evolutie a artei muzicale: de la imitarea fenomenelor
naturii vii si a celei neinsufletite pind la redarea sentimentelor si emotiilor
umane etc. Anume aceasta este ordinea in care este conceputd lumea muzicii de
catre elevi: or, omul repetd, in mic, evolutia umanitatii.

Trebuie de mentionat si faptul cd educatia muzicald are o influenta
considerabild si asupra dezvoltarii fizice a elevilor. Jocurile muzicale, cintecele,
interpretate de catre elevi contribuie la evolutia aparatului respirator, a celui
vocal si, concomitent, asigura o oxigenare eficientd a singelui. lar miscarile
executate ritmic devin mai putin obositoare.

Studiile arata ca, la etapa initiald de educare a copilului, este extrem de
importantd familiarizarea lui cu principalele valori spirituale prin intermediul
artei si cunoasterii lumii. Tendinta spre bunatate, adevar, lumina, iubire
spirituald, dreptate, frumos - toate acestea sint "nume ale lui Dumnezeu"! —
esentiale pentru fiecare persoand incd din copilarie. Muzica clasica catalizeaza
adoptarea valorilor primordiale de catre personalitate.

E acceptat deja in lumea stiintei cd muzica clasicad este unul dintre cele
mai bune genuri muzicale ce contribuie atit la relaxarea copilului, dar si la
accelerarea proceselor de invatare: or, dezvoltarea creierului se realizeaza, in
proportie de 90 la suta, in primii cinci ani de viatd. De aici si valoarea
primordialda a perioadei date in ce priveste perspectivele de evolutie a
personalititii. In acelasi timp, constatim cu stupoare ci muzica clasicd este
prezentda in proportii minime in curriculele scolare. Programele ignora bogatul
tezaur al patrimoniului muzical capodoperele clasice mondiale. Consideram ca e
nevoie de a reveni la problema curriculumul-ui disciplinar, in vederea selectarii
mai riguroase a repertoriului, care sa fie accesibil pentru perceptia copiilor de
virstd scolard timpurie, tinindu-se cont de ,particularitatile de virsta ale
copilului” ( Vygotsky) si integrarea sistemica in cimpul intonational al copilului.

Perceptia muzicii clasice Tmbogateste experienta auditiva: contribuind la
dezvoltarea armonioasa a personalitatii, capacitatea de a percepe muzica clasica
organizeaza procesul de gindire integrativa" [3]. Cheia pentru dezvoltarea
¢ o cale fireasca si filogenetic justificata — e calea de evolutie a societatii. Gradul
de actualitate a problemei in cauzd sporeste cu fiecare an, iar muzicienii,
muzicologii, psihologii, educatorii sint in cautarea unor solutii optime privind
educatia si cultura muzicala, facind apel tot mai des la muzica clasica. Astfel,
familiarizarea copilului cu capodoperele culturii muzicale mondiale si nationale
reprezintd o verigd/axa importanta in cadul sistemului de integrare (finind cont
de haosul fonic al lumii tehnologiilor moderne).

Formarea culturii muzicale a elevilor este determinatd de activitatea de
auditie. Ascultarea muzicii este o astfel de activitate muzicala, ce activizeaza
capacitatile muzicale ale elevilor. Conform teoriei educatiei muzicale, sarcina
primordiala a auditiei o reprezintd formarea culturii muzicale a elevilor in
procesul de relationare cu capodopere muzicale.

In momentul de fati existi o multime de metode de invitimant, programe
si tehnici. Lucrarile lui D. Kirnarskaya, V. Petrushin permit sd relevam

32



specificul perceptiei muzicii din perspectiva psihologiei muzicale: lucrarile lui
B. Teplov, L. Vygotsky , D. Elkonin , J. Piaget sint considerate fundamentale in
descrierea caracteristicilor psihofiziologice ale perceptiei infantile. B. Asafiev.
E. Nazaikinskii, M. Aranovski, V. Podurovsky, V. Medushevsky, M. Borfeld,
Gh. Orlov si-au propus pentru cercetare intonatia, particularitifile comunicative
ale muzicii, gindirea muzicala, arta muzicala ca sistem multidimensional necesar
pentru a determina nivelul imaginii muzicale etc. Problema formarii culturii
muzicale a personalitatii a constituit obiectul cercetarii lui A. Pilichauskas, L.
Bernstnayn, B. Asafiev, D. Kabalevsky s.a.

Hinterpretarea muzicii drept o reflectare a realitatii prin intermediul
imaginilor inseamna a intelege sensul vietii” Kabalevsky [4, p. 31]. L. Bernstein
sustine: ,,Muzica nu este niciodatd despre ceva. Sensul ei trebuie cautat in
muzica in sine, in melodii, armonii, culori si modalitati de dezvoltare proprii ei”
[2, p.89]. Vorbind despre dezvoltarea culturii de audiere a muzicii, admitem ca
fiecare aude si percepe muzica in felul lui. Profesorul muzician A. Pilichauskas
a elaborat un model complex de initiere muzicala: imaginea muzicald (mijloace
de expresie muzicald); fond estetic s1 moral (epoca istorica in care a fost scrisa
lucrarea, viziunile reflectate), imaginea artistica (emotiile si gindurile constiente
ale ascultatorului) [7].

Din aceste considerente, clasificim muzica pentru copii in doud categorii:
piese cu caracter didactic si piese ce contribuie la dezvoltarea abilitatilor de
perceptie, avind drept obiectiv educatia estetica. Fiecare dintre categoriile date
este confirmata de un numar foarte mare de capodopere nemuritoare ale muzicii
clasice, ce au, evident, anumite scopuri didactice, cu anumite inclinatii tehnice,
intrucit activitatea de baza a copiilor, de virsta precoce, este cea de auditie si de
perceptie prin miscare, care, conform definitiei lui J. Piaget, se afla intr-0
legatura indispensabilda cu inteligenta emotionald si motorica". Practica
demonstreaza ca elevii din scoala primard pot percepe fragmente ale operelor
simfonice de proportii. ,,Nu atit evaluarea si analiza, ci implicarea emotionala
fireasca in lumea muzicii reprezintd elementul integrativ pentru deplasarea in
sfera din afara muzicii, a carei traiectorie se pierde in infinit" [1, p . 223].

Analiza globald a oricdrei lucrari muzicale apartinind lui J. Bach, W.
Mozart, L. Beethoven si altii determina gradul de profunzime in ceea ce priveste
dezvoltarea personalitatii. Relevam un spectru larg de muzica pentru copii:
Tncepind cu melodii vocale, miniaturi pentru pian, precum si opere si lucrari
simfonice (balete si suite). Studiul se rezuma, de obicei, la lucrarile vest-
europene - de la J. Bach, A. ivaldi si klavisinistii francezi — pina la Camille
Saint-Saens, K. Debussy, muzica instrumentala ruseasca — de la M. Glinka, P.
Ceaikovski, S. Prokofiev, Gh. Sviridov etc.

Interesul deosebit pentru tema copilariei, ca lume aparte, a aparut doar in
epoca romantismului. Acest subiect este 0 oportunitate pentru compozitori de a-
si valorifica amintirile, de a retrdi emotii vii, de a reveni la viziunile despre lume
ale copiilor. Acest lucru este demonstrat de opere cu caracter didactic,
concepute pentru a invata copilul sa gindeascd, sd inteleagd capodoperele
muzicale. Semnificatia ,,Muzica pentru copii” este una destul de ambigua.
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Asadar, 1n categoria ,,muzica pentru copii" se inscriu o serie de lucrari
apartinind diferitelor popoare si epoci, diferite ca gen — incepind cu miniaturi si
terminind cu opere si simfonii, muzica instrumentala si vocald. Utilizarea vocii
copiilor la interpretarea lucrarilor cu caracter religios sau introducerea vocilor de
copii in opera din secolul al XIX-lea a fost destul de raspandita. Anume in epoca
romanticilor, tema copilariei a devenit o tema predilecta, implicind aparitia
multor lucrdari profund filosofice, tangentind cu lumea copiilor. Bundoara,
lucrarea aparfinind lui  R. Schumann ,,Album pentru adolescentd” este o
reflectare a microcosmosului copilului, ce serveste drept calauza pentru matur
in vederea revelarii lumii emotionale si poetice a copilariei.

Cerintele de baza 1inaintate lucrarilor muzicale pentru copii ar fi:
simplitatea si claritatea, laconismul, accesibilitatea interpretativa, luind in
considerare capacititile de perceptie ale copilului. Tn secolul al XIX-lea apar
opere pentru copii de T. Kjui — ,,Snow Knight", "Little Red Riding Hood", "Puss
in Boots"; De asemenea, si ,,Alba ca Zapada", ,,Bradul” de B. Rebikov. Treptat,
muzica destinata copiilor a devenit un domeniu specific al artei compozitorilor,
cuprinzind si coruri, opere, cantate si concerte instrumentale.

Secolul al XX-lea s-a remarcat printr-o seriec de  lucrari ale
compozitorilor, scrise pentru a fi interpretate de catre maturi, dar audiate de
catre copii, tinind cont de specificul de perceptie a copiilor. Astfel, relevam
,»Coltul copiilor" de K. Debussy, ,,Microcosmos” de B. Bartok, opera ,,Copilul
si magia” de Maurice Ravel, suita simfonica ,,Petea si lupul” de S. Prokofiev
s.a. Toate acestea reprezinta patrimoniul cantecelor si pieselor pentru copii, iar
compozitorii in cauza pot fi categorisifi drept compozitori pentru copii datorita
contributiei lor la dezvoltarea repertoriului muzical dedicat copiilor.

Patrimoniul mondial al artei muzicale contine o multitudine de piese
accesibile, dupa caracter si continut, ascultatorului de virstd precoce. Vorbind
despre accesibilitatea operei, ne revferim atit la modalitatea de interpretare, cit,
mai ales, la perceptia muzicald. Ultima este primara, intrucit nu orice ascultator,
in urma audierii, poate interpreta lucrarea datd; la fel precum si faptul ca nu
orice interpret reuseste sa atingd un grad de desavirsire in ceea ce priveste
maiestria, totul se reduce doar la impresiile de auditie. La alegerea repertoriului
muzical, profesorul trebuie sd integreze cintecul cu miscarea: exercitiile ritmice
cu textul literar.

Audierea muzicii trebuie sa fie urmata de gasirea miscarilor potrivite, a
cuvintelor si imaginilor — totul realizat de copii insisi, axindu-se pe sentimente
intuitive, dezvoltind capacitatea de perceptie. Astdzi deja nu se pune la indoiala
puterea muzicii de a modela personalitatea, de a-i sensibiliza sufletul. Muzica
clasica il cultivd pe om spiritual, relevind principalele probleme ale existentei
(viata, moartea, binele, raul, iubirea, ura), sprijind dezvoltarea unei viziuni
proprii despre lume.

Un rol important in educatia mulzicalda le revine si lucrdrilor bazate
imagini din naturd, precum si cele din folclorul matern. Bundoara, sunetul de
flaut, secundat de imitatii ale trilurilor pdsarilor prin melisme, ritm si accent sint
caracteristice reprezentarii naturii: Cf. A. Lasso ,,Ecou", G. Handel ,,Muzica
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apelor”, A. Vivaldi ,,Four Seasons", J.F. Rameau ,,Gdina”, niste simfonii ale lui
Haydn ,,Dimineata", Amiaza”, ,Seara”, L. Beethoven ,Pastloralnaya”, A.
Vivaldi ,,Four Seasons", ,,Toamna” F -dur (tril de pasari), E. Grieg ,,Pasaruica”
(op. 43, numarul 4) , A. Alyabyev ,,Privighetoarea”, N. Rimski-Korsakov ,,0
scend de primavara cu pasari” din opera ,,Alba ca zapada", P. Ceaikovski
,,Pasarea albastra” din ,,Frumoasa Adormita”, S. Prokofiev in care laitmotivul
»pasdre” din suita simfonica ,,Petrica si lupul” s.a. Suportul semnificatiei in
textele explificate mai sus este formula intonationala. Fiecare dintre aceste
lucrari muzicale este perceputd in mod pozitiv de catre copii, Intrucit se
caracterizeaza prin prezenta in ele a stereotipurilor intonationale, ce contribuie la
integrarea emotionala a individului prin intonatii muzicale. ,,Aceastd acumulare
a elementelor de limbaj muzical implica extinderea cimpului intonational in
formarea personalitatii”.

Concluzii

in articolul de fatd ne-am propus si analizam rolul si importansa muzicii
clasice, ca o componentd integratoare principald in educasia muzicala si
formarea elevilor, ce promoveaza fundamentele percepsiei muzicale. Tentativa
de a fundamenta teoretic importansa repertoriului muzical, ce contribuie
semnificativ la percepsia muzicii in baza analizei tematice si intonasionale,
tinindu-se cont de particularitatile psihofiziologice ale elevilor, implica formarea
bazei culturii muzicale a elevilor; sporirea interesului fatda de muzica,
dezvoltarea auzului muzical, a memoriei muzicale, a gindirii imaginative si
asociative, precum si a abilitasilor creative; insusirea operelor muzicale si a
cunostintelor teoretice despre ele; capacitatea de a aplica practic cunostinsele
din domeniul muzicii, formarea gustului muzical, a sentimentelor morale si
estetice, a atitudinii adecvate fata de arta.
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Abstract: Music is a great source of ideas. An integral mental development is hardly possible
without musical education. Being in the areas of classical music, learning to perceive the
expressive musical language, pupils feel the need to integrate in music-teaching activities.
This article describes the role and importance of classical music as an integrative component
of music education. The theoretical significance of the proposed repertoire, considering the
pupils’ psycho-physiological characteristics, wills contribute to reaching the aims of music
education, which represents a part of spiritual culture. Through the art of music, the pupil
will understand himself and the others better; he will be able to find his place in the changing
world. The purpose of this article is to determine the thematic intonation basis of musical
repertoire, integrate activities that contribute to activating musical perception.

Key words: classical music, music education, musical repertoire, musical perception

Music is a powerful source of thought, without musical education it is not
possible to achieve a full mental development. Being in a musical environment,
learning to feel and to comprehend the expressiveness of the musical language,
students feel the need of it. Through communication with music the child will
understand himself/herself and others better; he/she will find his/her place in the
changing world. At an early stage, acquaintance with the world of sounds occurs
through perception. As recent studies show,listening as an activity and
perception develop even in the perinatal (prenatal) period. In early childhood, by
perceiving music children develop emotional responsiveness, establishing
connection with the outside world. As they get older, new types of musical
activities become available, including performance and creativity.

The role and importance of music in a civilized society is great, as music
Is a special means of communication in society, which unites diverse people by
passing thoughts, feelings and ideas. Its effect on the public consciousness is
obvious; its role and function are both diverse and contrasting. "From music
education (...) we expect brightening the future of our children, believing that
light is present in the music itself, revealing it in the hearts of pupils through the
art of teaching” [6].

Back in the XVII-XVII centuries music was interpreted as a reflection of
nature and man, the German theorist J. Mattheson arguing: "The art of sounds
draws from a bottomless well of nature” [5, p. 397]. Music imitates the acoustic
phenomena of both inanimate and animate nature: the smooth movement of the
stream, the noise of the waves and waterfalls, the thunder and wind, the
chirping of birds, the voices and shouts of different animals, expressing
emotions and affects.

Based on these interpretations of musical art one can determine the path
of intonation accumulation of musical language: from imitatingthe animate and
inanimate nature to the awareness and development of human feelings, emotions
and spiritual needs, etc. It is in this order that pupils get to comprehend the
world of music in school, because an individual develops just like the mankind
developed.

It is important to emphasize that perception is an integrative characteristic
of the child’s personality in early childhood. It is connected with movement and
imagination. Scientific studies have shown that the process of perception of
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music is also closely linked to the process of thinking, to its main layers: the
conscious and the unconscious. The early age period is characterized by the
manifestation of the unconscious motor response while listening to music
(gestures, facial expressions).

At the same time, psychologists maintain that the unconscious images,
entering into resonance with music, become available to consciousness,
penetrating all the stages of the thinking process. In such an integrative
connection, the unconscious represents the most important component of
understanding the artistic meaning of the musical work. In such a way we notice
the holistic musical education of children, introducing children to music by
listening to it.

Studies show that at the initial stage it is extremely important to give the
main impetus in order to get to know the highest spiritual values through art and
knowledge of the surrounding world. Striving for goodness, truth, light, spiritual
love, justice, beauty - all these "names of God"! —exist in the person ashes
essence since childhood. The serious classical music contains what is capable of
integrating "names of God" in a person's life.

Is classical music present in the programs for music education? The
comparative analysis of the repertoire offered to pupils for listening, showed that
the material is not sufficiently based on the rich treasure of the musical heritage.
There are certain criteria of how to select the repertoire which may be
understood by children of early school age. Investigating this problem, we
consider it a good idea to expand the repertoire which primary school pupils can
understand.

In order to do it, it is necessary to examine a range of intonations, relying
on "maturing functions and properties of the child" (L. S. Vygotsky), integrating
the intonation sound field of the child in a systemic way. Perception of classical
music enriches the listening experience, "developing a full personality; the
ability to perceive classical music organizes thinking, without leaving the
boundaries of integrity" [3]. The key to musical development is motivation - the
love of music and understanding its possibilities: this way is natural and
phylogenetically justified, humanity developed this way.

The topicality of this problem increases with age; many musicians,
musicologists, psychologists, educators in search of optimal solutions to issues
of musical education turn to the field of classical music. Thus, keeping the child
in the intonational global and national musical culture with high spiritual - moral
ideals through the perception of music is one of the integrating systems in
building a strong foundation in the sonic chaos of the modern world.

In the formation of the musical culture of schoolchildren, the listening
activity is of paramount importance. Listening to music is a kind of musical
activity which activates the pupil‘s musical ability. According to the theory of
music education, the main aim of listening activities is the formation of pupils’
musical culture in the process oftheir contactwith classical music.

At the moment there are plenty of educational methods, programs and
technologies. D. Kirnarskaya’s and V. Petrushin’s work help us to understand
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the specifics of perception from theperspective of musical psychology. B.
Teplov’s, L. Vygotsky’s, D. Elkonin’s and J. Piaget’s works are fundamental in
considering the psycho physiological characteristics of the child's perception.
The works and research of B. Asafiev, E. Nazaikinskii, M. Aranovski, V.
Podurovsky, V. Medushevsky, M. Borfeld, G. Orlov on intonation and on music
as a means of communication, on musical thinking, on musical art as a
multidimensional sign system required in determining the image- theme
structure of music, etc. serve as a good foundation for the formation of
personality. The problem of forming the listening activity was the focus of
investigation of such scholars as A. A. Pilichauskas, L. Bernstnayn, B. V.
Asafiev, D. Kabalevsky, etc. "To understand a music work and, in general, any
work of art is to understand its life idea, to understand how the composer
changed this idea in his creative mind, why he used namely this art form and
not another one, in a word, to find out how this work appeared."D. Kabalevsky
[4, p. 31]. L. Bernstein points out: "Music is never about something. The
meaning of music is to be found in the music itself, in its melody, harmony,
color and in the ways of its own development” [2, p.89].

%Speaking about the development of music-listening culture, we
understand that everyone hears and sees music in his/her own way. The teacher
and musician A. A. Pilichauskas developed a comprehensive model of music
cognition: the musical image (means of musical expression),the aesthetic and
moral background (the era when the work was written); the artistic image (the
listener’s conscious experiences and thoughts ) [7].

From these considerations children's music may be divided into two
categories: didactic works and works for developing the perception skill aiming
at aesthetic education. Each of the categories is confirmed by a huge number of
immortal masterpieces of classical music, clearly focused on particular didactic
purposes, with certain technical inclinations. Since early childhood the leading
activity is listening and perception through movement, which is connected,
according to J. Piaget, with the development of "sensor motor intelligence».
Practice shows that primary school pupils may perceive fragments of large-scale
symphonic works. "Not judgment and analytical work, but the natural inclusion
of the world of emotions into the world of music becomes an integrating point
for its motion in the extra music sphere, whose trajectory is lost in infinity"” [1,
p. 223]. The global analysis of any work of Bach, Mozart, Beethoven and others
speaks about these people’s deep personality. The world of children's music
ranges from vocal songs and piano miniatures to operas and symphonic works
(ballets and suites). The interest for the theme of childhood as a special identity
world arose only in Romanticism. This topic is an opportunity for composers to
turn to memories, relive vivid emotions, and dive into the purity and light of
children's way of world understanding and of their vision. This is evidenced by
the works with didactic orientation, designed to teach the child how to think, to
understand, and to feel through musical masterpieces.
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The meaning of "children’s music” is broad. For example, "music for
children™ includes a lot of works written in different periods of time by different
people using different genres - from miniatures to operas and symphonies,
instrumental and vocal music. Using children's voices in the performance of
religious works or introducing children's voices in opera was fairly widespread
in the XIX century. It was in the era of Romanticism that the child theme led to
the creation of deeply philosophical works related to the world of children. So
for example, R. Schumann’s "Album for the Young" is a reflection of the
microcosm of children, orienting the adult by showing the emotional and poetic
world of childhood.

The basic requirements for the works of "children's music™ are simplicity
and clarity of form, laconic features and performing accessibility, which take
into account the possibilities of the child's perception. In the XIX century the
following works appeared: T. Kjui’s children's operas "Snow Khnight," "Little
Red Riding Hood," "Puss in Boots"; B. Rebikov’s "Fir-tree", "Snow White."
Gradually the music designed to be performed by children became a specific
area of the composer's works, including choirs, operas, cantatas and instrumental
concerts.The XX th century is the period when composers wrote many works for
children’s perception, but which were to be performed by adults. Among them
we could mention K. Debussy’s "Children's Corner", B. Bartok’s "Microcosms",
Maurice Ravel’s opera "The Child and the Spells”, S. Prokofiev’s symphonic
suite "Pete and the Wolf «and others. There were a lot of songs and plays for
children. Some composers may be called "children’s composers” because of
their contribution to the development of children's repertoire.

The music related to the world of childhood goes far beyond what is
usually meant by "children's music". In the world heritage of the composing art
there are many musical works, which by their character and content are meant
for the young listener. The availability of works by performing criteria should
not be ignored since musical perception is more important than its performance.
Not everyone can achieve a high level of skill, but the impression after listening
to a musical work remains in the heart of all listeners. In the selection of musical
repertoire we integrate singing with movement: rhythmic exercises with the
literary text. Listening to music, and then finding the right movements, words
and images should be carried out by children through intuitive feelings,
developing the perception skills. Cultivating the need for communication with
the art of music, helping to find oneself in the music environment, assuring that
classical music educates spiritual culture intertwined with the experience of
mankind, revealing the main problems of being (life, death, good, evil, love, and
hate) contribute to the development of children’s personality and worldview.

One of the most common and frequent features which may be found in the
works of composers from different eras is the sphere associated with images of
nature, birds and animals. Its origins are considered to be the sounds of the
world around us and folk songs of maternal folklore. For example, the sound of
the flute or of flute trills in combination with direct onomatopoeic tweet through
melisms, rhythm and accentuation is characteristic in the depiction of nature: O.
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Lasso "Echo", G. Handel " Music on Water " A. Vivaldi "Four Seasons", J.F
Rameau's "Chicken", some symphonies by I. Haydn "Morning", "Noon",
"Evening", Beethoven’s "Pastoral”, Vivaldi’s "Four Seasons"”, "Autumn” F - dur
(trill of birds), E. Grieg’s "Birdie" (Op. 43 number 4), A. Alyabyev’s
"Nightingale”, Rimsky-Korsakov’s "Spring Scene with birds" from the opera
"Snow White", P. Tchaikovsky’s "Blue Bird" from "Sleeping Beauty», C.
Prokofiev’s leitmotif "Birds" from the symphonic suite "Peter and the Wolf",
etc. The intonation formula is the component which carries the semantic theme
in these examples. All the musical works that have been enumerated above are
positively perceived by children due to the intonation stereotypes present in
them, which reinforce the emotional integration of the individual through
musical intonations. "With this accumulation of elements of musical language,
the intonation fields in the formation of personality expand, too."

Conclusion

This paper examines the role and importance of classical music as the
main integration component in musical education and development of
schoolchildren, contributing to developing the basics of musical perception. The
attempt to justify theoretically the importance of the repertoire for developing
music perception on the basis of the thematic and intonation analysis by taking
into consideration the psycho physiological features of schoolchildren for the
development of the foundations of musical culture will help to develop the basis
of schoolchildren’s musical culture, children’s interest in music, musical
hearing, musical memory, imagery and associative thinking, imagination,
musical perception and associative thinking and creative learning abilities. It
will also help schoolchildren to get knowledge of music, to apply the musical
knowledge into practice, to develop musical taste, moral and aesthetic feelings,
as well as emotional and holistic attitude towards art.
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5. MANUALUL DE INITIERE VOCALA-CANTO - VECTOR
ESENTIAL IN PEDAGOGIA ARTISTIC

MANUAL OF CANTO VOCAL INITIATION — AN ESSENTIAL
VECTOR IN THE ARTISTIC PEDAGOGY

Mihaela Loredana Garlea '

Rezumat: Disciplina initiere vocala canto se adreseaza indeosebi elevilor din primul an de
liceu de la scoli vocationale, studentilor din anul intdi la Facultatea de Teatru, dar si celor
care studiaza arta vocala in alte institutii de cultura. Pentru acestia este necesara crearea
unor manuale si culegeri care sa ii ajute sa dobdndeasca notiuni elementare de teorie
Muzicala, practica vocala, precum §i insugirea unui minim repertoriu care sa contind lucrari
din diferite genuri muzicale. Lucrarea Manualul de initiere vocald-canto — vector esential in
pedagogia artistica prezintda o descriere a cursului de initiere vocalda conceput de autoare si
editat cu ocazia Conferintei internationale ,, Cultura europeand intre Orient si Occident —
traditie si modernitate”.

Cuvinte cheie: manual, initiere, arta vocald, elevi, studenti

In calitate de profesor de canto la Facultatea de Teatru din cadrul
Universitatii de Arte ,,George Enescu” din lasi, inca din anul 2008 am cercetat
cu deosebit interes culegeri, studii, articole, cursuri care se refera la pedagogia
artei vocale. Dintre lucrarile care mi-au atras atentia (existente in biblioteca
scolii) si asupra carora am zabovit as putea enumera: Cantul, Octav Cristescu,
Introducere in arta cantului, Ada Burlui, Vocea cdntata, Raoul Husson,
Metodica predarii cantului, Adriana Severin, Arta cantului vocal, Emil
Pinghireac, Vox Mentis, Ghid practic pentru cantat si vorbit, Gabriela Cegolea,
Un instrument exceptional: vocea umana, Catdlina Ionela Chelaru si altele. Asa
cum se observa din titluri (dar si din confinut) nici o lucrare nu se referd la
initierea in arta vocala, ci trateaza problema cantului vocal din perspectiva
elevului sau studentului deja initiat.

Grosso modo literatura de specialitate adresata elevilor si studentilor aflati
in primul an de studiu al artei vocale este prea putind si adesea incompleta.
Plecand de la realitatea faptului ca in scolile vocationale, in primul an de liceu
sau primul an de facultate se inscriu multi elevi sau studenti care nu au studiat
muzica pand la aceastd varsta, se contureaza tot mai mult nevoia editarii unor
manuale, culegeri de initiere vocala la care sa poatd apela si aceia care nu au
studiat muzica dar vor sa dobandeasca repede un minim de cunostinte de
specialitate, un limba;j specific atat de importante in demersul pedagogic, dar si
celor care au studiat muzica (alta specializare decat arta vocala), cunoscut fiind
faptul cd fiecare disciplind vocationald are particularitatile ei si deci, daca de
exemplu un elev a studiat pian, va intelege mai usor elementele de teorie
muzicald, dar va insista mai mult pe cele de tehnica vocala.

Manualul de initiere vocald trebuie sa fie o inifiere nu doar cu privire la
voce, ci la toate elementele ce converg catre formarea unui artist: elemente

1 Asist. univ. drd. Universitatea de Arte ,,George Enescu”, lasi, evalsig@yahoo.com
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generale de anatomia si fiziologia omului, psihologie, estetica, notiuni ce tin de
formarea sunetului, elemente de limbaj muzical, cunoasterea claviaturii pianului,
cunoasterea instrumentelor si a ipostazelor instrumentale ce Tnsotesc vocea in
timpul unui act artistic vocal-instrumental, elemente de practica vocala, exercitii
de respiratie, exercitii pentru antrenamentul vocii, exercitii de dictie, modalitati
de adaptare si aplicare a notiunilor invatate pe propriul glas, precum si un
repertoriu accesibil care sa contind lucrdri diverse din punct de vedere
stilistico-interpretativ.

De ce anatomia si fiziologia aparatului fonator? Cum se formeaza sunetul?
Unde se formeaza?

Din experienta personald, la prima ord de arta vocald le adresez cursantilor
urmatoarea intrebare: ,,cate coarde vocale are omul?”, iar raspunsul vine
neintarziat: ,,coarde vocale?!?”, ,,7”, ,,5”, ,,mai mult de 8”, ,,14?” etc. Consider
cd orice solist sau actor ar trebui sd stie cd obtinem sunet cu ajutorul a doua
coarde vocale care se afld in interiorul laringelui. In Curs de initiere vocald-
canto am realizat un traseu al informatiilor care mi s-a parut firesc, usor de
urmarit si1 de inteles, pornind de la anatomia si functionarea aparatului vocal,
comentand apoi cateva notiuni ce {in de emisia vocala (caracteristicile sunetului,
vocalelor si consoanelor). Am continuat cu o cercetare inovativad privind
respirafia artistica (considerand-o diferitda de respiratia obisnuita, dar esentiala
pentru cantareti si actori), alcatuirea aparatului rezonator, elemente de igiena
glasului, mergand mai apoi catre partea teoretica elementard in care am definit
notiuni precum melodia, ritmul, metrul, tempoul, nuantele, notele muzicale,
notatia muzicald, intervalele muzicale, notiuni despre gama si tonalitate,
instrumente si instrumentatie, fiecare din aceste mari repere fiind insotit de o
parte de sistematizare si fixare a confinuturilor. Ultimele doud parti ale cursului
contin elemente de practica vocald ce se referd atat la exercitii de respiratie, de
dictie, de antrenament vocal, cat si la un minim de repertoriu recomandat
elevilor si studentilor aflati in etapa de initiere vocala.

Vocea este un mecanism complex care din punct de vedere functional se
afla intr-o permanentd relatie de dependentd cu functionarea aparatului
respirator, fonator si rezonator. Fara a sti cum sunt corelate cele trei aparate in
timpul emisiei sonore cantate sau rostite, nu putem vorbi de meseria de cantaret
sau actor sau de arta de a canta sau de a vorbi. Muschii fetei, narile, buzele,
arcadele dentare, valul palatin, palatul dur, limba, laringele, coardele vocale sunt
parti componente ale aparatului fonator cunoscute in mare parte, insda despre
palatul dur sau valul palatin elevii si studentii nu cunosc nimic. Nici ca
terminologie, nici ca localizare in corpul omenesc si nici ca rol in producerea
sunetelor. De aceea, manualul de initiere vocala trebuie sa aduca lamuriri asupra
termenilor posibil necunoscuti sau prea putin folositi, astfel ca la finalul
primului an de studiu acestia sa fi dobandit un minim de limbaj de specialitate.
De exemplu, de justa importantd este faptul ca palatul dur este ceea ce noi
cunoastem sub denumirea de cerul gurii si ca la terminatia lui spre incisivii
superiori existd o zond in care se acumuleaza vibratiile sunetului, generand o
sonoritate corectd, omogenad, zona care apare vizibil dinafara ca o scobitura intre
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nas §i gura si pe care initiagii o cunosc sub numele de Punctul lui Mauran. Dintre
notiunile de baza pe care ar trebui sd le cuprindd un manual de initiere vocala in
capitolul dedicat aparatului vocal, enumeram urmatoarele:

-vocea, instrument ,,viu” (pentru ca se afla in corpul omenesc si depinde de
anatomia si fiziologia diferitelor par{i componente ce il alcatuiesc);

-principalii muschi ai fetei (cum i actionam si ce genereaza);

-organele articulatorii ale vorbirii: buzele, limba, dintii;

-laringele si coardele vocale;

-traheea, plamanii;

-muschiul diafragm, organ aflat in cavitatea abdominala de al carei actiune
depinde respiratia si in cele din urma emisia sonora, calitatea sunetului;

-sinusurile.

Cunoscand toate acestea si constientizand la nivel cerebral legéturile dintre
ele, elevul (studentul) va intelege mai bine cum sa obtind vocale rotunde,
consoane articulate, sunete caracterizate de intensitate, indlfime, culoare,
vocale, limitele ambitusului, cum sa isi incadreze vocea (tipuri de voci feminine
sau masculine); manualul de initiere vocala trebuie sa aducd la cunostinta
utilizatorilor sai posibile afectiuni ce pot aparea la nivelul aparatului fonator,
cauzele ce le genereaza, dar si solutii, recomandari ce pot diminua sau chiar
inlatura aceste disfunctii.

Orice profesor de canto trebuie sd opereze cu elemente de limbaj muzical.
Manualul de initiere vocala trebuie sa contina notiuni teoretice si exemple legate
de melodie, registre, ritm, durata notelor, accente muzicale, pauze, metru, tipuri
de masuri, tempo, nuante etc. Inldntuirea fireasca intre aceste notiuni si aducerea
unor cunostinte legate de claviatura pianului, portativ si note muzicale, intervale
muzicale s1 semne de alteratie, gama si tonalitate 11 vor servi cursantului sa poata
solfegia partituri simple, sd identifice notatii, recomandari, particularitati de
scriitura etc.

Vocea, in context actual, este dependentd de instrumente si orchestratie.
Cunoasterea instrumentelor ca aspect, mod de obfinere a sunetului, dar si din
punct de vedere al sonoritatii, precum s§i ipostazele in care se poate intdlni vocea
cu instrumentele reprezinta un atu in auditie, recital, concert, piesa de teatru. De
aceea, cred ca manualul de initiere vocala (care, asa cum spuneam, se adreseaza
si celor care nu au studiat muzica vreodatd) trebuie sa aduca lamuriri s1 cu
privire la acest aspect.

Profesorul de artd vocald trebuie sa fie in primul rand un bun practician.
Toate cele comentate anterior trebuie sa se regdseasca in practica vocala,
aplicate pe particularitatile de structurd fizica si emotionald ale fiecarui cursant.
De aceea, capitolul dedicat practicii vocale ar fi de preferat sa fie parte din
experienta personala a profesorului de cant vocal si sa aiba certe elemente de
originalitate. Ceea ce au propus alti profesori, alfi cantareti, alte lucrari de
specialitate si ceea ce propune profesorul la ord trebuie sd fie adaptat la
realitatea zilelor noastre, pe nivelul elevilor si studentilor de astazi,
particularizate pe fiecare individ, grupa. In cartea Curs de initiere vocali-canto
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capitolul ce se refera la practica vocala confine pasaje generoase de originalitate
pornind de la exercitiile de respiratie (cu exercitiul de recul al muschiului
diafragm, cercetare inovativa realizata de autorul cursului pe o durata de cinci
ani si pe care il vom prezenta mai jos) in care profesorul recomanda o diversitate
de ipostaze ale corpului in raport cu vocalitatea, dar si diferite combinatii de
sunete care sd rezolve problema respiratiei in rostire si in cant, continuand cu
exercitii de dictie Tn care autorul, pe langa texte preluate din mari scriitori, aduce
si texte proprii ce pun diferite probleme in rostire si in cant; vocalizele, acele
exercitii care pregatesc vocea pentru vorbit sau cantat sunt de asemenea o
combinatie intre ceea ce recomanda alfii si variante originale cu grupuri de
sunete si texte improvizate de autor.

De ce exercitiul de recul al muschiului diafragm este original? Nu doar
titlul sugereaza acest lucru, ci, vom vedea in randurile de mai jos ca este o
viziune actuald, o readaptare a unor recomandari intalnite in literatura despre
cant vocal, dar profund inovativa in ceea ce priveste centrarea pe elev/student.
Dintre materialele necesare pentru realizarea exercitiului enumeram cronometru,
pix si foi de matematica.

e corpul se aseaza in pozisia verticala cu fasa la perete avand varfurile
picioarelor la o distansa de aproximativ 10cm de unghiul de 90° format intre
pardoseala si perete si departate pe linia umerilor (cartile de cant vocal
recomanda un exercitiu in care intinsi pe podea asezdm pe cavitatea
abdominala un teanc de carti, incercand ca dupa inspiratie si apnee, in
expiratie sa nu se creeze un dezechilibru al teancului de carti, sd nu se
rastoarne; dar solistul vocal sau actorul nu canta in pozitia culcat, decat poate
in foarte putine situatii, intr-un rol anume, pe o duratd scurtd de timp;
activitatea de cant vocal sau de rostire in cazul actorilor se realizeazda in
pozitia stand in picioare);

e relaxam corpul (in pozitia culcat recomandata in exercitiul cu teancul
de carti corpul devine mult prea relaxat in raport cu ceea ce urmeaza a fi facut
si anume incordarea muschiului diafragm, cunoscut fiind faptul cd asupra
muschiului diafragm, in apnee se exercitd o actiune de apasare a coloanei de
aer catre acest muschi, de sus 1n jos, ceea ce 1n pozitia culcat, fizic vorbind nu
mai putem avea un vector al fortei de apasare in plan vertical;

e pe inspiratie profundd (3 secunde) ne apropiem usor de perete cu
cavitatea abdominala fara sa ne izbim de acesta, fara sa tragem umerii inapoi
si fard sa curbam foarte tare corpul catre inainte (distanta de 10 cm asigurata
la debutul exercitiului ne ajutd sa obtinem aceastd aplecare, cu aceasta
pozitie, fara a ne lovi); de asemenea, nu indoim genunchii, ¢i doar cream un
unghi foarte mic de inchidere;

e in momentul in care are loc contactul usor dintre abdomen si perete
realizam retensia incordand ferm diafragmul; corpul sufera un recul, revenind
la pozitia initiala, verticala, iar concomitent cu aceastd actiune se porneste
atat cronometrul, cat si expiratia pe siflanta s;
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e in timpul expiratiei, inainte de a avea senzatia de lipsa de aer se opreste
cronometrul si se realizeaza odihna timp de cateva secunde (aproximativ 20);
valoarea citita pe ecranul cronometrului se trece intr-un caiet;

e pe durata celor 20 de secunde de odihna se inspird si se expira,
eliminand cu forta aerul in afara;

e se repetd exercitiul pand obginem 10 determinari; se iau valorile si se
realizeaza un grafic in care pe axa lui X vom avea cele 10 determinari, iar pe
axa lui Y vom avea timpul obtinut la fiecare determinare. Sa presupunem ca
am obtinut un sir de numere de forma: 2, 2, 6, 4, 2, 2, 12, 10, 6, 6. Graficul
nostru va arata astfel (este un grafic realizat de o studentd din anul intai care
nu auzise niciodatd de muschi diafragm, inspiratie profunda, apnee,
expiratie):

¥

e

::«‘_ke;b'rr

— — 4> [ |
A _ d |, .
;[ !

».

vt —
F 3

w

0

v

o

o

a

=4

Ce am obtinut s1 ce era de dorit sa obtinem? O linie franta in mai multe
puncte, in locul unei linii ascendente cu cat mai putine varfuri si zone de
stationare; valori foarte mici pe durata celor zece determinadri (valori optime
ar fi fost intre 20 si 50 de secunde, fara efort; siflanta s ajutd la obtinerea unor
valori mari de timp). Care sunt cauzele care duc la timpi mici, discontinuitati
in linia valorilor obtinute, stagniri sau descresteri ale valorilor? In primul
rand necunoasterea propriului corp, a organelor ce contribuie la crearea
sunetului cantat sau rostit, lipsa constientizarii importantei actiunii
muschiului diafragm 1in raport cu vocalitatea, lipsa de antrenament a
respiratiei.

Fard indoiald, orice elev (student) care va parcurge cu seriozitate un
asemenea curs in care se regasesc deopotriva teoria si practica va fi capabil sa
intepreteze lucrari recomandate in finalul manualului. Diversitatea genurilor
muzicale intalnita in lista de repertoriu 1i va asigura cursantului un bun inceput
in marea artd: muzica clasica, repertoriul copiilor, folclorul muzical romanesc,
musical, jazz, colinde si cantece de stea. Cursul de initiere vocald poate fi
considerat un instrument de lucru esential in didactica si metodica artei vocale
realizat cu scopul ,,de a solutiona eficient si rapid ineficienta didactica actuala
constatata, prin ancorarea la realitatea invatamantului contemporan supus unor
dinamice transformari, impunand o pregatire competenta, multidisciplinara a

cadrului didactic”*?.

12 Eugenia Maria Pagca, cuvant introductiv in Curs de inifiere vocald — canto, Editura Artes, lasi, 2013
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Abstract: The discipline called canto vocal initiation addresses especially to the pupils in the
first year of vocational high-school, to the students in the first year at the Theatre Faculty, but
also to the persons who study vocal art in other cultural institutions. It is for them that it is
necessary to create manuals and collections that should help them acquire elementary notions
of musical theory, vocal practice as well as the assimilation of a minimum repertoire that
should contain works from different musical genres. The work “Manual of Canto Vocal
Initiation — An Essential Vector in the Artistic Pedagogy’” presents a description of the vocal
initiation course conceived by the authoress and edited on the occasion of the International
Conference ““European Culture between the East and the West — Tradition and Modernism”’.
Key words: manual, initiation, vocal art, pupils, students

As a canto professor at the Theatre Faculty within “George Enescu” Art
University in lasi, ever since 2008, | have been very interested in researching
collections, studies, articles, courses that refer to the vocal art pedagogy. | could
enumerate some of the works that have drawn my attention (works that can be
found in the school’s library) and which | have looked through: Cantul —
probleme de tehnica si interpretare vocala (Singing — Issues of Vocal Technique
and Interpretation) by Octav Cristescu, Introducere in arta cantului
(Introduction in the Singing Art) by Ada Burlui, Vocea cantata (The Sung
Voice) by Raoul Hasson, Metodica predarii cantului (The Methodology of
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Teaching the Singing) by Adriana Severin, Arta cantului vocal (The Vocal
Singing Art) by Emil Pinghireac, Vox Mentis, Ghid practic pentru cantat si
vorbit (Practical Guide for Singing and Speaking) by Gabriela Cegolea, Un
instrument exceptional: vocea umana (An Exceptional Instrument: The Human
Voice) by Catalina lonela Chelaru and others. As it can be seen from the titles
(as well as from the content), the works do not refer to the vocal art initiation,
but they deal with the issue of the vocal song from the perspective of the already
initiated pupil or student.

Roughly speaking, the specialty literature addressed to the pupils and
students who are in the first study year of vocal art is too little and often
incomplete. It is true and known that many pupils or students who haven’t
studied music until this age are enrolled in vocational schools, in the first year of
high-school or in the first year of faculty. Hence the greater and greater need to
publish manuals and collections of vocal initiation which could be read by the
persons who have not studied music, but who want to acquire fast a minimum of
specialty knowledge and a specific language that are so important in the
pedagogical approach, but also by the persons who have studied music (a
different specialisation from the vocal art). Each vocational discipline is known
to have its specific features and thus, for example, whether pupils have studied
the piano, they will understand the musical elements theory more easily, but
they will insist more on the vocal technique ones.

The vocal initiation technique must be an initiation related not only to the
voice, but to the elements that converge to the creation of an artist: general
elements of human anatomy and physiology, psychology, aesthetics, notions
related to the sound creation, musical language elements, knowledge about the
piano’s keyboards, knowledge about instruments and instrumental hypostases
that accompany the voice during an artistic vocal — instrumental act, vocal
practice elements, breathing exercises, voice practicing exercises, diction
exercises, modalities of adapting and applying the learned notions on the own
voice as well as an accessible repertoire that should include diverse works from
a stylistic and interpretative point of view.

Why the anatomy and the physiology of the phonatory system? How is the
sound created? Where is it created? From my personal experience, during the
first class of vocal art, | address the following question to the students: “How
many vocal cords does the man have?’ and the answers come at once: “vocal
cords?!”, “seven”, “five”, “more than eight”, “fourteen” etc. | consider that any
singer or actor should know that we obtain our sounds with the help of two
vocal cords that are located inside the larynx. The Course of Canto Vocal
Initiation presents a series of information that seemed to me natural, easy to
follow and to understand, starting from the anatomy and the functioning of the
vocal apparatus, by commenting then a few notions related to the vocal emission
(the characteristics of the sounds, vowels and consonants). | continued with an
innovative research regarding the artistic breathing (as | considered it different
from the ordinary breathing and essential for singers and actors), the structure of
the resonating apparatus and voice hygiene elements. The elementary theoretical
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part contains definitions of melody, rhythm, meter, tempo, nuances, musical
notes, musical notation, musical intervals, notions about gamut and tonality,
instruments and instrumentation, each of these significant reference points being
accompanied by the contents’ systematization and consolidation. The two last
parts of the course contain vocal practice elements that refer to exercises of
breathing, of diction and of vocal training, as well as to a minimum of repertoire
recommended to pupils and students who are in the vocal initiation stage. The
voice is a complex mechanism which, from a functional point of view, is
permanently dependent upon the respiratory system, the phonatory apparatus
and the resonating apparatus. Without knowing how the three apparatuses are
connected during the sung or uttered sonorous emission, we cannot talk about
the job of a singer or of an actor, or about the singing / speaking art. The face
muscles, the nostrils, the lips, the dental arcades, the soft palate, the hard palate,
the tongue, the larynx and the vocal cords are component parts of the phonatory
apparatus are mostly known, but the pupils and the students do not know
anything about the hard palate or the soft palate: neither as terminology, nor as
location in the human body, nor as a role in uttering sounds. That is why the
vocal initiation manual must bring along explanations of possibly unknown
terms or too rarely used terms, so that at the end of the first year of study they
will have acquired a minimum of specialty language. For example, it is very
important to know that the hard palate is what we know under the name of
palate and that at its end to the upper incisive there is an area in which the
sound’s vibrations are accumulated, generating thus a correct homogenous
sonority, an area that appears visibly as a hollow between the nose and the
mouth and which is called by the initiates as the Point of Mauran. A vocal
initiation manual should contain the following basic notions in the chapter
dedicated to the vocal apparatus:

- the voice, a “living” instrument (because it is located in the human body
and it depends on the anatomy and physiology of the different component parts
that make it);

- the main muscles of the face (how we operate them and what they
generate);

- the articulating organs of the speech: lips, tongue and teeth;

- the larynx and the vocal cords;

- the trachea and the lungs;

- the diaphragm muscle, an organ located in the abdominal cavity, on
whose activity depend the respiration and eventually the sonorous emission and
the sound quality;

- the sinuses.

While knowing all these and by being aware at the cerebral level of the
connections among them, the pupil or the student will understand better how to
obtain round vowels, articulated consonants, sounds characterised by intensity,
height, colour, flexibility, clarity and homogeneity; moreover, they will know
their vocal possibilities, the limits of the ambitus, how to fit their voices (types
of feminine or masculine voices). The vocal initiation manual must bring to the
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knowledge of its users the possible affections that might appear at the level of
the phonatory apparatus, the causes that generate them, but also the solutions
and the recommendations that might diminish or even remove these
dysfunctions.

Any canto teacher or professor must operate with musical language
elements. The vocal initiation manual must contain theoretical notions and
examples related to melody, registers, rhythm, note duration, musical accents,
pauses, meter, types of measures, tempo, nuances etc. By naturally combining
these notions and by bringing along the knowledge related to the piano
keyboards, staves and musical notes, musical intervals and alteration signs,
gamut and tonality, thus the pupil or the student will be helped to solmisate
simple musical scores, to identify notations, recommendations, writing specific
features etc.

The voice in the present context is dependent upon instruments and
orchestration. It is important to know the instruments as an aspect, way of
getting sounds, but also from the view point of sonority, as well as the
hypostases in which the voice may meet the instruments; that represents an
advantage in auditions, recitals, concerts and plays. Therefore | think that the
vocal initiation manual (which, as | have said, addresses to the persons who
have never studied music) must bring along explanations related to this aspect,
too.

The vocal art teacher or professor must be first of all a good practician. All
the previous commentaries must be found in the vocal practice and applied on
the physical and emotional specific features of each pupil or student. Therefore
it is preferable that the chapter dedicated to the vocal practice should be part of
the vocal singing teacher’s personal experience and it should have certain
elements of originality. What other teachers, other professors, other singers and
other specialty works have proposed and what the teacher or the professor
proposes during the class must be adapted to the present reality, to the level of
the present pupils and students, for each particular individual or group. In the
book “Vocal Canto Initiation Manual” the chapter that refers to the vocal
practice contains generous passages of originality starting from breathing
exercises (with the recoil exercise of the diaphragm muscle, an innovative
research achieved by the authoress of the course throughout five years and
which shall be presented below) in which the teacher recommends a diversity of
body hypostases related to vocality, but also different sound combinations that
should solve the breathing issue in the speech and in the singing. It continues
with diction exercises in which the authoress brings along texts belonging to
great writers as well as her own texts that represent different speaking and
singing issues. The vocalizations, those exercises that prepare the voice to speak
or to sing are also a combination between what the others recommend and
original versions with groups of sounds and texts improvised by the authoress.

Why is the recoil exercise of the diaphragm muscle original? Not only
does the title suggest that, but we shall see in the lines below that it is a present
vision, a re-adaptation of recommendations found in the literature on the vocal
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singing, but profoundly innovative regarding the focus on the pupil / student.
Among the necessary materials for achieving the exercise, we are enumerating:
stopwatch, ball point pen and mathematics pieces of paper.

e We are standing up in the vertical position facing the wall, having the
tiptoes at a distance of approximately 10 cm from the angle of 90° made
between the floor and the wall, and spread on the shoulders’ line (the vocal
singing books recommend an exercise in which we are lying on the floor and
we are placing a pile of books on the abdominal cavity, trying after the breath
in and apnoea, in the breath out, not to create an unbalance for the pile of
books so that they should not fall down; but the singer or the actor sings
while lying down only in very few situations, in a certain role, for a short
period of time; the vocal singing or uttering activity in the case of actors is
achieved while standing up);

e We are relaxing the body, in the lying down position recommended for
the exercise with the pile of books, the body becomes much too relaxed for
what it is about to happen, and namely the straining of the diaphragm muscle
as it is known that the air column exercises pressure upon this muscle during
the apnoea from top to bottom. It means that in the lying down position,
physically speaking, we shall no longer have a vector of the pressing force
vertically;

e While deeply breathing in (3 seconds) we are slightly getting close to
the wall with our abdominal cavity without touching it, without drawing back
our shoulders and without curving our body too much forward (the 10 cm
distance provided at the beginning of the exercise helps us to obtain this
leaning by this position without getting hurt); moreover, we are not bending
our knees, but we are only creating a very small closing angle;

e Itis during the slight contact between the abdomen and the wall that we
are making the retention by straining the diaphragm firmly; the body
undergoes a recoil resuming its initial vertical position and concomitantly
with this action we start the stop watch and the breath out on the s sibilant;

e During the breath out, before having the sensation that we lack air, we
interrupt the stop watch and we rest for a few seconds (approximately 20); we
are reading the value on the stop watch and we are writing it in a notebook;

e During the 20 seconds of rest we are breathing in and out, eliminating
the air quickly out;

e We are repeating the exercise until we get 10 determinations; we are
writing the values and we are making a graph in which we shall have the 10
determinations on the X axis, while on the Y axis we shall have the attained
time during each determination. Let us suppose that we have obtained this
series of numbers: 2, 2, 6, 4, 2, 2, 12, 10, 6, 6. Our graph will look like this (it
Is a graph made by a student in the first year who had never heard of the
diaphragm muscle, apnoea, deep breath in and breath out):
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What have we obtained and what was it desirable to obtain? A broken
line in several points, instead of an ascending line with less points and
stationing areas; very small values during the ten determinations (the optimal
values would have been from 20 to 50 seconds, without effort; the s sibilant
helps to the attainment of greater time values).

What are the causes that lead to smaller times, discontinuities in the line
of the attained values, stagnations or decreased values? First of all, the
ignorance of the own body, of the organs that contribute to the creation of the
uttered or sung sound, the unawareness on the importance of the diaphragm
muscle’s action related to vocality and the lack of breathing practice.

Any pupil or student who shall seriously go through such a course which
contains both theory and practice shall undoubtedly be capable of interpreting
works recommended at the end of the manual. The diversity of the musical
genres encountered in the repertoire list shall provide them a good start in the
great art: classical music, children’s repertoire, Romanian musical folklore,
musical, jazz, carols and star songs. The vocal initiation course can be
considered an essential working instrument in the didactics of the vocal art
achieved in the purpose of “finding rapid efficient solutions to the present
observed didactic inefficiency by relating to the reality of the contemporary
educational system that undergoes dynamic transformations by imposing a

competent multidisciplinary training of the teaching staff”*.
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6. VIOLA — IDENTITATE TIMBRALA
VIOLA - TIMBRE IDENTITY

Luminita Valentina Ciobanu™

Rezumat: Tn articolul Viola, identitate timbralid, s-a urmdrit evolutia constructiei
instrumentului in interdependenta cu dezvoltarea tehnicii instrumentale, a conceptiei estetice
si a scriiturii muzicale. Analizand repertoriul pentru viold, se poate remarca o concordantd
intre evolutia din punct de vedere al constructiei instrumentului si implicit a tehnicii
instrumentale, si numarul de lucrari dedicate acestui instrument. Dupa perioada utilizarii
masive a violei in creatiile pentru muzica de camera, precum i in cele solo din secolul al
XVIl-lea si primul sfert al secolului al XIX-lea, se observa, incepind cu anul 1820, o
disparitie progresiva, care intre anii 1845 §i 1870 a condus la o stagnare a creatiilor pentru
viold. In secolul al XX-lea, interpreti si compozitori ca Tertis, Primrose, Hindemith dezvolta
repertoriul cameral si solistic destinat violei, astfel incat dimensiunile instrumentului se
amplifica, iar potentialul interpretativ se particularizeaza semnificativ in raport cu cel al
viorii.

Cuvinte cheie: viola, muzica de camera, tehnica instrumentala

Clasificarea instrumentelor are in vedere metode de cercetare din diferite
domenii. Un prim criteriu este cel dependent de acustica, cea care determina
tipul de instrument in functie de tipul oscilatiei libere. Conform acestui criteriu
putem clasifica sursele sonore dupa cum urmeaza:

1. Instrumente amortizate (neconservative), in care includem pianul,
clavecinul si unele instrumente de percutie (toba mica, xilofonul, tamburina,
timpanii, castagnetele, etc).

2. Instrumentele neamortizate (conservative) includ instrumentele
capabile sd conserve sunetul si sd-l mentind (instrumentele de coarde,
instrumentele de suflat, vocea umana, orga, etc).

Jean Claude Risset asociazd cele doud clase cu vocea umana
(instrumentele neamortizate, care conduc si sustin sunetul) si percutia
(instrumentele amortizate, sunetul este controlat aprioric debutului si numai la
debutul acestuia)™®. Dupa modul de producere a sunetului, instrumentele se pot
grupa in instrumente de coarde, instrumente de suflat, percufia si voce umana.
Hector Berlioz™ clasifica instrumentele dupd cum urmeaza:

1. Instrumente de coarde - cu arcus (vioara, viola, viola d’amore,
violoncelul si contrabasul), ciupite (harpa, chitara si mandolina), cu claviatura
(pianul).

2. Instrumente de suflat - cu ancie (oboiul, cornul englez, fagotul,
contrafagotul, clarinetul, clarinetul-bas, saxofonul), fara ancie (flautul si
piccola), cu claviatura (orga si concertina), cu mustiuc si din alama (cornul,
trompeta, cornetul, trombonul, tuba, oficleidul), cu mustiuc si din lemn (fagotul
rusesc), vocea umana (de femeie, de barbat, de copil si de castrat).

14 ecturer PhD, “George Enescu” University of Arts from Iagi of Romania, luminita.ciobanu@gmail.com
13 Jean-Claude Risset, Timbre, in: Musique, une Encyclopédie pour le XXle siecle, op. cit., pag. 137
16 Berlioz, pag. 2
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3. Instrumente de percutie - cu sonoritate fixa si apreciabild (timpanul,
cimbalele antice, Glockenspiel, armonica cu claviatura, clopotele), cu sonoritate
nedeterminabild, care produc zgomote si efecte sonore (toba mare, toba mica,
toba basca, trianglu si tam-tam).

Dupa materialul din care este construit instrumentul, in China antica
existau opt clase de instrumente®’, iar la indieni patru tipuri*®. O clasificare
dintre cele mai sistematizate apartine compozitorului Alexandru Pagcanu®, cel
care completeaza sistemul lui Berlioz cu instrumentele extramuzicale, cum ar fi
orga electronica, masina de tunet, pianul electric, chitara electricd si undele
Martenot. Toate clasificarile includ viola 1n clasa instrumentelor cu sunet
neamortizat, cu coarde si arcus.

Evolutia violei se leaga de familia violei da braccio, din care faceau parte
lauta sau lira. Primul instrument cu coarde si arcus este ravanastromul, alcatuit
dintr-o cutic de rezonanta de dimensiuni reduse, un gat lung si subtire si
prevazut cu doud coarde. Arcusul era scurt §i convex, iar instrumentul cunoaste
de-a lungul istoriei nenumirate transformari. In secolul al VI-lea este cunoscut
in tarile arabe sub denumirea de rebab, apoi in Spania devine rebec, instrument
care poate fi tinut atdt pe genunchi, ca rebabul, precum si pe umar. In secolul al
VIll-lea, rebecul este ,,importat” in Europa, o data cu cucerirea Spaniei de catre
musulmani.

Lira da braccio, sec. XV

17 Instrumente din piatrd, lemn, metal, piele, lut ars, matase, bambus, tartacuta , cf. Dem. Urma, pag. 118.

18 V. Ch. Mahillon adoptd 1intr-un catalog clasificarea preludnd-o de la teoreticienii indieni - instrumente
cordofone, aerofone, membranofone, autofone.

19 Alexandru Pagcanu, Despre instrumentele muzicale, Editura Muzicala, Bucuresti, 1980
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In acea perioads, arcusul avea ,.bagheta convexd, curbatd in sensul opus
mesei de par, formdnd un veritabil arc si nu avea nici un mecanism care sd
permitd modificarea tensiunii parului”®. Mai tarziu, rebecul este Tnlocuit, in
muzica culta, cu viela, dar in Europa secolului al VllI-lea cele doua instrumente
coexisti. In secolul al X-lea viela, primul instrument previzut cu cilus, suporti
diferite transformari: apar doud orificii laterale (in loc de unul rotund central),
se contureaza eclisele, iar incepand cu secolul al XV-lea va fi prevazuta cu cinci
coarde si un cilus mai curbat. In Italia, viela este cunoscutd sub denumirea de
lira da braccio si in paralel apare familia violelor, caracterizate prin ambitus
diferentiat si un numar de trei sau patru coarde.

Astfel, Tncepand cu secolul al XVI-lea, viola si vioara coexista in familia
violei da braccio, diferentiate de acordajul actual.

Timbrul stralucitor si capacitatile tehnice impun vioara ca instrument
solistic, astfel cd pana in secolul al XIX-lea viola este considerata drept ,,ruda
saraca a viorii”, preconceptic adoptata si de compozitori, care i-au atribuit
partituri mai cu seama de acompaniament. Totusi, in Tratatul de orchestratie,
Berlioz 1i recunoaste calitdtile speciale timbrale, afirmand ca viola este ,,la fel de
agild ca si vioara, sunetul corzilor sale grave are un accent muscator special,
sunetele din acut stralucesc prin accentul lor pasionat, indurerat si timbrul sau, in
gg,lneral, de o melancolie profunda, difera de cel al altor instrumente de coarde

Diferentele dintre vioara si viola rezulta din dimensiunile instrumentelor
si implicit din tensiunea coardelor, a presiunii exercitate de acestea pe cilus. In
cazul viorii, tensiunea coardelor este de aproximativ 30 kg/f, presiunea pe calus
este de 12 kg/f iar cea a arcusului pe coarda variaza in jurul a 0,1 kg/f. Cutia de
rezonantd a violei fiind cu aproximativ 2-6 cm mai mare decat a viorii, rezulta
ca si tensiunile s1 mai ales presiunea arcusului pe coardd vor fi mai mari, viola
necesitand un arcus mai scurt si mai greu decat cel de la vioara. Accesoriu prin
intermediul caruia ,,muzicianul poate transmite intreaga sa sensibilitate si poate
modula vibratia, durata, tensiunea, intensitatea si articulatia sunetului”?, arcusul
se transforma progresiv, incepand cu Renasterea.

Tn secolul al XVIl-lea bagheta devine mai fini, isi pierde forma convexa,
iar varful are aspect conic. Tn secolul al XVIll-lea, arcusurile italiene sunt
primele prevazute cu sistem de strangere a parului (surub). Archangelo Corelli,
Cramer, Francgois-Xavier Tourte, G. B. Viotti, Dominique Pecatte, Francois-
Nicolas Voirin, au adus modificari succesive constructiei, formei si
dimensiunilor arcusului, pentru a ajunge la arcusul modern propriu-zis. Edouard
Melkus afirmd ca ,arcusul modern este superior din punct de vedere al
rezistentei si elasticitatii, optim unui cantat amplu, expresiv, bine sustinut si

marcat”?3,

2% Edouard Melkus, Le violon, Edition VVan de Velde/Payot Lausanne, Paris, pag. 15.
2l Berlioz, 54

22 Emmanuel Jaeger, Frédéric Laurent, Jean-Michel Molkhou, Encyclopédie Le violon des hommes, des oeuvres,
CD rom, Ed. Accord Parfait et Les Editions Montparnasse

23 Edouard Melkus, pag. 26
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Un alt aspect definitoriu in procesul de producere a sunetului este
dimensiunea coardelor. Astfel, grosimea coardelor la viold fiind mai mare,
reactivitatea va fi la randul el mai lenta, implicand in cadrul ansamblului un
aport sporit de energie pentru imprimarea miscarii oscilatorii a coardei si
realizarea simultaneititii ,,atacului”. In cazul instrumentelor cu coarde si arcus,
sunetul se produce mai lent in comparatie cu cel al pianului sau instrumentelor
de suflat, datoritd faptului cd trasatura de arcus nu antreneazd in vibratie
instantaneu si pe intreaga sa lungime coarda, astfel Incét in procesul perceptiei
apar mai intai armonicele superioare si abia apoi sunetul fundamental.

Sunetul, in acceptiunea sa semiotica, de semnificant, se afla in relatie
directd cu evolutia instrumentalda, parametrii sai fiind potentati in functie de
intentionalitatea stilisticd. Pana la momentul manifestarii capacitatilor expresive
proprii (secolul al XVI-lea), muzica instrumentald are rol de acompaniament
pentru muzica vocald, pentru ritualul religios sau pentru dans. Odatd cu
Renasterea, cand se formuleaza primul concept timbral instrumental, se
organizeaza clasele de instrumene in familii de cate patru ambitusuri delimitate
dupa modelul muzicii vocale (sopran, alto, tenor si bas). Clasele instrumentale
se grupeaza pe principiul modului de functionare si a utilitatii in ansamblu si
anume: instrumentele cu claviaturd, instrumentele cu coarde si arcus,
instrumentele cu coarde ciupite si cele de suflat. Dezvoltarea tehnicii
instrumentale, aparitia ricercarului®, precum si sinteza dintre stilul vocal si
instrumental vor conduce la diversificarea culorii sonore si la 0 noua conceptie
timbrala.

Pana catre sfarsitul secolul al XVII-lea si inceputul celui de-al XVIlI-lea,
unele dintre instrumentele Renasterii dispar, iar cele moderne ca vioara, viola,
violoncelul, contrabasul, pianul® si instrumentele de suflat moderne coexisti cu
clavecinul, orga sau viola d’amore. Aparitia unor noi genuri instrumentale, dar
mai ales suprematia scriiturii polifonice, care reprezinta un factor de expresie si
culoare prin ea Insdsi, opresc evolutia expresiei timbrale. Pe de alta parte, apar
libertati cu privire la utilizarea unor instrumente sau cu inlocuirea lor in formatii,
aleatorism timbral care se manifestd catre sfarsitul secolului al XVII-lea®.

Momentul istoric al accentuarii particularizarii timbrale impusa de
scriitura omofond este adus de dezvoltarea stilului cameral, concertistic si
simfonic prin Scoala de la Mannheim. Aici are loc conturarea conceptiei
dramatice, prin cultivarea crescendo-ului (element dinamic specific Scolii de la
Mannheim), prin noile forme si genuri clasice si prin tehnicile specifice de

2 Lucrare instrumentala plasata intre dansuri, initial cu caracter improvizatoric (in Franta si Anglia este cunoscut
sub denumirea de fantezie), al carui contur stilistic cuprinde ideea dezvoltarii contrapunctice a unei teme libere,
pronind de la modelul motetului polifonic. Adriaan Willaert (1492-1562, compozitor flamand) este considerat
autorul genului care se dezvolta si ale cdrui transformari successive va conduce la aparitia fugii, cu care se
confunda la un moment dat (ricercari din Ofranda muzicala de J. Seb. Bach).

% Apadrut in anul 1698, creatie a lutierului Bartolomeo Cristofori, pianul, a cérui sonoritate nu corespunde
gustului epocii, dominata de genul operei si a tehnicii basului continuu, devine, dupa anul 1770, un instrument
de mare interes, atat pentru muzicieni (datoritd capacitatilor sale polifonice) cit si pentru public, si va domina
epoca romantica (secolul al XIX-lea) prin anvergura sa tehnico-expresiva.

% De exemplu, Giuseppe Torelli nu specifica instrumentele pentru Sonatele a tre (1686), iar in 1687 scrie
Sinfonia pentru 2-4 instrumente op. 3, fara a preciza instrumentele.

56



tratare tematica (principiul dezvoltérii, cel al prelucrdrii motivice, principiul
echilibrului si al contrastului). Timbrul instrumentelor moderne este pus in
evidentd in primul rand prin repertoriul concertistic. Genul concertant de
sorginte baroca este dezvoltat de W. A. Mozart prin noi creatii semnificative
din punct de vedere timbral, pentru vioara si pian §i pentru toate instrumentele
de suflat. Alaturi de lucrari destinate ansamblurilor traditionale (instrument
melodic cu acompaniament, trio-uri de coarde, cvartete de coarde, cvintete cu
pian), Mozart extinde sfera genului cameral prin realizarea unor alaturari
timbrale inedite, intre instrumente eterogene, de clase si familii distincte?’,
cristalizand si potentdnd forta expresivd a instrumentelor melodice. Tn acest
context, creatia solistica pentru viold este ilustratd si de lucrari dedicate
binomului vioara-viola, cum sunt Simfonia concertanta K. 364 (1779), Duo in
Sol Major K. 423, Duo in Sib Major K. 424, lucrari unice in intreaga creatic a
clasicismului vienez. Este de remarcat faptul ca in aceste lucrari, Mozart trateaza
viola Tn manierd solistica, prin partituri de un grad egal (sau chiar sporit) de
virtuozitate cu cu cel al viorii.

Instrumentele preponderente in creatia camerald si solistica a lui L. v.
Beethoven sunt pianul, vioara si violoncelul, desi compozitorul dedica partituri
camerale si violei®® si contrabasului, precum si majoritdfii instrumentelor de
suflat (exceptie face trombonul). O lucrare la granita dintre muzica de camera si
cea simfonica este Septetul in Mib Major Op. 20 (1799-1800), dedicat reginei
Mariei Tereza. Lucrarea este compusa pentru clarinet, corn, fagot, vioara, viola,
violoncel si contrabas in sase miscari, iar In 1803 compozitorul a rescris-0
pentru clarinet (vioard), violoncel si pian. Preocuparea pentru aspectul timbral se
manifestd si in lucrdri dedicate mandolinei, precum si unui instrument nou
inventat la acea vreme, panharmonicon®.

Secolul al XIX-lea este dominat de estetica Romantismului, care aduce in
creatia muzicala noi elemente de exprimare atiat in limbaj cat si in forma.
Instrumentul care capteaza atentia creatorilor este pianul, a carui tehnicd se
dezvolta si se diversifica datoritd stralucitilor interpreti si compozitori ai epocii,
atingand apogeul prin stilul de o mare varietate coloristica al lui Frédéric Chopin
si prin inegalabila virtuozitate a lui Franz Liszt. Unic in intreaga istorie a
interpretarii  violonistice, Niccolo Paganini, revolutioneaza arta acestui
instrument si nu numai, efectele sonore reinventate de acesta (pizzicato de mana
stanga, flageolete si duble flageolete, inlantuirile in tempo-uri rapide de terte,
sexte, octave cifrate §i decime, expansiunea rapidda 1n totalul texturii

?’Duo 1n Sib Major pentru corn si violoncel K. 292(1775), Cvartetele pentru flaut, vioard, viola si violoncel in:
Re Major K. 285 (1777), Sol Major K. 285a (1778), Do Major K. 285b (1781-1782), La Major K. 298 (1786-
1787), Cvartetul pentru oboi, vioara, viold si violoncel in Fa Major K. 370 (1781), Cvintetul in Mib Major
pentru corn, vioard, 2 viole si violoncel K. 407 (1782), Sonata in Do Major pentru vioara si fagot K. 46¢ (1786),
Cvintetul in La Major pentru clarinet, doud viori, viold si violoncel K. 581 (1789), Trio in Sib Major pentru 2
viori si fagot K. 266 (1777), Trio-ul in Mib Major pentru pian, clarinet si viola K. 498 (1786), Menuet pentru 2
flaute, 2 viori, viola si contrabas in la minor, K. 61g,i (1770).

%8 Duo n Mib Major pentru viola si violoncel (1796-1797), Serenada in Re Major pentru flaut, vioar si viola
(1801), Nocturna in Re Major op. 42 (aranjament al Serenadei op. 8 din 1803).

% Instrument mecanic cu 100 de voci, a cirei sonoritate o poate echivala pe cea a unei orchestre. A fost creat in
jurul anului 1800 de Johann Nepomuk Méeltzel (1772-1838), care este si inventatorul metronomului.
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instrumentului, glissando, staccato volant, riccochet, fouetté) se incadreaza in
categoria de procedee de diminuare a nuantei, fie prin reducerea valorii
sunetului, ca in cazul tehnicilor de mana dreapta, fie prin efecte armonice, cum
sunt pizzicato de mana stanga sau flageoletele.

Analizand scriitura pentru violda, se poate remarca o concordantd intre
evolutia sa din punct de vedere al constructiei si implicit a tehnicii
instrumentale, si numarul de lucrari dedicate.

Dupa perioada utilizdrii masive a violei in creatiile pentru muzica de
camera, precum si in cele solo din secolul al XVIll-lea si primul sfert al
secolului al X1X-lea, se observa, incepand cu anul 1820, o disparitie progresiva,
care intre anii 1845 si 1870 a condus la o stagnare a creatiilor pentru viola.

Asadar, catre mijlocul secolului al XVIl1I-lea, necesitatea utilizarii violei
creste constant si rapid. Dimensionarea este de acum controlatd si ajunge in
scurt timp, Tnainte de anul 1800, la o lungime medie a corpului de 38,7 cm, cu
doar aproximativ 3,5 - 5 cm mai mare decat cel al viorii. Din punct de vedere
muzical, viola de dimensiuni reduse era, pentru perioada clasica, justificabild in
totalitate, deoarece putea satisface timbral si dinamic cerintele cercurilor
restranse ale aristocratiei de la curte, care constituia baza culturii muzicale a
epocii.

Odata cu razboaiele napoleoniene si cu inceputul secolului al XIX-lea, se
remarca fluctuatii in ceea ce priveste numarul de viole construite. Perioada de
sfarsit al secolului al XVIII-lea corespunde cu cea a cresterii numarului de
muzicieni de curte, cand dispar duo-sonata si trio-sonata baroca (de regula fara
viold), sau ansamblurile instrumentale cu coarde ale Clasicismului (de la duo-uri
pana la cvintete, de cele mai multe ori cu viola).

In prima jumitate a secolului al XIX-lea, deschiderea vietii muzicale
publice prin spectacole in sali de concert de dimensiuni mai extinse conduce la o
expansiune a creatiilor simfonice. Viola de mici dimensiuni devine
nefunctionald in ansamblurile orchestrale mari, interesul compozitorilor pentru
virtuozitate ale instrumentului, si in consecinti productia de viole mici scade. In
timp ce compozitorii nu par sd fie interesati de viold ca instrument solistic,
aceasta va castiga un loc foarte important in orchestra, aspect care a condus,
dupa anul 1870, la dezvoltarea unei noi scriituri pentru viola si la intensificarea
preocuparii pentru utilizarea violei ca instrument de acompaniament cu
interventii solistice.

Se dezvolta astfel un repertoriu de lucrari solo pentru viola, viola si pian,
viold si orchestrd, Tn care predomind tehnica instrumentald specifica,
compozitorii exploatdnd in special registrul mediu si grav. ,,Noua” muzica
pentru viold nu evita efectul ocazional al depasirii zonei timbrale caracteristice,
dar creatiile releva faptul ca viola mare, plind de rezonanta, a sfarsitului de secol
al XIX-lea, nu este instrumentul adecvat pentru virtuozitate, ci are alte calitati.
Acum sunetul sdu propriu, timbrul sdu particular, este reflectat cu precadere in
melodii ample desfasurate in registrul mediu si inalt, iar pasajele in duble coarde
contin intervale care nu depasesc sexta si septima, urmarindu-se mai putin latura
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tehnicd §i mai mult evidentierea timbrala. Augmentarea constantd a lungimii
corpului violei, care in jurul anului 1890 va atinge dimensiunea medie de 40 cm,
devine astfel o necesitate pentru sonoritatea ampla a noilor creatii solistice,
precum si pentru orchestra simfonicd moderna.

Dimensiunea instrumentului a fost, de-a lungul istoriei un subiect extrem
de interesant. Cand viola a fost recunoscuta ca entitate bine definitd, o
controversd violentd, relativ la dimensiunile acesteia, a rascolit respectiva
perioada. Lionel Tertis* s-a opus violelor de dimensiuni reduse, prima lui viola
fiind o Montagnana mare, al carei corp depasea 43 cm. Utilizarea acestui
instrument de-a lungul anilor i-a creat probabil o tensiune uriaga in bratul stang,
care in final I-a obligat sa renunte la interpretarea in public, despartire dramatica
pentru un artist extrem de implicat si devotat intereselor violei.

In timp, instrumentele suporti transformiri similare si proportionale
asupra gatului, tastierei si formei interne, pentru cresterea tensiunii asupra
corzilor, stralucirii timbrului si optimizarea pozitiei pentru méana stinga. In
secolul al XX-lea, asemenea experimente si valorificari acustice au influentat
evolutia instrumentului §i au contribuit la extinderea corpului acestuia,
culminand cu modelul , Tertis” (43,5 cm) dezvoltat de Lionel Tertis si Arthur
Richardson, in anii’ 30.

Armonia secolului al XX-lea, din ce in ce mai diferita si aflatd intr-0
permanenta evolutie si diversificare, conlucreaza la inventarea unor configuratii
instrumentale optime exprimdrii artistice. Cu toate ca limbajul armonic
influenteaza in mod perceptibil creatia muzicald pentru viola, el este
deasemenea deschis structurilor traditionale, care promoveaza virtuozitatea,
stralucirea tehnica. In aceastd directie se contureazi si sonata pentru viold, a
carei frecventd a cunoscut o mare amploare in secolul al XX-lea. Numarul si
complexitatea lucrarilor de gen sunt determinate de stilul componistic, dar si de
cunoasterea tot mai profunda a tehnicii interpretarii la acest instrument. Un aport
considerabil 1n aceasta privinta l-au avut mari interpreti ca Lionel Tertis, care a
intreprins o activitate de adevarat pionierat pentru recunoasterea calitatilor violei
si impunerea acesteia ca instrument solistic®!, sau William Primrose, care a
militat pentru separarea stilului interpretativ diferit pe viola fata de vioara, si
care a colaborat indeaproape cu multi dintre compozitorii secolului al XX-lea,
dintre care unii i-au dedicat lucrari importante pentru repertoriul actual®.

Abstract: In this paper Viola, timbre identity we had follow the construction of the
instrument in interdependence with the developement of instrumental technique, of aesthetic
design and musical writing. Analysing the viola repertoire, one can notice a correlation

30 | jonel Tertis (1876-1975), violist englez, s-a numarat printre primii violisti care au cunoscut faima mondiala.
A compus cateva lucrari si a efectuat numeroase transcriptii pentru viola de la vioara sau de la alte instrumente (a
transcris pentru viold Concertul pentru violoncel de Elgar), aspect important pentru perioada in care repertoriul
violei numara destul de putine lucrari.

31 A detinut si a cantat pe celebra viola Montagnana, construita in 1717, de dimensiuni neobisnuite (cca 43,2 cm)
pentru a obtine un sunet mai amplu. William Walton i dedica in 1929 Concertul pentru viold §i orchestra,
interpretat insa in prima auditie de Paul Hindemith.

32 Bela Bartok ii dedica Concertul pentru viola si orchestra, iar Benjamin Britten scrie pentru el Lachrimae
pentru viola si orchestra de coarde.
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between the evolution in terms of construction of the instrument and thus the instrumental
technique, and the number of works dedicated to this instrument. After the massive use of
viola in the works of chamber music and solo in the XVIII th century and the first quarter of
the nineteenth century, it may be observed, since 1820, a gradual disappearance that between
1845 and 1870 led to a stagnation of creations for viola. In the twentieth century, performers
and composers like Tertis, Primrose and Hindemith developing solo and chamber music
repertoire for the viola, so the size of the instrument is amplified and the interpretative
potential is significant customized in relation with violin.

Key words: viola, chamber music, instrumental techniques

The classification of the instruments takes into account different research
methods from various domains. A first criterion is the one which depends of the
acoustics and determines the instrument’s type depending on the type of the free
oscillation. According to this criterion we can classify the sound sources as
following:

1. Cushioned musical instruments (non-preserved); here we may include the
piano, the harpsichord and some percussion instruments (the small drum, the
xylophone, the tambourine, the kettledrums, the castanets, etc.).

2. The non-cushioned musical instruments (preserved); here we may include
the musical instruments which are capable to preserve and maintain the sound
(the string instruments, the wind instruments, the human voice, the organ, etc.).

Jean Claude Risset associates these two classes with the human voice (the
non-cushioned instruments which lead and sustain the sound) and with the
percussion (the cushioned instruments- the sound is a priori debut controlled and
only at its debut)*.

The instruments can also be classified by the way in which the sound is
produced: string instruments, wind instruments, percussion and human voice.
Hector Berlioz* classifies the musical instruments as following:

1. String instruments — with bow (violin, viola, viola d'amore, cello and bass),
pinched (harp, guitar and mandolin), keyboard (piano).

2. Wind instruments — with reed (oboe, English horn, bassoon, contrabassoon,
clarinet, bass clarinet, saxophone) without reed (flute and piccolo), keyboard
(organ and concertina) with brass mouthpiece (horn, trumpet, cornet, tuba,
ophicleide) with wood mouthpiece (Russian bassoon), human voice (of woman,
man, child and castrated).

3. Percussion instruments— with fixed and appreciable sounding (eardrum,
antique cymbals, Glockenspiel, keyboard harmonica, bells), with
undeterminable sounding which can produce different sounds and sound effects
(bass drum, small drum, Basque drum, triangle and tam-tam).

Considering the material they are made of, in China there were eight
classes of instruments® while in India there were four types®. One of the most

%3 Jean-Claude Risset, Timbre, in: Musique, une Encyclopédie pour le XXle siecle, op. cit., page 137
34 Berlioz, page 2
% |nstruments made of stone, wood, metal, leather, baked clay, silk, bamboos, gourd, cf. Dem. Urma, page. 118.

36 V. Ch. Mahillon takes into consideration this classification taken from the Indian theoreticians: instruments
which are string-phones, air-phones, membrane-phones and auto-phones.
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systematized classifications is the one made by the Romanian composer
Alexandru Pascanu® which completes the system of Berlioz with the extra
musical instruments as the electronic organ, the thunder machine, the electric
piano, the electric guitar and the Martenot waves. All the classifications include
the viola in the non-cushioned sound class of instruments with strings and bow.
The evolution of the viola is linked to the viola da braccio family which
included the lute and the lira. The very first musical instrument with strings and
bow was the ravanastron which was made of a resonance box of small
dimensions, a long and thick neck and two strings. The bow was short and
convex and the instrument has encountered many changes throughout history. In
the 16" century, in the Arab countries, it was known as the rebab and after that,
in Spain, it turns into rebec, an instrument which can be held both on the knee,
like the rebab, as well as on the shoulder. In the 18" century the rebec is
“Imported” in Europe along with the conquest of Spain by the Muslims.

Lira da braccio, 15" century

In that period of time the bow had ,,a convex rod bent in the opposite
direction of the hairpieces, while forming a true bow and had no mechanism for
changing the voltage hair”®®. Later on, the rebec is replaced in the classical

37 Alexandru Pascanu, Despre instrumentele muzicale (About the musical instruments), Editura Muzicala,
Bucuresti, 1980

%8 Edouard Melkus, Le violon, Edition Van de Velde/Payot Lausanne, Paris, page. 15

61



music with the viela but in the Europe of 18" century these two instruments
coexist. In the 10™ century the viela, the first musical instrument equipped with
a gag, goes through some changes: appear two side holes (instead of one central
round hole), emerge the straps, and since the 16"™century will be provided with
five strings and a crooked gag. In Italy the viela is known as the lira da braccio
and meanwhile appears the family of the viola characterized by a differentiated
ambitus and three of four strings. Thereby, starting from the 16" century the
viola and the violin coexist in the viola da braccio family and they are being
differentiated by the current attunement. The shiny timbre and its technical skills
impose the violin as a solo instrument, such that until the 19" century the viola
was considered as the “poor relative of the violin”, a preconception taken even
by the composers which assigned it especially accompaniment music sheets.
Yet, in the orchestration Treaty, Berlioz recognize its special timbre qualities,
affirming that the viola is "as agile as the violin, the sound of its grave strings
has a special biting accent, the sounds of the shrill are shining through their
passionate and grieving accent and its profound melancholic timbre differs from
that of other stringed instruments.”*

The differences between the violin and the viola result from the
dimensions of the two instruments and implicitly from the tension of the strings
and the pressure exercised by these of the gag. In the case of the violin the
tension of the strings is approximately 30kg/f, the pressure on the gag is 12kg/f
and the pressure of the bow on the string varies around 0,1kg/f. Taking into
account the fact that the resonance box of the viola is 2-6 cm bigger than the one
of the violin, it results that also the tensions and the pressure of the bow on the
string are going to be bigger and therefore the viola need a shorter and heavier
bow than the violin. Being an accessory by the instrumentality of which “the
musician can transmit his whole sensibility and can modulate the vibration, the
duration, the tension, the intensity and the articulation of the sound”*, starting
from the Renaissance, the bow progressively transforms itself.

In the 17" century the stick becomes even more delicate, it loses its
convex shape and the peak takes a conic structure. In the 18" century the Italian
bows are the first ones equiped with a tightening hair system (screw).
Archangelo Corelli, Cramer, Francois-Xavier Tourte, G. B. Viotti, Dominique
Pecatte, Francois-Nicolas Voirin — they all have brought successive
modifications to the construction, shape and dimension of the bow in order to
obtain the actual modern bow. Edouard Melkus affirms the fact that ,,the modern
bow is superior from the resistance and elasticity perspective, being optimum for
a rich, expressive, well sustained and marked singing."*!

Another defining aspect in sound producing process is the dimension of
the strings. Thereby, taking into account the fact that the thickness of the viola’s
strings is greater, the reactivity is also much slow and thus involving an

39 Berlioz, 54

0 Emmanuel Jaeger, Frédéric Laurent, Jean-Michel Molkhou, Encyclopédie Le violon des hommes, des oeuvres,
CD, Ed. Accord Parfait et Les Editions Montparnasse

*! Edouard Melkus, page. 26
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increased energy intake within the assembly for the printing of the oscillatory
movement of the string and achieving a simultaneity chord "attack™. In the case
of strings and bow instruments, the sound produce itself more slowly comparing
to the sound of the piano or wind instruments and this is due to the fact that the
touch of the bow doesn’t entail in an immediate vibration on the entire string
length, so that in the process of the perception firstly appear the superior
harmonics and only after that the fundamental sound.

In its semiotic meaning as a significant, the sound finds itself in a direct
relation with the instrumental evolution, while its parameters are enhanced
depending on the stylistic intentionality. Until the moment of its own expressive
capacity manifestation (in the 16™ century), the instrumental music serves as
accompaniment for the religious ritual or for dance. Along with the Renaissance,
when the first timbre instrumental concept is formulated, also appear the classes
of the instruments organized in families of four compasses delimited by the
vocal music pattern (soprano, alto, tenor and bas). The instruments’ classes are
grouped on the principle of the functionality the usability in the assembly:
keyboard instruments, strings and bow instruments, plucked stringed
instruments and wind instruments. The developing of the instrumental
technique, the appearance of the ricercar®” and the synthesis between the vocal
and the instrumental style will lead to the diversification of the sonorous colour
and to a new timbre conception.

Until the end of the 17" century and the beginning of the 18" century,
some of the Renaissance instruments disappear and modern ones like the violin,
the viola, the cello, the double bass, the piano® and the wind instruments coexist
along with the harpsichord, the organ or the viola d’amore.

The appearance of new instrumental genres, but mostly of the polyphonic
writing supremacy, which represents by itself an expression and colour factor,
stop the evolution of the timbre expression. On the other side, new shapes of
freedom appear concerning the usage or replacing some instruments in certain
formations, a timbre randomization which manifests itself by the end of the 17"
century. **

The historical moment of the timbre particularization emphasis imposed
by the homophonous writing is brought along with the chamber, concert and
symphonic music style through the School of Mannheim. Here takes place the
shaping of the dramatic conception making use of the crescendo (a dynamic

*2 An instrumental work initially placed between improvised dances (known as fantasy in England and France);
its stylistic profile includes the idea of the contrapuntal development of a free theme starting from the polyphonic
motet. Adriaan Willaert (1492-1562, Flemish composer) is considered to be author of the genre which develops
and of which successive transformations will lead to the appearance of the fugue which is at some point confused
with (ricercari from The musical offering by J. Seb. Bach).

43 Appeared in 1698, a creation of the fiddle maker Bartolomeo Cristofori, the piano, of which sonority doesn’t
match the musical taste of an époque dominated by the genre of the opera and the continuous bass technique,
becomes, after year 1770, an instrument of high interest both for the musicians (due to its polyphonic capacities)
as for the public and will dominate the romantic époque (the 19" century) through its technical and expressive
dimension.

* For example, Giuseppe Torelli doesn’t specify the instruments for the Sonate a tre (1686) and in 1687 he
composes The Symphony for 204 instruments op. 3 without specifying the instruments.
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element of the Mannheim School), of the new forms and classic genres also of
the specific techniques of the thematic analysis (the development principle, the
motif processing principle and the equilibrium and contrast principle). The
timbre of the modern instruments is firstly highlighted by the concert repertoire.
The baroque concert genre is developed by W. A. Mozart through a new
creation with a significant timbre for violin and piano and also for all the wind
instruments. Along with the works for traditional assemblies (melodic
instrument with accompaniment, trio with strings, quartets with string, quintets
for piano), Mozart extends the area of the chamber genre and creates some
unique timbre juxtapositions between heterogeneous instruments but from
different classes and families of instruments® while crystallizing and
accentuating the expressive power of the melodic instruments. In this context,
the solo creation for viola is also illustrated by works dedicated to violin-viola
binominal like Symphonia Concertante, K. 364 (1779), Duo in Sol Major K.
423, Duo in Sib Major K. 424 — unique work in the entire Viennese classic
creation. It is remarkable to observe the fact that in these works Mozart deals
the viola in a solo manner, while making use of some equal level of violin
virtuosity music sheets (of even equal spirit).

The predominant instruments in the chamber and solo music creation of
L. v. Beethoven, are the piano, the violin and the cello, even though he dedicates
chamber music sheets also to the viola*® and the double bass and to the majority
of the wind instruments (except for the trombone). The septet in Min Major Op.
20 (1799-1800), may be considered borderline work between chamber music
and symphonic music. This piece is dedicated to Queen Maria Teresa and is
composed for clarinet, horn, bassoon, violin, viola, cello and double bass in 6
moves and in 1803 the composer wrote it again for clarinet (violin), cello and
piano. The concern for the timbre aspect also manifests itself in works dedicated
to the mandolin and to the panharmonicon®’ — a new instrument at that time.

The 19" century is dominated by the aesthetics of the Romanticism which
brings new elements of language and shape expressiveness to the musical
creation. The instrument which captures the attention of the creators is the piano,
whose technique develops and diversifies due to the remarkable interpreters and
composers of that époque, reaching the climax through its style with wide
variety of colours of Fredéric Chopin and by the instrumentality of the
unparalleled virtuosity of Franz Liszt. Being unique in the entire history of the
cello interpretation, Niccolo Paganini revolutionizes the art of this instrument

*>Duo in B moll Major for Horn and CelloK.292 (1775), Quartets for Flute, Violin, Viola and Cello in: D Major
K. 285 (1777), G Major K. 285a (1778), C major K. 285b (1781-1782), A Major K. 298 (1786-1787) Quartet for
Oboe, Violin, viola and cello in F Major K. 370 (1781), Quintet in Si Major for Horn, Violin, 2 violas and Cello
K.407 (1782), Sonata in C Major for Violin and Bassoon K.46 E (1786), Quintet in A Major for Clarinet, two
Violins, viola and cello K. 581 (1789), Trio in B moll Major for 2 violins and bassoon K.266 (1777), the Si
Major Trio for Piano, clarinet and viola K.498 (1786), Minuet for 2 flutes, 2 violins, viola and bassoon A minor,
K. 61gand (1770).

*Duo for viola and cello in Si Major (1796-1797), Serenade in D Major for flute, violin and viola (1801),
Nocturne in D Major Op. 42 (arrangement of Serenade op .8 of 1803).

" A mechanical instrument with100 voices - a sonority which can equate to that of an orchestra. It was created
around year 1800 by Johann Nepomuk Méeltzel (1772-1838), which is also the inventor of the metronom.
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and not only. The sound effects reinvented by Niccolo Paganini (pizzicato of left
hand, flageolete and double flageolete, fast thirds tempo chains, sixths,
encrypted octaves and tenths, the rapid expansion in the total texture of the
instrument, glissando, staccato volant, riccochet, fouetté) fits in the category of
shade reduction procedure or by reducing the value of the sound, as for right
hand techniques, or by the instrumentality of harmonic effects as pizzicato of
left hand or flageolete.

While analysing the writing for the viola it can be remarked the
accordance between its evolution (from the construction and instrumental
technique point of view) and the number of dedicated works. After the period
when the viola was very much used in the creations of chamber music and also
the 18" century and first quarter of the 19"century solo creations, it can be
observed, starting from the year 1820, a progressive disappearance which
between 1845 and 1870 led to a stagnation of the works for viola. Therefore, by
the middle of the 18" century the necessity of using the viola grows constantly
and fast. The dimensioning is now controlled and it shortly reaches, before
1800, a medium length of the body of 38.7cm, with only about3.5 to 5¢cm larger
than the violin. From a musical point of view, the small viola was, for the classic
period of time, totally justifiable and that is due to the fact that it could satisfy
the timbre and dynamic requirements of the restricted aristocratic court circles
which was the very basis of the music culture of that époque.

Along with the Napoleonic Wars and the begging of the 19" century, it
can be remarked fluctuations concerning the number of the built violas. The end
of the 19" century corresponds to the period of the court musicians, when the
baroque duo-sonata and trio-sonata disappear (without the viola) and also the
strings instrumental classic assemblies (from the duos to the quintets, mostly
with the viola).

In the first half of the 19™ century the opening of the music public life
through performances in larger size concert halls leads to an expansion of the
symphonic creations. The small viola becomes useless in the big orchestral
assemblies, the interest of the composers for the solo repertoire of the viola
lowers and this is why, due to the limited virtuosity possibilities of the viola, the
production of the small violas lowers. While the composers do not seem so
interested on the viola as a solo instrument, the viola will gain a very important
place in the orchestra, an aspect which led to the development of a new writing
for the viola after the year 1870 and to the intensification of the concern of using
the viola as an accompaniment instrument with solo interventions.

It thus develops a solo works repertoire for viola, viola and piano, viola
and orchestra, in which the instrumental specific technique prevails while the
composers mostly cultivate the medium and the low register. The new music for
the viola does not avoid the occasional effect of overcoming the characteristic
zone timbre but the creations reveal the fact that the big viola of the end of 19"
century, full of resonance, is not the adequate instrument for virtuosity, but for
other qualities. At this very moment, its particular and own sound is
predominantly reflected in wide melodies carried in the medium or high register
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and the double strings fragments contain intervals which do not cross the sixth
and the seventh while also less pursuing the technical side and more the timbre
highlighting. The constant augmentation of the viola’s body length, which
around year 1890 reaches the medium dimension of 40 cm, thus becomes a
necessity for the ample sonority of the new solo creations and also the modern
symphonic orchestra.

Throughout history, the dimension of the instrument was a very
interesting subject. When the viola was recognized as a well-defined entity, a
violent controversy stirred at its dimensions that very period of time. Lionel
Tertis*® opposed the small violas and his first viola was a big Montagnana of
which body exceeded 43 cm. The using of this instrument along the years
probably created him a huge tension in the left arm which, finally, obliged him
to quit the public interpretation — a dramatic break-up for a very involved and
devoted viola artist. Over time, the instruments go through similar
transformations on the proportions of the neck, the fingerboard and the internal
shape in order to increase the tension on the strings, the brightness of the timbre
and the optimization of the left hand’s position. In the 20™ century this kind of
experiments and acoustic valorisations have influenced the evolution of the
instrument and also have contributed to the extension of its body, culminating
with the “Tertis” pattern (43,5 cm) developed in the 30’s by Lionel Tertis and
Arthur Richardson.

The harmony of the 20" century which is increasingly more different and
in a permanent evolution and diversification, works at the invention of some
optimal instrumental configurations for the artistic expression. Although the
harmonic language perceptibly influences the musical creation for the viola, it is
also open to the traditional structures which promote the virtuosity and the
technical polish. In this direction also emerges the sonata for viola of which
frequency has known great amplitude in the 20" century. The number and the
complexity of this kind of compositions are determined by the compositional
style and also by the more profound knowledge of the interpretation technique
for this instrument. A significant contribution in this respect have been great
performers as Lionel Tertis which undertook a truly pioneering activity in
recognizing the qualities of the viola and imposing it as a solo instrument® or
William Primrose which militated for the separation of the interpretative style
for the viola from that for the violin and which closely collaborated with many
of the 20" century composers some of whom have dedicated him important
works for the current repertoire.*

8 ionel Tertis (1876-1975), English violist, was one of the first violists which knew worldwide fame. He
composed some works and made numerous transcriptions for viola from violin or from other instrument (he
transcribe the cello Concert by Elgar for viola) - an important aspect for the period in which the viola repertoire
included quite few works.

**He owned and played on the famous Montagnana viola of unusual dimensions (43, 2 cm) built in 1717, in
order to obtain a more ample sound. In 1929 William Walton dedicates it The concert for viola and orchestra
interpreted for the first time by Paul Hindemith.

%0 Bela Bartok dedicates him the concert for viola and orchestra and Benjamin Britten writes for him Lachrimae
for viola and strings orchestra.
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7.REPERE INTERPRETATIVE IN CREATIA CAMERALA
MOZARTIANA

INTERPRETATIVE GUIDANCE IN THE MOZARTIAN CREATIVE
CHAMBER

Lucia Diaconu®™*

Rezumat: Caracterizata prin simetrie §i echilibru, forma de tip clasic se circumscrie
principiului suplu al rotundului, cu puncte plasate echidistant in arhitectura lucrarii si cu
linii drepte (cu semnificatie de simplitate si limpezime), de dimensiuni mai ample decdt cele
ale Barocului, dar mai reduse si mai drepte decdt cele ale Romantismului. Simplitatea
detaliilor si coerenta semantica a acestora genereazd o dramaturgie de tip neconflictual, in
special la Haydn si Mozart.

Cuvinte cheie: forma muzicald, semantica muzicald, clasicism

I. Cristalizarea genului cameral

Emanciparea liniei melodice si implicit a conceptului timbral, precum si
echilibrul dintre unitate si diversitate in continut, conduc la cristalizarea a doua
principii definitorii ale gandirii muzicale clasice - principiul tematismului si cel
al contrastului. Astfel se conturcaza si se cristalizeazd forma de sonatd
bitematica, al carei continut dramatic se alcatuieste din stari contrastante, dar
neconflictuale. Sub diverse alcatuiri (cu coda, cu cadentd, fara dezvoltare, cu
dublad expozitie, etc.), sonata bitematica intra in structura genurilor concertant,
simfonic si cameral.

Aparitia tipului clasic de Trio cu pian a necesitat un timp indelungat si
bogat 1n actiuni convergente. Au existat mai intai acele Sonate a tré in care doua
instrumente reprezentau vocile superioare, iar cea de a treia, de obicei violoncel,
vocea inferioara sau basul. Se poate afirma, asadar, ca aparitia unui prim model
al trio-ului cu adevirat clasic in structura si spirit se petrece in conditiile
consolidarii unor noi genuri muzicale si a stabilizdrii muzicii de camera in
ansamblul aspectelor ei definitorii.

Cel care cristalizeaza genul este Mozart, pe un teren pregatit si exemplar
cultivat de Haydn, ducand la capat drumuri si sugestii pornite din creatiile unor
autori precum Carl Philipp Emanuel si Johann Cristian Bach, Richter,
Eichner, Schubert sau Reber, Reicha si Baillot. In epoci (la mijlocul secolului
al XVIlll-lea) orice lucrare putea fi aranjata conform uzantelor, pentru clavecin si
violind cu violoncel, in stil monden, fara prea multe complicatii, astfel incat
aceasta perioada abunda in astfel de creatii. De asemeni, un alt element puternic
1l constituite muzica de ,,divertisment”, inepuizabila in formule, solicitata si
pretuita.

5t Lecturer PhD, 5t “George Enescu” University of Arts from lasi of Romania
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Il.  Repere tehnico-interpretative

1. Divertismentul in Sib Major KV 254

Prima parte a Divertismentului in Sib Major este diversa din punct de
vedere pianistic, desi nu prezintda dificultati majore. Scriitura este dominata de
sunetele duble - tertele, sextele si octavele, in Staccato sau non legato, precum si
de arpegierea melodicd a acordurilor (m. 50-53,m. 58-61, m. 183-186, m.191-
194), care necesitd asezarea pe primul sunet al grupului, farda accent insa.
Ornamentele sunt prezente sub forma de:

1. grupetto arpegiat - in tema | (m. 1, m. 9, m. 82, m. 134) - se realizeaza
anticipat, pentru ca sunetul real sd se sincronizeze cu vioara si violoncelul.

2. - tril scurt cu incheiere incadrata in valoarea timpului (m. 17-20, m. 150-153)
- tril cu doua articulari, pentru a nu depasi valoarea de optime. O alta posibilitate
de redare ar fi prin grupet, rezultat dintr-o singura articulare de tril si cele doua
saisprezecimi de incheiere.

- tril lung plasat in finalurile cadentiale (m. 73, m. 101), care necesita

realizarea in cresc.
3. - apogiaturi lungi, notate conventional (m. 15-16, m. 21-22, m. 55-57, m. 63-
64, m. 74, m. 76, m. 168-169, m. 174-175, m. 188-190, m. 207, m. 209) -
apogiatura devine saisprezecime reald si se realizeaza pe timp, cu degetul 4 (cu
exceptia celei de la mas. 175), pentru a o sublinia, fard a o accentua. Desi in
editia utilizata aceste apogiaturi sunt in non legato, propunem emisia in legato,
datoritd sincronizarii sonore a timpului 3 (pe care sunt plasate de cele mai multe
ori) emis in legato celelalte voci.

- apogiaturi scurte, notate ca formule ritmice - saisprezecime-optime cu punct
(m. 45-49, m. 178-182), realizate cu subliniere prin ridicarea mainii intre
formule.

Manierele de emisie cele mai frecvente sunt staccato-ul scurt (in special in
registrul grav al mainii stangi) si legato-ul de doua sunete, cu sublinierea
primului sunet. Pedala poate fi utilizata pe inceputul timpilor (varf de pedald),
pe fp si pe structurile acordice.

Partea a ll-a este ornamentata cu apogiaturi lungi (m. 8, m. 12-14, m. 24,
m. 34-36) care devin valori reale (pe timp). Apogiaturile din tema (m. 4-5, m.
24-25), desi sunt notate ca apogiaturi lungi, se realizeaza anticipat, intrucat
preced o formula punctata (care ar deveni sincopa, prin integrarea apogiaturii in
valoarea timpului). Propunem emisia in legato pentru toate tipurile de
apogiaturi, pentru a sublinia parte accentuata de timp. Un alt tip de ornament il
reprezinta grupetul notat in valori reale, specific temei a ll-a (m. 7, m. 9, m. 15,
m. 29, m. 31), care se realizeaza cu ridicarea anticipatd a mainii, pentru a
sublinia primul sunet al grupului. Ca maniera de emisie, Partea a Il-a este
dominata de legato (in special in tema I) si non legato (preponderent in tema a
I1-a). Pedala poate fi utilizata in acompaniametele acordice (m. 7, m. 9-13, m.
15, m. 17, m. 29, m. 31-35), pentru sustinerea fiecarui acord, precum si in
salturile mai mari de o octava, pentru cursivitatea liniei melodice (m. 3, m. 6, m.
12, m. 14, m. 21, m. 34).
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In Partea a Il1-a partitura pianistici este dominati de emisia legato si non
legato, cu exceptia momentelor in staccato de la mas. 53-54 (game descendente
la mana stangd) si de la mas. 95-97 si mas.151 (temd preluatd de la vioara, la
mana dreaptd). Pentru sincronizarea cu vioara, propunem utilizarea emisiei in
staccato la mana stanga si in acompaniamentele n ostinato de la mana stanga
din mas. 9-13, mas. 95-98, mas. 228-231, in care vioara prezintd temele in
registrul acut, in manierd staccato. In aceste pasaje, propunem insi utilizarea
unui varf de pedala pe inceputul fiecarui timp, datoritd nuantei ample (f) si
figuratiei de la méana dreaptd (acorduri desfasurate arpegiat). Pasajele de
velocitate in saisprezecimi (m. 45-54, m. 128-131, m. 160-163, m. 176-185) se
realizeaza non legato si fara pedala, fiind constituite din game si figuratii de
broderie.

Articularea degetelor (supla si egald) si digitatia in aceste pasaje sunt
elemente de dificultate tehnico-interpretativa, datorita tonalitatii (Sib Major) si
cromatismelor pasagere. Momentele de acompaniament acordic la mana stanga
(m. 33-36, m. 164-167) in nuanta ampla (f) necesita utilizareca pedalei pe
inceputul timpilor, intrucét caracterul este cantabil, legat, iar emisia este non
legato. In momentele de acompaniament armonic de la mana dreapti, (m. 56-
59, m. 187-190) poate fi utilizata pedala pe toata durata ostinato-ului, pentru a
sustine legato-ul vioara si mana stanga. Emisia in legato este de dimensiuni
reduse, fiind de cele mai multe ori sincronizati cu vioara sau cu violoncelul. In
sectiunile B legato-ul este de tip anacruzic (m. 66-68, m. 197-199) si se
realizeaza prin ridicarea mainii, fard accent insd, si cu subliniere din varf de
pedalda. Din punct de vedere al ornamentatiei, in Partea a III-a sunt prezente
trilurile scurte, pe patrimi - fara incheiere (m. 38-40, m. 137, m. 149, m. 154, m.
169-171) si pe optimi - cu Incheiere specificata metric (m. 65, m. 145, m. 197),
si trilul lung, tip pedald (m. 159), care se realizeazd n nuantd egald, in p, cu
viteza mare, pentru a sublinia contrastul cu fragmentul urmator precum si pentru
a permite detasarea dialogului dintre mana stanga si vioara. Toate apogiaturile
sunt lungi (m. 42, m. 44, m. 80-83, m. 87-88, m. 134, m. 136, m. 172, m. 174,
m. 211-212, m. 215-217, m. 239, m. 241, m. 253) si se canta in legato, subliniat
(fara accent 1nsa).

Divertismentul in Sib Major prezinta o partiturd pianistici de 0 mare
claritate, cu pasaje de velocitate de tip game si arpegii, cu acompaniamente de
tip figurat (bas Alberti sau arpegiat) sau in ostinato acordic. Emisia este
predominant in non legato sau in legato de mici dimensiuni, cu sublinierea
primului sunet din legato. Pedala se utilizeaza scurt, pedale mai lungi fiind
posibile doar in fragmentele de acompaniament acordic in ostinato, suprapus
unor fraze in legato la instrumentele de coarde sau la mana stanga la pian.

2. Trio In Mib Major KV 498
Prima parte a lucrarii prezintd o partiturd pianistica spatiata, in care
problematica esentiald o constituie adaptarea sonoritatilor la acest ansamblu atat
de eterogen. Astfel, tema a ll-a prezentata de clarinet (in expozitie) si de viola
(in reprizd) este acompaniati la pian prin figuratii armonice similare. In
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prezentarea de catre clarinet (m. 25-31), pianul poate sustine acompaniamentul
cu o sonoritate mai deschisd, datoritd timbrului mai patrunzator al
instrumentului. In prezentarea tematica a violei insa (m. 98-106), pianul trebuie
sd utilizeze o sonoritate mai inchisd, si propunem in acest sens emisia cu
articularea degetelor de langa clape, o articulare mai sustinutd, mai redusa
dinamic. De asemenea, prezentarea temelor I si a II-a de catre pian (m. 13-15,
m. 86-88, m. 107-108- tema I, si m. 35-44-tema a ll-a) este acompaniata de
viold prin figuratii arpegiate, sustinute de pedala clarinetului. In aceste
fragmente, viola necesitd o sonoritate mai sustinuta, iar pianul poate utiliza in
prezentarea temei a ll-a emisia portato, pentru sincronizarea sonora cu viola.
Linia melodicd este ornamentatd cu grupet incadrat metric, iar suprapunerile
instrumentale la octava sau tertd (m. 1, m. 5, m. 15, m. 88) prezinta dificultatea
sincronizdrii metrice. Propunem 1in acest sens sincronizarea respiratiei
ansamblului intre cele doua semne de legato. Un alt tip de grupet il reprezinta
grupul de doud sunete ascendente (m.4, m. 8, m. 77, m. 81) care se canta
incadrat metric, cu sublinierea primului sunet din grup, care devine parte
accentuata de timp. Grupetele notate conventional (m. 43-44) sunt plasate pe
optimi cu punct si se realizeaza sub forma de triolet. Apogiaturile (m.3, m. 7, m.
38, m. 76, m. 80) sunt plasate pe optimi si se interpreteaza ca apogiaturi scurte,
anticipate. Trilul din mas. 46 are valoare de pedala, si se realizeaza in crestere
dinamica, intrucat sustine o gama cromatica ascendentd, cu valoare de cadenta la
dominanta.

Partea a Il-a, in prima sectiune, are o scriiturd egala sub aspect metro-
ritmic, dar cu contur acordic, cu octave la mana stanga, in non legato (m.1, m. 5,
m. 28, m. 34-36) si in legato (m. 13, m. 29). Octavele in legato necesita pedala
pentru realizarea legaturii. Un alt aspect tehnico-expresiv in aceasta sectiune 1l
reprezintd contrastul dinamic, care se realizeaza cu ridicarea mainii si a pedalei
intre cele doud nuante contrastante. Acest procedeu este facilitat de legaturile
specificate in partiturd, legaturi care se intrerup Intre nuantele contrastante.
Aceastd sectiune nu prezintd nici un ornament. In sectiunea a II-a, primul
fragment (b) cu caracter acordic, contine triluri pe inceputul frazei de raspuns.
Emisia este Tn non legato, cu exceptia pasajului cromatic descendent (m. 55-57),
n legato. Al doilea fragment (b,) alterneaza pasaje de triolete la mana dreapta si
la mana stanga. Dificultatea constd in digitatia incomoda, in special la mana
stangd, precum si In imitagia tip canon, anacruzicd, din mas. 98-101, datorita
asimetriei metrice si mersului contrar intre cele doud maini.

Partea a Ill-a contine elemente de virtuozitate pianistica prin pasajele de
velocitate (m. 24-28, m. 43-58, m. 178- 184, m.197-200, m. 209-211), de tip
arpegiat sau de tip broderie, cu digitatii incomode §i cu usoare asimetrii
melodice. De asemenea, pasajul in triolete (m. 108-115) prezinta dificultatea
unor salturi in tempo rapid si In mers contrar intre cele doud maini. Acest pasaj
se realizeaza in non legato, iar pedala se poate utiliza pe inceputul timpilor,
pentru sublinierea lor sau pentru a sustine salturile. Un alt element de dificultate
tehnico-interpretativa il reprezinta tertele tematice (m. 116-119, m. 124-127, m.
146-149), care includ un triolet in saisprezecimi, in legato. Acest procedeu

70



necesita sincronizarea grupelor de degete 1n viteza si o digitatie adecvata, fie cu
1-1 pe baza ultimelor doud terte, fie cu intoarcere. De altfel, tertele sunt un
interval caracteristic al acestei parti. Ornamentatia este redusa la:

-apogiaturi lungi in primul pasaj de virtuozitate (m. 43-44) si apogiaturi
scurte in fragmentele cu caracter cromatic si modulatoriu (m. 137, m. 159) si in
ultima aparitie tematicd (m. 185).

- grupete notate conventional, plasate pe valori punctate (m. 11, m. 61, m.
187), interpretate sub forma de triolet.

- triluri de tip scurt fara incheiere (m. 31, m. 34) sau de tip pedala
concluziva (m. 50), cu incheiere specificata.

Trio KV 498 contine o complexa scriitura pianistica, in special in finalul
lucrarii, prin elementele de virtuozitate si prin exigentele unei sonoritati
adecvate componentei eterogene a ansamblului. Scriitura dialogata, imitatiile si
scriitura in contrapunct, precum si contrastele dinamice (fp) sunt elemente care
impun pianistului suplete si rafinament in emisia sonora.

Abstract: Characterized by symmetry and balance, the classic type form is circumscribed to
the slim principle of the round, with dots equidistantly placed in the architecture of the work
and with straight lines (with significance of simplicity and clarity), with sizes larger than
those of the Baroque, but smaller and straighter than those of the Romanticism. The
simplicity of the details and the semantic coherence of these generate a non-conflict type
dramaturgy, especially in Haydn and Mozart.

Key words: musical form, semantic musical classicism

I. Crystallization of chamber genre

The emancipation of the melodic line and consequently of the timber
concept, as well as the balance between unity and diversity in content, lead to the
crystallization of two defining principles of classical musical thinking —
principle of thematicism and the one of contrast. This is how it is outlined and
crystallized the form of bithematic sonata, whose dramatic content is made of
contrasting conditions, but non-conflictual. Under various embodiments (with
coda, with cadenza, without development, with double exhibition, etc.), the
bithematic sonata enters into the structure of concert, symphonic and chamber
genres.

The appearance of the classic type of Trio with piano required a long and
rich in convergent actions time. There were first those Sonate a tré where two
instruments were representing the upper voices and the third one, usually
violoncello, the lower voice or bass. It can be said, therefore, that the occurrence
of a first model of trio truly classical in structure and spirit is happening in terms
of strengthening some new musical genres and stabilizing the chamber music
through its defining aspects.

The one who crystallizes the genre is Mozart, on a field prepared and
exemplary cultivated by Haydn, accomplishing roads and suggestions started
from the creation of some authors as Carl Philipp Emanuel and Johann
Cristian Bach, Richter, Eichner, Schubert or Reber, Reicha and Baillot. In
time (at the middle of the eighteenth century) any work could have been
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arranged, according to the usage, for harpsichord and violin with violoncello, in
a modern style, without too many complications, so this period is replete with
such creations. Also, another strong instrument is the ‘entertainment’ music,
inexhaustible in formulas, sought and valued.

Il.  Technical and interpretative guidance

1. Entertainment in Sib Major KV 254

The first part of the Entertainment in Sib Major is diverse in terms of
piano, although it does not present major difficulties. The writing is dominated
by double sounds — tierces, sixths and eighths in staccato or non legato, as well
as by the melodic arpeggiation of chords (m. 50-53, m. 58-61, m. 183-186, m.
191-194), which requires the placement on the first sound of the group, but
without accent. The ornaments are presented in the form of:

1. arpeggiated grupetto in the first theme (m. 1, m. 9, m. 82, m. 134) - is
performed prior, so that the real sound to be synchronized with the violin and
violoncello.

2. — short trill with ending enclosed in the value of time (m. 17-20, m. 150-153)
- trill with two articulations, in order to not exceed the value of eighth. Another
possibility of rendition is by groupet, as a result of a single articulation of trill
and the two sixteenths of ending.

- long trill located in the cadential endings (m. 73, m. 101), which require the

execution in cresc.
3. — long grace-notes, conventionally denoted (m. 15-16, m. 21-22, m. 55-57, m.
63-64, m. 74, m. 76, m. 168-169, m. 174-175, m. 188-190, m. 207, m. 209) — the
grace-note becomes real sixteenth and it is executed on the measure, with finger
4 (except for that from mas. 175), in order to highlight it, without accentuate it.
Although, in the edition used, these grace-notes are in non legato, we are
proposing the emission in legato, due to the sonorous synchronization of
measure 3 (on which they are often placed), the other voices being emitted in
legato.

- short grace-notes denoted as rhythmic formulas — sixteenth-eighth with dot
(m. 45-49, m. 178-182), made with emphasis by raising the hands between
formulas.

The most common manners of emission are the short staccato (especially in
the high register of the left hand) and the legato by two sounds, with emphasis
of the first sound. The pedal can be used at the beginning of measures (tip of
pedal), on fp and on chordal structures.

The second part is ornamented with long grace-notes (m. 8, m. 12-14, m.
24, m. 34-36) which become real values (on measure). The grace-notes from the
theme (m. 4-5, m. 24-25), although noted as long grace-notes, are made in
advance because they precede a dotted formula (which would become syncope,
by the integration of grace-notes in the value of measure). We are proposing the
emission in legato for all types of grace-notes in order to underline the
accentuated part of measure. Another type of ornament is represented by the
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groupet noted in real values, specific to the second theme (m. 7, m. 9, m. 15, m.
29, m. 31), which is executed by raising the hand in advance, in order to
underline the first sound of the group. As type of emission, The second part is
dominated by legato (especially in the first theme) and non legato (mostly in the
second theme). The pedal can be used in chordal accompaniments (m. 7, m. 9-
13, m. 15, m. 17, m. 29, m. 31-35), in order to support every chord, as well as in
leaps higher than one eighth for the flow of the melodic line (m. 3, m. 6, m. 12,
m. 14, m. 21, m. 34).

In The third part the piano score is dominated by the emission of legato
and non-legato, except for the moments in staccato from the m. 53-54
(descendent scales at the left hand) and from the m. 95-97 and m.151 (theme
taken from the violin, at the right hand). To synchronize with the violin, we are
proposing the use of emission in staccato at the left hand and in the
accompaniments in ostinato from the left hand from m. 9-13, m. 95-98, m. 228-
231, where the violin presents themes in the high register, in staccato manner. In
these passages, we are proposing however the use of a tip of pedal at the
beginning of each measure, due to ample hue (f) and figuration of the right hand
(chords developed into arpeggiated manner). The velocity passages in sixteenths
(m. 45-54, m. 128-131, m. 160-163, m. 176-185) is made non legato and
without pedal, consisting of figuration of embroidery.

Finger articulation (smooth and equal) and fingering in these passages are
elements of technical and interpretative difficulty, due to tonality (Sib Major)
and to passing chromaticisms. Moments of chordal accompaniment to the left
hand (m 33-36, m 164-167) in the ample hue (f) requires the use of the pedal on
the beginning of times, as the character is sung, tied, and the emission is non
legato. In the moments of harmonic accompaniment from the right hand (m 56-
59, m 187-190) the pedal can be used throughout the ostinato to support the
violin legato and the left hand. The emission in legato is of reduced dimensions,
being often synchronized with the violin or violoncello. In B sections legato is
of anacrusis type (m 66-68, m. 197-199) and it is realized by raising the hand,
but without emphasis, and with emphasis from the top of the pedal. In terms of
ornamentation, in Part Il there are presented the short thrills, on quarters -
without closure (m. 38-40, m. 137, m. 149, m. 154, m. 169-171) and on eights -
with metrically specified closure (m. 65, m. 145 m. 197), and the long trill, pedal
type (m. 159), which is realized in equal hue, in p, at high speed, to highlight the
contrast with the next fragment and also to allow the detachment of the dialogue
between the left hand and violin. All grace notes are long (m. 42, m. 44, m. 80-
83, m. 87-88, m. 134, m. 136, m. 172, m. 174, m. 211-212, m. 215-217, m. 239,
m. 241, m. 253) and they are played in legato, highlighted (but without accent).

The entertainment in Sib Major presents a piano score of great clarity,
with velocity passages of range and arpeggios type, with accompaniments of
figurative type (bas Alberti or arpeggios) or in chordical ostinato. The emission
is predominantly in non legato or legato with small dimensions, underlining the
first sound from legato. The pedal is used in short, longer pedals being possible
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only in the fragments of chordical accompaniment in ostinato, overlapped to
some phrases in legato at the string instruments or at the left hand at the piano.

2. Trio in Mib Major KV 498

The first part of the work presents a spaced piano score, in which the
essential issue is to adapt the sonorities to this ensemble so heterogeneous. So,
the second theme presented by the clarinet (in the exhibition) and viola (in half)
is accompanied on piano by similar harmonic figurations. In the presentation by
the clarinet (m. 25-31), the piano can support the accompaniment with a more
opened sounding, due to the more penetrating timbre of the instrument. But in
presenting the thematic viola (m. 98-106), the piano should use a canned
sounding, and we propose in this respect the emission with the articulation of
fingers near the flaps, a more sustained articulation, more dynamically reduced.
Also, the presentation of themes | and Il of the piano (m. 13 - 15, m. 86-88, m.
107-108 - theme I, and m. 35-44 - theme 1) is accompanied by the viola through
arpeggios figurations, supported by the pedal of the clarinet. In these fragments,
the viola requires a more sustained sonority, and the piano can use in presenting
the theme Il portato emission, to synchronize the sound with the viola. The
melodic line is ornamented with grupet metrically framed, and the instrumental
overlaps in octave or thirds (m. 1, m. 5, m. 15, m. 88) present the difficulty of
metric synchronization. We propose in this respect the breath synchronization of
the ensemble between the two signs of legato. Another type of grupet is
represented by the group of two ascending sounds (m.4, m. 8, m. 77, m. 81)
which is sung metrically framed, with emphasis on the first sound of the group,
which becomes accentuate part of time. The grupets conventionally noted (m.
43-44) are placed on eights with point and they are realized in triolet form. The
grace notes (m. 3, m. 7, m. 38, m. 76, m. 80) are placed on eights and they are
interpreted as short, anticipated grace notes. Trill of meas. 46 has a pedal value,
and is performed in dynamic growth, as is supporting an ascending chromatic
range, with cadence value on the dominant.

Part I, in the first section, has an equal writing with metro- rhythmic
aspect, but with chordical outline, with eights at the left hand in non legato ( m.
1, m. 5 m. 28, m. 34 -36) and in legato (m. 13, m. 29). The octaves in legato
require the pedal for realizing the connection. Another technical and expressive
aspect in this section is the dynamic contrast, that is realized by raising the hand
and the pedal between the two contrasting hues. This process is facilitated by the
connections specified in the score, connections that interrupt between between
the contrasting hues. This section presents no ornament. In section 11, the first
fragment (b) with chordical character, contains trills on the beginning of the
response phrase. The emission is in non legato, except the descending chromatic
passage (m. 55-57) in legato. The second fragment (b,) alternates passages of
triolets at the right hand and at the left hand. The difficulty lies in uncomfortable
fingering, especially at the left hand, and in the canon-type imitation, anacrusis,
of meas. 98-101, due to the metric asymmetry and to the contrary gait between
the two hands.
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Part 11l contains elements of pianistic virtuosity through the velocity
passages (m. 24-28, m. 43-58, m, 178-184, m. 197-200, m. 209-211), arpeggios
type or embroidery type, with awkward fingerings and with slight melodic
asymmetries. Also, the passage in triolets (m. 108-115) presents the difficulty of
some leaps in rapid time and in contrary gait between the two hands. This
passage is realized in non legato and the pedal can be used on the beginning of
times, for their emphasis or to support their leaps. Another element of technical-
interpretive difficulty is represented by the thematic thirds (m. 116-119, m. 124-
127, m. 146-149), which include a triolet in sixteenths in legato. This process
requires the synchronization of fingers groups in speed and a proper fingering,
either with 1-1 on the basis of the last two thirds, or with return. Moreover, the
thirds are a characteristic interval of these parts. The ornamentation is reduced
to:

- long grace notes in the first virtuoso passage (m. 43-44) and short grace
notes in fragments with chromatic character and modulator (m. 137, m. 159)
and in the last thematic appearance (m. 185).

- conventionally noted grupets, placed on pointed values ( m. 11, m. 61, m.
187), interpreted as a triolet.

- trills of short type without closure (m. 31, m. 34) or of conclusive pedal-
type (m. 50) with specified closure.

Trio KV 498 contains a complex pianistic writing, especially in the end of
the work, through the virtuosity elements and through the requirements of a
sound suitable to the heterogeneous composition of the assembly. Dialogical
writing, imitations and the counterpoint writing, and also the dynamic contrasts
(fp) are elements that require suppleness and refinement to the pianist in the
sound emission,
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8. ANALIZELE SCHENKERIENE

SCHENKERIAN ANALYSIS
Toana Stinescu’

Rezumat: Analizele schenkeriene reprezinta teorii, tehnici si notatii analitice specifice.
Analizele schenkeriene pot fi abordate in diferite moduri. Mai Tntai, este foarte important de
observant structurile esentiale ale muzicii §i dupa acest moment sa se continue analiza
formelor acestor structuri in contextul lor muzical. Obiectivele analizei schenkeriene se
bazeaza pe evidentierea relasiilor importante. Conform acestor teorii, exista o conceptie
metafizica a muzicii. Baza analizelor schenkeriene o reprezinta abordarea muczicii ca o
migcare directionata in timp. Fundamentul analizei schenkeriene propune sa arate modul in
care muzica este derivata din mijloacele acordului tonal.

Cuvinte cheie: analize schenkeriene, conceptie metafizica, acord tonal

Motto-ul lui Schenker : * Tntotdeauna la fel , dar nu in acelasi fel "

Heinrich Schenker (1868,Wisniowczki - 1935,Viena) a inceput activitatea
sa muzicala ca pianist, compozitor si, de asemenea, critic muzical. Dar, in istoria
muzicii el raimane unul dintre cei mai importanti teoreticieni ai muzicii din toate
timpurile. Cercetarile sale ofera pentru muzicieni o privire cuprinzatoare in ceea
ce priveste analiza si intelegerea unei lucrari muzicale, din perspectiva tuturor
dimensiunilor. Tn plus, studiile sale au fost profund influentate de pedagogia
teoriei muzicii. Importanta deosebita a activitatii lui Schenker o reprezinta
contributiile sale teoretice si analitice, care au transformat cu siguranta actul de
predare si cel al gandirii muzicale. Punerea in aplicare a ideilor sale o putem
gdsi 1n ultima sa carte analitica, Comporzitia libera.

Analizele schenkeriene necesitd cunostinse de baza ale celor mai
importante principii ale aspectelor melodice, armonice, contrapunctice si
formale. De fapt, teoria schenkeriana se refera la muzica tonala, dar dintr-0
perspectiva diferitd. Astfel, obiectivul fundamental al analizelor schenkeriene
consta in intelegerea aprofundata a oricarei piese muzicale. Teoria lui Schenker
se bazeazd pe armonia tonald din secolele XVIII si XIX. Analizele sale au
abordat aproape in exclusivitate stilurile muzicii Baroc, clasice si romantice.
Punctul sdu de vedere filozofic si cultural se bazeaza pe concepsia cad muzica
reprezinta o combinatie ideald intre natura si artd, cu un mare potential de a
atinge trairile umane.

Schenker a considerat ca muzica este o prelungire temporald a acordului
major - ca "acord al naturii”, iar teoriile sale definesc muzica ca 0 miscare
directionatd in timp. Conform lui Schenker, existd o conceptie metafizica a
muzicii ca fiind o evolutie in timp a seriilor de armonice, care ar coexista in
toate sunetele naturale. Schenker considera muzica ca o artd dinamica, in care
dimensiunea liniard a muzicii tonale creeaza sentimentul de curgere si miscare
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directionatd a muzicii. Schenker a asociat principiile de bazd ale organizarii
melodice din muzica tonala cu tehnicile liniare prezentate in studiul de
contrapunct. Sensul miscarii sau "fluxul" este produs, in parte, de catre
disonante care conduc spre si de la consonanse, percepute ca puncte stabile.

Reprezentate de miscarile scalare, progresiile liniare definesc unul dintre
principalele mijloace ale tehnicii lui Schenker, datorita consinutului melodic al
acestora. Importanta notei de pasaj in gandirea lui Schenker transcende
aspectele de baza ale contrapunctului strict. El a subliniat realitatea ca un
consinut muzical in dimensiunea sa orizontala poate exista doar prin note de
pasaj. Nota de pasaj este elementul principal in legarea progresiilor liniare si a
altor miscari (planuri) subsidiare.

Miscarea in trepte este cel mai bun mijloc de a crea continuitatea intr-o
melodie. Dar, Tn acelasi timp, Schenker a folosit termenul de “fluenta melodica”
pentru a defini echilibrul pe care il ofera o linie desfasurata in trepte. Evitand
atmosfera monotond a unei melodii ce confine in intregime miscare treptata, este
esensial sd se utilizeze o combinatie judicioasd intre miscarea in trepte si
miscarea in salturi. Deci, solutia este de a combina varictatea melodica cu
continuitatea miscarii in trepte, creand astfel un efect echilibrat.

Analizele schenkeriene dezvaluie conexiunile si relatiile dintre sunete,
care, in mod aparent, nu sunt evidente. Analizele sale examineaza
interdependenta dintre melodie, contrapunct, armonie si arhitectura formala din
structura muzicii tonale. Dar, felul sau special de a ilustra si a aborda muzica
poate dezvalui multe alte aspecte profunde si de detaliu ale acelei lucrari.
Schenker are marele merit de a fi subliniat valoarea studiilor de contrapunct si
de a le fi impus ca disciplind pedagogica. El a considerat ca un studiu profund de
contrapunct este o conditie esentiala pentru o mai buna intelegere a multor
principii fundamentale ale structurilor tonale polifonice.

Abstract: Schenkerian analysis represent specific analytical theories, techniques and
notations. Schenkerian analysis can be approached in different ways. First of all, it is very
important to see the essential structures of music and after this moment to proceed to analyze
the forms of these structures in their musical context. The aims of Schenkerian analysis are
based on highlight important relationships. According these theories, there is a metaphysical
conception of music. The basis of Schenkerian analysis is seeing music as directed motion in
time. Schenkerian background propose to show how the music is derived by means of
elaboration from its tonic triad.

Key words: Schenkerian analysis, metaphysical conception, tonic triad

Schenker’s motto: “Always the same, but never in the same way”’

Heinrich Schenker (1868, Wisniowczki — 1935, Vienna) began his musical
activity as a pianist, composer and also, music critic. But, in the music history he
remains one of the most important music theorists of any century. His researches
offer to the musicians a comprehensive regard of analyzing and understanding a
musical work, in terms of all dimensions. In addition, his studies were deeply
influenced by the pedagogy of music theory. The great importance of
Schenker’s activity represents his theoretical and analytical contributions, which
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have definitely transformed the acts of teaching and thinking the music. The
application of his ideas we can find in his last analytical book, Free
Composition.

Schenkerian analysis requires basic knowledge of the most important
principles of the melodic, harmonic, contrapuntal and formal aspects. In fact,
Schenkerian theory is about tonal music, but from a different perspective. Thus,
the fundamental target of Schenker’s analysis lies in the profound
comprehending of any piece. Schenker’s theory is based on harmonic tonality
of the eighteenth and nineteenth centuries. His analysis approached almost
exclusively the music of the Baroque, Classical and Romantic styles. His
philosophical and cultural view is based on the conception that music represents
an ideal combination of nature and art with a great potential to touch the human
feeling.

Schenker considered music as the temporal prolongation of the major triad —
as the “chord of nature” and his theories define the music as a directed motion in
time. For Schenker, there is a metaphysical conception of music being a
temporal development of the overtone series which coexists in all natural
sounds. Schenker consideres music as a dynamic art where the linear dimension
of tonal music is creating the sense of flow and directed motion of music.
Schenker associated the basic principles of melodic organization in tonal music
with the linear techniques presented in the study of counterpoint. The sense of
motion or “flow” is produced in part by dissonances leading to and from the
consonances, perceived as stable points.

Represented by the scalar motions, the linear progressions define one of
the principle means of Schenker’s technique by its melodic content. The
importance of the passing tone in Schenker’s thinking transcends the basic
aspects of strict counterpoint. He highlighted the reality that a musical content in
the horizontal dimension can exist only with passing tone. The passing tone is
the primary element of connecting linear progressions and the other subsidiary
motions. Stepwise motion is the best way of creating the continuity in a melody.
But, in the same time, Schenker used the term “melodic fluency” to define the
balance that a stepwise line can provide. Avoiding a monotonous atmosphere of
a melody consisted entirely of stepwise motion, it’s essential to use a judicious
combination between stepwise motion and leaps. So, the solution is to combine
the melodic variety with the continuity of the stepwise motion, creating a
balanced effect.

Schenkerian analysis reveals connections and relationships among sounds
that are not readily apparent. Schenkerian analysis examine the
interrelationships among melody, counterpoint, harmony and formal architecture
in the structure of tonal music. But, his special way of illustrating and
approaching music can reveal many other profound and detail aspects of that
work. Schenker has the great merit to be emphasized the value of contrapuntal
studies and have imposed its as a pedagogical discipline. He considered that a
deep study of counterpoint is an essential condition for a better understanding of
many fundamental principles of polyphonic tonal structures.
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CAPITOLUL Il /PART I

EDUCATIE/EDUCATION
1. ACTUL ARTISTIC: DESCHIDERI PENTRU EDUCATIE

THE ARTISTIC ACT: OPENINGS FOR EDUCATION
Marina Morari®

Rezumat. Tn acest articol ne-am propus studiul terminului de act artistic si evolufia acestuia
in formula de concept in raport cu alte fenomene, precum sint activitatea artistica, produsul
artistic, procesul artistic. Definim actul artistic ca actiune interioard, ce reprezintda o
succesiune/un flux de stari — trairi interioare ale participantului la activitatea artistica. Ca
resursa a omului in actul artistic sunt considerate abilitafile lui spirituale. Prin analiza
perspectivelor de intelegerea a creafiei artistice, a componentelor structurale ale actului
muzical-artistic identificam deschiderile pentru educafie.

Cuvinte cheie: arta, artistism, fenomen artistic, act artistic, proces artistic, produs artistic

Pentru a intelege fenomenul artistic Tn totalitatea lui si pentru a identifica
deschiderile educative ale artei in activitatea didactica a invatdmintului general,
ne-am propus sa-1 cercetam din perspectiva mai multor stiinte. Actul artistic si
arta ca produs al activitatii umane nu pot lipsi din procesul de educatie a
elevilor. Manifestarile artistice satisfac anumite cerinte sufletesti ale omului, pe
care nu le poate Timplini stiinsa, morala, religia [1, p.239]. Scoala, in toate
influentele educatiei si invatamintului nu poate forma personalitatea elevului
fara domeniile de educatie artistica (literar, muzical, coregrafic, teatral, plastic
etc.). Miza problemei privind actul artistic este deopotriva filosofica si estetica,
priveste Tntregul cAmp al practicilor artistice. Tn acest sens, repere auctoriale de
neocolit sunt lucrarile lui Socrate, Platon, Aristotel, Plotin, Kant, Hegel,
Schelling, Nietzsche, Heidegger, Prouver, Vianu. Cuvantul ,,arta” deriva de la
verbul aréu (a munci, a cultiva, a pune in stare; si in sens figurativ, la pasiv - a
fecunda, a fi nascut) defineste procesul prin care apare arta. Platon scrie, ca arta
este ,,nu ca ceva ce naste, ci este nascut” [16, 1485], prin urmare, NU mMateria
Tnsesi genereaza de la sine, ci spiritul opereazi cu ea — ii da o viata noua; arta
— ca produs al spiritului, este opera a mintii, inteligentei umane.

Potrivit lui R.Pouivet, cuvantul ,,artd” are doud sensuri: arta ca opera de
arta si arta ca activitate sau practica [18, p.36]. Astfel, nu putem defini opera de
arta fara a tine cont de anumite activitasi sau practici datoritd carora eca se
constituie sau in cadrul carora isi gaseste functia si chiar ratiunea de a fi/de a
exista. Totodata, nu putem defini opera de arta exclusiv prin activitati practice.
,Daca opera de artd presupune arta, ca activitate, cea din urma presupune de
asemenea, poate, anumite lucruri, de o anumitd naturd” [idem, p. 36]. Arta ca
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activitate, este numita ,,tip de activitate artistica” si consta in ,,a actiona, a face, a
produce un efect” si ne determina sa ne ,,reformam complet conceptia despre
ceea ce este artd” [ibidem, p.27]. Opera de artd nu se identifica cu actul artistic,
deoarece nu definim opera de artd doar prin activitatile in care ea exista. Actul
artistic fara opera de artd nu are loc. Este necesarda nu doar o activitate, c¢i un
contact viu si direct, o legatura dintre subiect (creator, interpret, receptor) si
obiect (opera de artd) in procesul caruia isi capata existentd fenomenul artistic,
cu implicare totala a fiinsei umane.

Actul artistic, procesul si produsul artistic reprezinti manifestari ale
sistemului estetic. Dupa Ernst Neumann, in domeniul vietii estetice sint patru
mari si importante manifestari, care formeaza un sistem estetic unitar: 1)
activitatea de creasie artistica; 2) produsul sau: opera de arta; 3) gustarea operei
de arta si judecasile de valoarea estetica (judecatile de aprobare si dezaprobare,
pe care ea le provoaca; 4) imbracarea vietii noastre intregi intr-o frumoasa forma
artistica: cultura estetica si artistica [14, p. 17]. Constatam, ca E.Neumann
imprumuta din activitatea artistica productiva a omului, din realitatile din care se
naste acest domeniu de viata, componentele imanente sistemului de estetica.
Astfel, prin studiul/cunoasterea a tot ce poate da o arta, prin cercetarea motivelor
creatiei artistice, poate fi dedusa esenta actului artistic.

Cuvantul ,,artistic” este un adjectiv. Exista adjective care au o caracteristica
remarcabild: aldturate unui nume, ele modifica ceea ce-l caracterizeaza, pina la
a-1 schimba natura. Totul ce este ,artistic” - aparsine artei, este privitor la arta,
face parte din domeniul artei, este propriu artei [15, p.101]. Astfel, ,,a fi artistic”
nu este o proprietate intrinsecd a oricarui obiect, ci o proprietate rezultativa pe
care un obiect/fenomen il posedda in calitate de obiect al unei anumite
experiente. ,,Doar cu titlul de obiect intern al experientei estetice, si nu de obiect
extern al lumii, un lucru are aceasta proprietate” [18, p.87]. Cum remarca Martin
Heidegger, opera de artd are o suprastructura, care contine artisticul, prin care
»gindim fiinta fiintarii” prin ,,punerea-de sine-in-opera a adevarului” [10, p.45].

Artistismul, dupa Tudor Vianu este o vocasie, care se realizeaza si Se
solicita 1in functie de conditiile de mediu biologic sau social. ,,Omul este in
mod natural artist”, deoarece numai in el apar potentiate insusirile artistismului,
care se deosebesc prin gradul calitatilor si nu Tn esenta. Ca factori, ce
conditioneaza fenomenul artei, T.Vianu remarca urmatoarele Tnsusiri ale
artistului [19, p.239 - 263]:

— Intuitivitatea — ,,ascutimea si bogatia perceptiei sensibile”, puterea de a
resine si reproduce imagini, caracterul intuitiv al gindirii, ,,ceea ce ne vorbeste
prin arta este pina la un punct forta si bogatia lumii sensibile”;

— Adincimea psihica a trairilor — artistul e un om ,,capabil de a rasfringe
lumea intr-un mod personal”;

— Fantezia creatoare - puterea de a selecta si regrupa in intreguri inedite datele
experienteli;

— Puterea expresiva — prelungire pind la un punct a fanteziei creatoare care are
~inclinattia irezistibila de a-si asuma o forma concreta”, calitate indispensabila
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pentru realizarea instinctului artistic. ,,in sufletul artistului, imaginile sensibile se
imperecheaza cu imaginea expresiel corespunzatoare”.

In practica scolarid este important de urmat succesiunea in realizarea
obiectivelor prin care se formeaza si dezvolta artistismul elevilor. Astfel,
obiectivele legate de cunoasterea muzicii ar fi bine sa se bazeze pe observarea
directd a fenomenului muzical-artistic, pe propriile trairi/re-trdiri a mesajului
muzical. Fantezia creatoare a elevului trebuie sa se alimenteze din perceptiile si
reprezentarile accumulate in timpul actului artistic. Ca produs al imaginatiel
elevului, fantezia creatoare exprima totodata plazmuirea sensibilitatii, trairilor si
imaginatiei. Daca producerea fenomenului artistic depinde de aptitudinile
omenesti si gradul lor de dezvoltare, presupunem, ca in toate activitatile artistice
— creatie, interpretare, receptare — ,,omul obisnuit”, pentru a contacta in direct cu
arta, Tsi potentiaza/valorifica propriile aptitudini spiritual-artistice.

In cadrul actului artistic in personalitatea elevului se formeazid acea
experienta, care nu poate fi dobandita in contact cu alte fenomene/lucruri,
indiferent de pozitia/statutul pe care-1 desine elevul in procesul actului artistic —
de receptor/consumator al sau creator/interpret. Fenomenul artistic, 1n
diversitatea formelor sale, se organizeaza ca o reprezentare, care este in functie
de mediul ambiant al omului ori de natura sa interioard/spirituala. Potrivit teoriei
artei ca imitatie, elaborata de wvechii greci (sec. VI ie.mn.), principiul
fundamental al bucuriei estetetice — al delectarii care se manifesta in modul cel
mai Tnalt Tn creatia artistica, este imitasia. Arta la popoarele primitive nu se
constituia altfel decit prin imitarea constienta a anumitor actiuni: gesturi,
atitudini, sonoritati [13, p.60].

Raymond Bayer precizeaza, ,chiar daca aceasta imitatie era uneori
inexacta si artistul preistoric reproducea adesea miscarile cele mai facile sau
neglijeaza detaliile ori adaugd parti care nu exista, sentimentul care a condus pe
stramosil  nostri indepartati sa proiecteze imaginea unui animal, Ss-0
exteriorizeze, sa redea aceastd imitatie externa si materiala, e ca si la copii si la
artistii moderni, un sentiment puternic...” [4, p.12]. Platon considera ca arta nu
imite ideea originald a lucrurilor, ci doar forma lor. Fiind un idealist obiectiv,
admite lumea sensibild ca o copie a lumii inteligibile, a lumii ideilor — 0 copie a
copiei. Aristotel combate unele idei despre arta si revizuieste doctrina platonica.
In Poetica sa, Aristotel fundamenteazi mimesis-ul ca un principiu comun al
tuturor artelor [2, 1451 b], incluzind viata psihica a omului in procesul de
creatie, prin adoptarea unuia dintre cele trei moduri de a imita: ,,sau sa infatiseze
lucrurile asa cum au fost sau sunt realmente, sau asa cum se spune ca sunt i
cum par, sau asa cum ar trebui sa fie” [3, 1460 b]. Adica, Tn actul artistic se
dezvaluie una din ipostazele realitatii — realitatea, posibilitatea, necesitatea.
Conceptul de mimesis va fi ulterior respins Tn sensul sau simplist. Astfel,
Philostrat mensioneaza ca arta imitativa are doua aspecte: pe de o parte este
vizibild, pe de alta — reflectd numai cu mintea. Plotin prezintd actul artistic nu ca
0 imitasie a lumii sensibile, ci ca o activitate creatoare [17].
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In Evul mediu (sec.VII-VIII) ideea imitatiei accede la o imitatie a
activitatii creatoare a divinitasii, aceasta fiind extinsa asupra tuturor creatiilor
omenesti. Al Farabi mensioneaza ca actiunea artelor are drept scop sa
influienteze asupra imaginatiei noastre prin imitatie [Apud: 11, p. 51]. In
Renastere (sec. XV) la Dante, Boccaccio, Petrarca, Cennino Cennini apare
tendinsa de a privi imitarea naturii ca operasie esentiala a artei. Leonardo da
Vinci sustine, ca imitatia artistica este un act stiintific si nu un sumplu proces
mecanic [5, p.53]. Michel Angelo desfide executia unei imagini asemenea
modelului viu si insistd asupra procedeului de selectie a elementelor naturii. Tn
tratatul Des beaux arts en général ou les beaux arts reduits a un méme principe
[3, p.77-78] - studu privind cele patru poetici pe care se sprijind estetica
clasicismului (Aristotel, Horasiu, Vida si Boileau), Charles Batteux ne ofera o
noua formuld — Iimitatia naturii frumoase, dupa principiul selectiei. Doctrina
imitatiel pierde treptat extensiunea si vigoarea la sfirsitul Clasicismului (sec.
XVIII) si este inlocuitda cu doctrina expresiei (J.A.Schlegel, J.Harris, E.Burke),
care se manifesta in doud tendinte: (a) una axata pe doctrina ,,naturii frumoase”,
(b) a doua — pe doctrina expresiei.

In sec. XIX s-a declansat ofensiva Romantismului Tmpotriva imitatiei
naturii — produsul artistic ca expresie a vietii si ca model al tuturor artelor. Tn
Romantism arta este o creatie si nu o copie a unei realitati. Artistul, smuls din
orice constringeri exterioare, da friu imaginatiei. Arta nu este expresie, nici
Imitatie, ci o creatie. Astfel, se conturcaza ideea ca in procesul artistic rolul
decisiv 1l constituie viziunea personala a artistului (W.Blake, S.T.Coleridge,
W.Wordsworth, R.Emerson). Im.Kant, reprezentantul idealismului german,
concepe arta ca o creatie libera, ca un produs al spiritului in incercarea sa de
a cladi lumea pe-0 unitate, de a o transforma Tn imaginatie, fara a dubla
obiectele ei reale, ci creind imaginile lor ideale, patrunse de gindirea si simtirea
artistului. ,,De fapt, ar trebui sa numim artd doar producerea a ceva prin
intermediul libertatii, adicd printr-o vointa liberd care-si intemeiaza actiunile
sale pe ratiune” [12, p.198].

De asemenea, Imm.Kant distinge ntre: a) arta mecanica, prin care artistul,
executand o anumita actiune, urmareste sa producd un obiect dupa o cunostinta
(este o artd ,a invatarii”, nu a geniului); b) arta estetica, prin care artistul
urmareste sa produca un obiect investit cu puterea de a trezi sentimentul de
placere (este arta propriu-zisa a geniului). Arta esteticd, la randul ei, poate fi: 1)
artd agreabila, al carei scop este trezirea placerii prin senzatii (placerea trebuie
sd insoteasca senzatiile n legatura cu anumite obiecte), altfel spus, desfatarea; 2)
artd frumoasa, al carei scop este asocierea placerii cu reprezentarile ce au statut
de ,moduri de cunoastere”. Toate acestea se ghideazd dupa ,,impresia
simturilor”, nu dupa anumite ,,reguli” ale facultatii de judecare reflexiva [12].

82



Imitatie

Principiul imitatiei realitatii ]

Perspectivele

) ( N\

de Tntelegere . o s
; Expresi .| Principiul transformarii realitatii
a operei de presie > P
arti — - J
) (" )
Creatie »| Principiul producerii realitatii

\ J (. J/

Fig. 1. Perspective de intelegere a creatiei artistice (in teoriile filosofilor)

Tn conceptia lui A.W.Schlegel, orice produs al artei e un organism ca si cel
al naturii, condus pe un principiu vital care leaga si anima parsile ntregului.
Novalis pune semnul egalitatii intre expresiile a scrie o poezie, a crea, a
produce arta. Prin urmare, in sec. XX activitatea artistului se intemeiaza nu pe
principiul imitatiei sau al transformarii realitatii, ci pe principiul producerii
realitatii. Tn actul artistic receptorului i se oferii posibilitatea de a descoperi
pentru sine o noua realitate/lume produsa de artist: imitativa, expresiva,
imaginata etc. Dupa Conrad Fiedler, activitatea artistului nu se intemeiaza pe
principiul imitatiei sau al transformarii, ¢i pe principiul producerii realitasti,
deoarece arta este unul din mijloacele cu ajutorul carora omul obtine o noua
realitate pentru sine, care este produsd/creatd de el. In acelasi sens, arta e un
mijloc de creare a unei noi realitati [6, p. 76].

Tn actul artistic se poate produce ceva nou nu doar prin imitatie, ci prin
creatie — construirea propriului obiect in raport cu interiorul uman, expresia
limbajului artistic si experienta creatorului/receptorului de arta (Vezi Figura
Mel). Tinem sd conturdm ideea, potrivit careia si receptorul de arta in procesul
actului artistic poate trece prin experienta de recreare a imaginii din perspectiva
imitagei, expresiei si creafiei — acestea fiind si oportunitati in dezvoltarea
artistismului elevilor Tn context didactic. Arta este produsul exclusiv al omului.
Daca arta este spirit in sensul ca spiritul domina aparitia ei, apoi actul artistic
nu poate fi separat de spirit si este in esensa un proces spiritual. Cheia
Tntelegerii actului artistic si al operei de arta este remarcata si de G.W.Hegel:
,Ne bucuram de o manifestare care trebuie sa apara ca si cind ar fi produs-o
natura, In timp ce, fard mijloacele acesteia, este din contra, un produs al
spiritului. Obiectele reprezentate de arta nu ne incinta tocmai fiindca ar fi atat de
naturale, ci fiindca sunt facute sa para atat de naturale” [9, p.170].

Arta este produsul unui transfer din interior in exterior sau din spiritual n
sensibil — ,,exteriorul trebuie sa se acorde cu un interior care este in concordanta
cu sine Tnsusi, tocmai din acest motiv se poate revela in exterior ca sine insusi”
[idem, p.161-162]. Existenta obiectiva a operei de arta este generata de un
act creator, care sta la baza procesului artistic si implica omul si natura,
omul si universul. Anume relatia dintre subiect — obiect defineste esenta actului
artistic prin cunoasterea profundi, atit de necesard in arti. In sens general,
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filosofic, inselegind prin subiect o ,.existenta inzestrata cu constiinta”, capabila
de a reflecta obiectul, arta reflectd in esenta obiectul prin subiect. G.W.Hegel
arata, ca prin produsul artistic creatorul nu ,,repetd” natura in mod mecanic, ci
— infatisinu-ni-le intr-o forma exterioara concreta, arta ne ofera obiectele, dar ni
le ofera din interior”, ca expresie a continutului ei spiritual [ibid.].

Actul muzical presupune activitatea in care se creeazd/interpreteaza/re-
creeaza un text muzical ca o implinire sensibild si vie. ,,A face muzica Inseamna
a realiza un act muzical” [7, p.43]. Exista o delimitare dintre conceptele
activitate muzicala si act muzical,explicata de Ion Gagim in studiul ,,Muzica si
folosofia” [ibidem, p.44]:

- Formele de activitate muzicald au aparut relativ mai tirziu in plan istoric —
initial muzica se facea nu de dragul formelor, ci pentru necesitasile interioare ale
omului;

- Actul muzical a fost la origini nediferentiat si indivizibil, adica esenta muzicii
se defineste nu prin calitatea ei de produs artistic, ci in calitate de
acsiune/existenta vie.

Prin urmare, activitatile muzicale reprezinta ,,manifestari exterioare ale
muzicii”, ,,forme de a face muzica”, iar actul muzical - ,,comunicare cu muzica
lucrarii”, o traire interioara ,,ca experienta specifica vietii” [7]. Aceste asertiuni
sint valabile pentru actul artistic in baza tuturor artelor (teatru, coregrafie,
literaturd, artele plastice etc.). Actul artistic poarta un caracter procesual,
deoarece continutul interior al acestuia este 0 experienta artistica care se
acumuleaza in timp, treptat, cu implicarea mai multi factori: opera de artd ca
obiect, omul (in totalitatea resurselor sale fiziologice, psihologice, spirituale
etc.) ca subiect al activitatii, mediul — contextul in care are loc activitatea etc.

Tn acceptie procedurali, actul artistic este un proces artistic prin faptul, ca
reuneste o succesiune de stari, etape, stadii, in care evolueaza contactul omului
cu fenomenul artistic. Astfel, procesul artistic, ca ,deschidere a unei
interioritati” [10, p.55] poate fi caracterizat ca:

- Actiune exterioara — succesiune a etapelor unei activitasi artistice (creatie,
receptare, interpretare, auditie etc.);

- Actiune interioara — succesiune/flux de stari — trairi interioare ale
participantului la activitatea artistica.

Asa cum nu existd o metoda uniforma pentru a produce opere de arta, asa cum
nu exista una pentru a produce teorii stiintifice, tot astfel in activitatea artistica
se gasesc procese rationale si intuitive a caror reconstructie este posibila doar
pind la un anumit punct.

Explicarea fenomenului artistic se datoreaza in mare masurd conceptului
artei pe care l-a construit Tudor Vianu: arta este un mod de organizare a
materiei si a datelor constiintei. Asa cum artistul se Tnalta, interminent, din
omul obisnuit — ,,orice artist traieste intr-un om comun”, tot astfel opera se
desprinde ,,din perspectiva intregii vieti sufletesti” a autorului ei [19, p.239].
T.Vianu distinge Tn actul creatiei si actul receptarii dualismul estetic-extraestetic
si autonom-eteronom, caracteristic operei de artd. Daca Tn actul creatiei
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motivul propriu-zis estetic se impleteste cu mai multe motive eteronomice:
nevoia artistului de a se elibera de anumite sentimente, de a-si intregi existenta,
de a se afirma etc., apoi actul receptarii constiuie un proces si nu o stare
instantanee, in cadrul careia pot fi distinse nu numai mai multe etape, dar si
doua serii de elemente (senzatii, asociatii, sentimente): estetice si extraestetice,
determinate de natura dubld a operei — autonoma si heteronoma. Elementele
extraestetice sint stari afective, care desi inspirate de arta, pot fi traite nu numai
in legatura cu ea, ci cu diferite aspecte ale naturii sau viesii. Elementele estetice
sint provocate de conditia estetica a operei — ,,imagine clarificata si ordonata a
lumii, prin care transpare sufletul artistului” si sint corelative cu momentele
constitutive ale acesteia [19, p.322]. Producerea fenomenului artistic este in
dependenta directa de aptitudinile omenesti ale creatorului / interpretului /
receptorului, care ,,devine un centru de asociatiec omeneasca, un glas prin care se
exprima aspiratiile, durerile si bucuriile umanitatii intregi sau ale unei mari parti
din ea” [idem, p.239]. Tocmai prin aceste semnificatii, ramine imperativa
legatura muzicii cu viata in procesul de educatic muzicala. Educatia prin
intermediul muzicii se realizeaza in cadrul educatiei muzicale propriu-zise.
Pentru a transforma actul artistic intr-un proces de formare a culturii
artistice a elevilor, este important sa fie respectat un ansamblu de conditii Tntre
care sunt principale:
— Persoane posedind anumite competente semiotice, gratie carora cle pot dace
sa functioneze estetic anumite artefacte;
— Un mediu potrivit, gratie caruia aceste competente au putut fi formate
(invatate);
— Institutii si traditii care formeaza acest mediu potrivit;
— Dimensiunea istorica consinuta in traditiile gratie carora toate operele de
arta se refera la operele trecutului [18, p.71].

Prin urmare, o activitate artistica presupune, fard indoiala, o anumita
educatie, institutii, conventii, 0 viata sociala. Puterea actului artistic de a
influenta celelalte valori reprezintd preeminensa artei in ansamblul culturii.
Avind un loc aparte in educatie, actul artistic trebuie sa ofere posibilitate omului
de a participa la viata si destinul societatii in care traieste si sa devina mijloc de
a Tnnobila cadrul si stilul civilizatiei. Tn rezultatul studiului terminului de act
artistic si a evolutiei acestuia in formula de concept, consideram importante
urmatoarele concluzii:
= In actul artistic se dezviluie una din ipostaze — realitatea, posibilitatea,
necesitatea.

» Producerea actului artistic depinde de intuitivitate, adincimea psihica a
trairilor, fantezia creatoare, puterea expresiva etc.

= Actul artistic ca actiune interioara reprezintd o succesiune/flux de stari —
trairi interioare ale participantului la activitatea artistica.

= In actul artistic receptorului i se oferd posibilitatea de a descoperi pentru sine
o noua realitate/lume produsda de artist in baza principiilor imitatieli,
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transformarii, producerii realitatii etc., care pot deveni oportunitati tehnologice
Tn educatia artistica a elevilor.
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Abstract: The article includes the study of the notion artistic act and its evolution in the
formula of concept against other phenomena, like the artistic activity, the artistic product, the
artistic process. We define the artistic act as inner action, representing a succession/flow of
states — the participant’s inner experiences in the artistic activity. The man’s resources are
considered to be his spiritual skills. By analyzing the perspectives in understanding the
artistic creation, the structural components of the musical-artistic act, we can identify
openings for education.
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In order to understand the artistic phenomenon in its totality and in order to
identify the arts educational openings in the didactic activity, we have planned
to make research from the perspective of more sciences. The artistic act and arts
as human activity product cannot miss from the pupils’ educational process. The
artistic manifestations satisfy certain human needs of his soul, which science,
moral, religion cannot fulfil [1, p.239]. School, in all the influences of the
education and schooling, cannot form the pupil’s personality without the fields
of the artistic education (literary, musical, choreographic, theatre, plastic, etc.).

The problem stake regarding the artistic act is simultaneously philosophical
and aesthetic, regards the full field of the artistic practices. In this respect,
authorial benchmarks not to avoid are the works of Socrate, Platon, Aristotel,
Plotin, Kant, Hegel, Schelling, Nietzsche, Heidegger, Prouver, Vianu.

The word ,,arts” comes from the verb aréu (to work, cultivate, put into
state; and in figurative meaning, passive voice - fertilize, be born) and defines
the process through which arts appear. Platon is writing that arts is ,,not
something that is being born, but something that is born” [16, 1485], ultimately,
it is not the material to generate from itself, but it is the spirit to operate
with it — it gives it new life; arts — as a spirit product, is a creation of mind, of
the human intelligence.

According to R. Pouivet, the word ,,arts” has two meanings: arts as work of
arts and arts as activity or practice [18, p.36]. Thus, we cannot define the work
of art without taking into consideration certain activities or practices thanks to
which it is constituted or within which it finds its function and even the
rationality of being/existing. At the same time, we cannot define the work of arts
exclusively by practical activities. ,If the work of arts supposes arts, as an
activity, the latter also supposes, maybe, certain things, of a certain nature”
[idem, p. 36]. Arts as an activity, is called ,,type of artistic activity” and consists
in ,,acting, doing, producing an effect” and makes us ,,completely reform the
concept about what arts is” [ibidem, p.27]. The work of arts does not identify
with the artistic act, as we do not define the work of art through the activities in
which it exists. The artistic act cannot take place without the work of arts. Not
only an activity is needed, but a live and direct contrast, a link between the
subject (creator, interpreter, and receiver) and object (the work of arts) in the
process of which the artistic phenomenon takes life, with full involvement of the
human being.

The artistic act, the artistic process and product represent
manifestations of the aesthetic system. According to Ernst Neumann, there are
four main and important manifestations in the field of aesthetic life, forming an
unitary aesthetic system: 1) the activity of artistic creation; 2) its product: the
work of arts; 3) tasting the work of arts and judgements of aesthetic value (the
judgements of approval and disapproval that it produces; 4) our life putting on a
beautifully artistic outline [14, p. 17]. We conclude that E. Neumann borrows
from the productive artistic activity of the man, from the realities where this life
segment is born, the immanent components of the aesthetic system. Thus,
through the study/knowledge of everything that can produce arts, by making
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research of the artistic creation motives, the essence of the artistic act can be
deducted.

The word ,,artistic” is an adjective. There are adjectives with a remarkable
characteristics: by joining a name, they modify what characterizes it, until it
changes its nature. Everything that is ,,artistic” — belongs to arts, refers to arts, is
part of the arts field, is specific to arts [15, p.101]. Thus, ,,to be artistic” is not an
intrinsic feature of any object; it is a result feature which an object/phenomenon
has as an object of a certain experience. ,,Just as internal object of the aesthetic
experience, not as external object of the world, one thing has this property” [18,
p.87]. As Martin Heidegger observes, the work of arts has a super-structure,
which contains the artistic, by which ,,we think the being of the creation” by
»putting-the truth-of itself-in the creation” [10, p.45].

Artistism, according to Tudor Vianu, is a vocation, which is realized and
which is required depending on the biological or social-environment conditions.
,» T he man is an artist by nature”, as it is only in him where the potential features
of the artistism, which differs from the degree of the qualities, not in essence. As
factors conditioning the phenomenon of arts, T.Vianu notes the following
features of the artist [19, p.239 — 263]:

— Intuitivity — ,,sharpness and wealth of the sensitive perception”, the power of
retaining and reproducing images, the intuitive character of the thinking, ,,that
which speaks about arts is until one point the force and wealth of the sensitive
world”;

— The psychic depth of the feelings — the artist is a person ,,able to reflect the
world in a personal way”;

— Creative fantasy — the power of selecting and regrouping the experience data
in novel wholes ;

— The expressive power — prolongation until a creative-fantasy point which has
»the irresistible inclination to overtake a concrete form”, an indispensable
quality for the realization of the artistic act. ,,In the artist’s soul, the sensitive
images join the image of the corresponding expression”.

In the school practice, it is important to follow the consecutiveness in the
realization of the objectives through which the pupils’ artistism is formed and
developed. Thus, the objectives related to knowledge of music should be
grounded on direct observation of the musical-artistic phenomenon, on own
feelings/re-experiences of the musical message. The pupil’s creative fantasy is
to be fed from the perceptions and representations accumulated within the
artistic act. As a product of the pupil’s imagination, the creative fantasy
expresses at the same time the formation of the sensitiveness, feelings and
imagination. If the production of the artistic phenomenon depends on the
human skills and the degree of their development, let’s imagine that all the
artistic activities — creation, performance, reception - ,,the simple man”, in order
to directly contact arts, empowers/capitalizes own spiritual-artistic skills.

Within the artistic framework, the pupil’s personality forms that
experience, which cannot be acquired in contact with other phenomena/things,
irrespective of the position/statute the pupil has in the process of the artistic act —
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receiver/consumer or creator/performer. The artistic phenomenon, in the
diversity of its forms, is organized as a representation, which depends on the
environment of the person or on his internal/spiritual nature. According to
theory, the arts as imitation, elaborated by the ancient Greek (fourth century
BC), the fundamental principle of the aesthetic joy — of the delight manifested in
the highest way of the artistic creation, is imitation. Arts from the primitive
nations did not constitute other than by conscious imitation of certain actions:
gestures, attitudes, sonorities [13, p.60].

Raymond Bayer notes that ,,even this imitation was sometimes not exact
and the prehistoric artist often reproduced the easiest movements or neglected
the details or added non-existing parts, the feeling that led our ancestors to
design the image of an animal, exteriorize it, display this external and material
imitation, is the same as the modern children and artists, a strong feeling...” [4,
p.12]. Platon considered that arts does not imitate the original idea of the things,
just their form. Being an objective idealist, he admits the sensitive world as a
copy of the intelligible world, of the world of ideas — a copy of the copy.
Aristotel combats several ideas about arts and reviews the platonic doctrine. In
his Poetica, Aristotel grounds the mimesis as a common principle of all the
arts [2, 1451 b], including the psychic life of the man in the creation process, by
adopting one of the three ways of imitating: ,,or depict the things the way they
have been or are in reality, or as they are and the way they look, or the way they
should be” [3, 1460 b]. Which means, in the artistic act, one of the reality
aspects — reality, possibility, necessity. The concept of mimesis will be
ultimately rejected in its simple meaning. Thus, Philostrat mentions that the
imitative arts has two aspects: on the one hand, it is visible, on the other — it
reflects in mind only. Plotin presents the artistic act not as an imitation of the
sensitive world, but as creative activity [17].

In the Middle Ages (VII-VIII centuries), the idea of the imitation rises to an
imitation of the creating activity of the divinity, the latter being extended on all
the human creations. Al Farabi is mentioning that the arts action aims at
influencing our imagination through imitation [Apud: 11, p. 51]. In Renaissance
(fifteenth cent.), at Dante, Boccaccio, Petrarca, Cennino Cennini there appears
the tendency to look at the imitation as arts essential operation. Leonardo da
Vinci says that the artistic imitation is a scientific act, not just a mechanical one
[5, p.53]. Michel Angelo defies the execution of such a live model and insists
upon the selection procedure of the nature elements. The treaty Des beaux arts
en général ou les beaux arts reduits a un méme principe [3, p.77-78] — study
regarding the four arts which the classicism aesthetics supports (Aristotel,
Horatiu, Vida and Boileau), Charles Batteux is offering a new formula -
imitation of the beautiful nature, according to the selection principle. The
doctrine of the imitation gradually loses the extension and vigour at the end of
Classicism (eighteenth cent.) and it is replaced by the doctrine of the expression
(J.A.Schlegel, J.Harris, E.Burke), which is manifested in two tendencies: (a) one
focused on the doctrine of the ,beautiful nature”, (b) the second — on the
doctrine of expression.
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In the nineteenth century, the offensive of the Romantism against nature
imitation rose — the artistic product as expression of life and as a model of all the
arts. In Romantism, an art is a creation, not a copy of a reality. The artist,
snatched from any external constraints, gives free way to imagination. An art is
not an expression, nor an imitation, but a creation. Thus, the idea that in the
artistic process, the decisive role is taken by the artist’s personal view takes
shape (W.Blake, S.T.Coleridge, W.Wordsworth, R.Emerson). Im. Kant, the
representative of the German idealism, considers arts as a free creation, not as
a product of the spirit while trying to erect the world on one unity, transform it
in imagination, without doubling its real objects, but by creating their ideal
images, penetrated by the artist’s thinking and feelings. ,,As a matter of fact, we
should call arts just the production through liberty, meaning by free will
grounding its actions on rationality” [12, p.198]. Also, Imm.Kant distinguishes
between: a) mechanic arts, through which the artist, executing a certain action,
tends at producing an object according to some knowledge (it is the art of
»learning”, not of the genius); b) the aesthetic arts, through which the artist tends
to produce an object invested with the power of raising the feeling of pleasure (it
IS the actual arts of the genius).

The aesthetic arts can be: 1) the agreeable arts, the purpose of which is to
awaken the pleasure by sensations (pleasure should join the sensations related to
certain objects), in other words, enjoyment; 2) the beautiful arts, the purpose of
which is pleasure association with the representations that have a statute of
»,ways of knowledge”. All these are guided by ,,the impression of the feelings”,
not according to certain ,,rules” of the reflexive judgment faculty [12].

Imitation The principle of the realistic
/ \ imitation
Perspectives of
understanding ) - — ) a
of the work of »| Expression | The principle of the reality
arts "| transformation
~— @ @@ G /
\ /\/ﬁ 4 A
Creation »| The principle of the reality
| production )

Fig. 1. Perspectives of understanding the artistic creation (in philosophers’ theories)

In A.W.Schlegel’s concept, any arts product is a body as one belonging to
nature, led by a vital principle which links and enlivens the parts of the whole.
Novalis puts the equality sign between the expressions write a poem, create,
produce arts. Consequently, in the twentieth century, the artist’s activity is
grounded not on the imitation principle or on that of the reality transformation,
but on the principle of the reality production. In the artistic act, the receiver
is offered the opportunity to discover for himself a new reality/a world
produced by the artist: imitative, expressive, imaginated, etc. According to
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Conrad Fiedler, the artist’s activity is not grounded on the imitation principle,
or on the transformation one, but on the pricneple of relaity production, as arts is
one of the means with the help of which the man obtains a new reality for
himself, which is produced/created by him. In the same sense, arts is a means of
creating new realities [6, p. 76].

You can create something new in the artistic act not only by imitating, but
by creating — construction of own object in relation to the human interior, the
expression of the artistic language and experience of the arts creator/receiver
(see Figure Nol). We want to give shape to the idea, according to which the arts
receiver in the process of the artistic act live the experience of recreating the
image from the perspective of the imitation, expression and creation — these
being opportunities in the development of the pupils’ artistism in didactic
context. Art is the exclusive product of the man. If art is spirit, in the meaning
that the spirit dominates its appearance, then the artistic act cannot be
separated from spirit and it is in essence a spiritual process. The key of
understanding the artistic act and work of art is remarked by G.W.Hegel: ,,We
enjoy a performance to appear as if nature has produced it, while without these
tools, it is, on the contrary, a product of the spirit. The objects represented by
arts do not enchant us exactly because they are so natural, but beacuse they are
made to look so natural” [9, p.170].

Arts is the product of a transfer from inside to outside or from its sensitive
spirit — ,,the outside should accomodate to an inside that is in peace /in harmony
with itself, exactly from this reason, it can reveal from outside as itself” [idem,
p.161-162]. The objective existence of the work of arts is generated by a
creative act, which puts the basis of the artistic process and implies the man
and nature, the man and universe. The very relationship between the subjects —
object defines the essence of the artistic act by deep knowledge, so necessary in
arts. In general meaning, philosophical, understanding as subject ,existence
endowed with conscience”, able to reflect the object, arts reflects in essence the
object through the subject. G.W. Hegel shows that, through artistic product the
creator does not ,,repeat” the nature mechanically, but — ,,portraying itself to us
In a concrete external form, arts gives us objects, but it offers them from inside”,
as expression of its spiritual content [ibid.].

The musical act supposes the activity in which a musical text is
created/performed/re-created as a sensitive and live fulfilment. ,,Music making
means realizing a musical act” [7, p.43]. There is a delimitation between the
concepts musical activity and musical act,explained by lon Gagim in his study
»Music and Philosophy” [ibidem, p.44]:

- The forms of musical activity appeared relatively later on historical plan —
initially, music was being done not for the sake of forms, but for the inner needs
of the man;

- The musical act originally could not be differentiated or divided, which means
that the essence of music is defined not by its quality of artistic product, but as
live action/existence.
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Consequently, the musical activities represent ,.external manifestations of
music”, ,,forms of music making”, and the musical act - ,,communication with
the music of the work”, an inner feeling ,,as specific life experience” [7]. These
assertions are available for the artistic act based on all the arts (theatre,
choreography, literature, plastic arts, etc.). The artistic act takes a procession
character, as its inner content is an artistic experience accumulating in time,
gradually, with the involvement of more factors: the work of art as object, the
man (in the totality of his physiological, psychological, spiritual, etc. resources)
as subject of the activity, the environment — the context where the activity takes
place, etc. In the procedural acceptation, the artistic act is an artistic process by
the fact that it reunites a succession of states, stages, steps, where the man’s
contact with the artistic phenomenon evaluates. Thus, the artistic process, as
,»opening of some interior” [10, p.55] may be characterized as:

- External action — succession of the stages of an artistic activity (creation,
reception, performance, audition etc.);

- Inner action — succession/flux of states — inner feelings of the participants
in the artistic activity.

As there is no uniform method for producing a work of art, as there is none
for producing scientific theories, so we can find in the artistic activity rational
and intuitive processes the reconstruction of which is possible until a moment
only. The explanation of the artistic phenomenon is thanks to a great extent to
the concept of arts that Tudor Vianu has built: art is a way of organizing
conscience material and data. As the artist rises, discontinuously, from a
simple man — ,,any artist lives in a common man”, so the creation detaches
»from the perspective of the full life of the soul” of its author [19, p.239]. T.
Vianu distinguishes in the act of creation and the act of aesthetic-extra-aesthetic
dualism reception and autonomous-heteronymous, characteristic to the work of
arts. If in the act of creation the aesthetic motive itself weaves with more
heteronomy motives: the need of the artist to t free from certain feelings, to
complete his existence, to affirm himself etc., then the act of reception
constitutes a process, and not a discontinuous state, within which you can
distinguish not only more stages, but also two series of elements (sensations,
associations, feelings): aesthetic and extra-aesthetic, determined by the double
nature of the work — autonomous and heteronymous. Extra-aesthetic elements
are affective states, which though inspired by arts, they may be lived not just in
relation to it, but with different aspects of nature or life. The aesthetic elements
are caused by the aesthetic condition of the work — ,,clarified and orderly image
of the world, by which the artist soul manifests itself” and are correlated with its
constitutive moments [19, p.322]. The production of the artistic phenomenon
directly depends on the human skills of the creator/performer /receiver, which
»becomes a centre of human association, a voice through which the aspirations,
pains and joys of the entire humanity or of a small part of it are expressed”
[idem, p.239]. Through these very significances, the link of music with life in
the process of musical education remains imperative. Education through music
is realized within musical education itself.
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In order to transform the artistic act in a process of formation of the artistic
culture of the pupils, it is important to follow an ensemble of conditions
amongst which the main ones are:

— People owning certain semiotic competences, thanks to which they can only
make some artefacts function aesthetically;

— Suitable environment, thanks to which these competences could be formed
(learnt);

— Institutions and traditions which form this suitable environment;

— The historic dimension from the traditions thanks to which all the works of
art referring to the past [18, p.71].

Consequently, an artistic activity supposes, undoubtedly, a certain
education, institutions, conventions, social life. The power of the artistic act to
influence other values represents the pre-eminence of arts in the culture
ensemble. Having a special place in education, the artistic act should offer the
opportunity to participate in the life and destiny of the society where it lives and
become a means to elevate the framework and style of civilization. As a result of
the study of the term artistic act and its evolution in a concept formula, we
consider important the following conclusions:

» In the artistic act, one of the aspects is revealed — reality, possibility,
necessity.

» The production of the artistic act depends on intuitive, psychic depth of the
feelings, the creative fantasy, the expressive power, etc.

= The artistic act as inner action represents a succession/flow of states — inner
feelings of the participant in the artistic activity.

= |n the artistic act, the receiver is offered the possibility to discover for himself
a new reality/world produced by the artist based on principles f imitation,
transformation, reality production, etc., which may become technological
opportunities in the pupils’ artistic education.
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2. ASPECTE CLASICE SI MODERNE TN CLASIFICAREA 5
CUNOSTINTELOR MUZICALE DIN PERSPECTIVA DEZVOLTARII
DOMENIULUI MUZICAL PEDAGOGIC

CLASSIC AND MODERN ASPECTS IN THE CLASSIFICATION
OF KNOWLEDGE FROM A DEVELOPMENT PERSPECTIVE OF
MUSIC-PEDAGOGICAL FIELD

Viorica Crisciuc54

Rezumat: Prin abordarea aspectelor clasice §i moderne in clasificarea cunostintelor
muzicale, intelegem clasificarile de debut a cunostintelor din domeniul pedagogiei muzicale.
Cunostintele muzicale reprezinta un sistem de referinta pentru cercetatorii din domeniu.
Clasificarile prezentate in articol, si-au pastrat valoarea teoretica si praxiologica de-a lungul
anilor si au ramas in patrimoniul stiintific al notiunii de cunostinte muzicale. Realizam
aspectul respectiv, pentru a delimita criteriile de clasificare a cunostintelor muzicale, ca
ulterior sa elaboram o taxonomie moderna de clasificare a cunostintelor muzicale. Trebuie sa
remarcam, ca principalul subsistem al procesului de invatamant, activitatea de instruire, este
obiectul de studiu si cercetare a disciplinei pedagogia muzicald. Cunostintele — constituie o
componenta importanta a procesului de invatamant. Ele cuprind totalitatea de notiuni
specifice domeniului muzical, fiind implicate direct in activitatea de predare-invatare la
lectie.

Cuvinte cheie: cunostinte muzicale, clasificarea cunostintelor muzicale, pedagogia muzicala,
aspecte clasice, aspecte moderne, activitatea de predare-invafare

Introducere

Abordarea aspectelor clasice si moderne de clasificare a cunostintelor
muzicale solicitd intelegerea clasificarilor de debut a cunostintelor In domeniul
pedagogiei muzicale. Cunostintele muzicale reprezintd un sistem de referinta
pentru savanti si practicieni. Ne-am propus sd analizdm clasificarile care si-au
pastrat valoarea teoretica si praxiologica de-a lungul anilor si au dezvoltat
notiunea de cunostinte muzicale. Delimitarea criteriilor de clasificare a
cunostintelor muzicale ne va permite sa elaboram o taxonomie moderna de
clasificare a cunostintelor muzicale.

Clasificarea cunostintelor muzicale

Activitatea de instruire, ca subsistem principal al procesului de Invatamant
(la care se atribuie cunostintele din procesul predarii), reprezinta obiectul de
studiu si de cercetare a disciplinei pedagogia generala. Cunostintele — constituie
o componentd importantd a procesului de invatdmant, fiind implicate in fiece
moment din cadrul activitatii de predare-invatare. Cunostintele s-au acumulat n
decursul timpului, in straturi succesive, ca sa ajunga la coerenta si configuratia
unei stiinte bine conturate. Pedagogia sau sistemul de cunostinte despre educatie
se delimiteaza in trei straturi [1]:

*Lecturer PhD., ,Alecu Russo” State University from Balti , Republic of Moldavia, vioricacrisciuc@gmail.com
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Cunostintele prestiintifice - una din cele mai controversate probleme in
epistemologie, deoarece nu este o delimitare evidenta in trecerea de la prestiinta
la stiinta, (sensul comun, mitul, metafora, sloganul);

Cunostintele stiintifice sunt compuse din trei instrumente ale cunoasterii
stiintifice (teoria, paradigma si modelul);

Cunostintele metastiintifice se compun din sisteme metastiintifice
(ideologia si utopia, filosofia) [1].

Potrivit conceptiei pedagogice a cercetatorilor Cristea S., Cucos C.,
Bontag 1., Grigoras I., cunostintele (informatiile) sunt proiectate de cadrul
didactic in contextul actului predarii. Realizarea sa angajeaza trei operatii
complementare: operatia de definire, care asigura introducerea cunostintelor noi
in actul predarii, cu concretizarea acestora prin descrierea unor episoade, semne,
simboluri; expunerea cunostintelor, prin asertiunea cunostintelor definite,
compararea si clasificarea acestora prin demonstratii, compuneri, care angajeaza
si opiniile celor educati; operatia de explicare, care asigura susfinerea actului
didactic prin ordonarea procedurald, teleologica a cunostintelor transmise la
nivel de comunicare pedagogica.

Tn plan general-pedagogic, cunostintele din domeniul respectiv, se
conforma cu exactitate principiilor didactice bazate pe cunoasterea stiingifica.
Actualmente, in contextul cercetdrilor pedagogice, conceptul de cunostinte,
precum si clasificarea cunostintelor muzicale au avansat si reprezinta aspecte ale
unor probleme de investigatie. Ideea cd predarea cunostintelor la disciplinile
artistice nu se poate conforma docil principiilor didactice ale cunoasterii
stiingifice este promovatd de Kant Im.,Vigotski L.S., Kusaev N., Parfene C.,
Pislaru VI., care au demonstrat - receptarea artistica se deosebeste esential de
cea a cunoasterii stiintifice la nivelul obiectului receptor, la cel al receptorului.

Pedagogia artelor este dezvoltatd prin contributiile teoretice ale lui
Abdulin E., Aliev lu., Apraxina O., Goriunova L., Grodzenskaia N., Kabalevki
Dm., Vaideanu G., Vetlughina N., Satkaia V., Scolear L. etc. Determinarea unui
sistem de clasificare a cunostintelor muzicale, precum si fundamentarea
metodologiei predarii cunostintelor muzicale a devenit un imperativ al
invatdmantului modern. Lipsa unei metodologii de predare a cunostintelor
muzicale, specificdi domeniului educatiei artistice, nu poate fi inlocuitd cu
principiile general-didactice, care deseori nu contribuie la buna desfasurare a
procesului didactic la lectie. Cunostintele muzicale pot fi Tnsusite prin notiuni,
definitii teoretice - ca necesitate importanta la intelegerea fenomenului muzical.
Instruirea muzicala nu va “calcula la rece” actul de percepere a muzicii vii, ci
validarea esentei psihologice a muzicii. In didactica contemporani, educatia
muzicald se preteaza ca un sistem de cunostinte, capacitati si aptitudini, care se
formeaza in cadrul activitatilor muzical-didactice si emotionale ale elevilor.

Kabalevski Dm. a eclaborat o conceptie de clasificare a cunostintelor
muzicale. Programa de educatie muzicald elaborata de Kabalevski Dm. in anii
80 exclude complet din perioada initiala de invatamant (clasa intdi) studiul
abecedarului muzical, care in viziunea lui este un curs simplificat al teoriei
elementare a muzicii. In practica scolard din invatimantul general, profesorii
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deseori limiteaza la studierea cunostintelor muzicale la cunoasterea elementara a
notelor. Cunostintele muzicale sunt clasificate in: abecedarul muzical (etapa
pregatitoare in studiul cunostintelor muzicale); initierea muzicala (care este ceva
cu mult mai important si nu se identifica cu abecedarul muzical si studierea
notelor). In acest compartiment se formeaza achizitii de percepere a mesajului
sonor, delimitare a caracterului muzicii, dispozitiei, laturii imagistice a muzicii.
Prin achizitia cunostintelor muzicale se va forma capacitatea de a determina
dupd auz compozitorul, autorul uneia sau alteia creatii muzicale [2]. Totodata,
cunostintele muzicale pot fi privite ca legitati ale artei muzicale, care exprima
esenta mesajului muzical si contribuie la formarea unei viziuni complexe despre
arta muzicald la elevi. In aceastd ordine de idei, sunt foarte pretioase si
cercetarile lui Mazeli L. A., Nazaikinski E. V., si Medusevski V. V., care afirma
ca cunostintele despre gen, dramaturgia intonationald, integritatea creatiei
componistice, interpretare si perceptie, sunt legititi centrale in stiinta muzicala
[2]. In viziunea lui Aliev Iu., cunostintele muzicale au o legitura integratoare cu
muzicologia, psihologia, estetica si disciplinele istorico-teoretice (istoria si
teoria muzicii, armonia, polifonia, orchestratia). Scopul comun in conlucrarea
acestor discipline constituie perceperea muzicii ca un proces viu. lar acel
element semnificativ prin care se integreaza aceste domenii, sunt cunostintele
muzicale, care la fiecare etapa de studiu au o semnificatie proprie in
evenimentul predarii-invatarii al lectiei.

In didactica contemporani continuturile invitimantului muzical in scoald
sunt determinate printr-un sistem de cunostinte muzicale, capacitati si aptitudini,
care conlucreaza in unic sens cu experienta muzical-creativa si emotionald a
elevului. Aliev Iu. elaboreazd o metodologie orientata spre dezvoltarea
capacitatii elevilor de a deosebi diferite stiluri muzicale. El pledeaza pentru
formarea la elevi a unei viziuni integrative despre stiluri, epoci si curente
muzicale. Metoda elaborata de Aliev Iu. se bazeaza pe acumularea achizitiilor
senzoriale, in cadrul studiului creatiilor muzicale la lectie. In acest proces sunt
implicate cunostintele caracteristice stilului, tipice pentru creatia unui sau altui
compozitor. In final, cunostintele acumulate vor permite delimitarea si vor
conditiona aprecierea corectd a stilului compozitorului. Elementele care stau la
baza procesului muzical-educativ, dupa Aliev Iu. sunt [3]: materialul muzical,
cunostinte muzicale (cheie si particulare); capacitati si aptitudini muzicale. Aliev
Iu. initiaza studiul unui compartiment, numit ,,abecedarul muzical”, pentru a
rezolva coerent toate obiectivele educatiei muzicale.

Planificand continuturile lectiilor, strategiile de predare, profesorul trebuie
sd coreleze in continuu exercitiile specifice pentru citirea notelor, exercitii
auditive cu repertoriul muzical de baza. Intre perceperea muzicii si competenta
muzicald a elevilor sunt legaturi dialectice: pe de o parte repertoriul pentru

eqe v, e

“hii~ye

despre posibilitatile descriptive si expresive a elementelor limbajului muzical (in
particular registru, mod, tempo, dinamicd); din alta perspectiva ,abecedarul
muzical” oferd cunoasterea notiunilor ,registru”, ,tempo”, ,,mod”, si creeaza
fundamente pentru perceperea profundi/deplind a lucrarilor muzicale [3]. In
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cadrul acestui compartiment elevul poate sda solfegieze exercitii muzicale in
tonalitdfi minore $i majore pand la un semn la cheie. Unul din elementele
abecedarului muzical este citit-scrisul muzical. Elevul trebuie la sfarsitul clasei a
Vll-a si poatd transcrie partiturile cintecelor interpretate. In acest proces se
fredoneaza melodia, care se transcrie. Acest exemplu este important prin faptul,
cd dezvoltd imaginea auditiva, care contribuie la cantarea pe note. Existd o
gramaticd a muzicii, o punctuatie muzicala, asa cum existd o gramaticd si o
punctuatie a limbajului verbal. Repetitie si contrast, expozitie si dezvoltare,
explorare melodica — iatd niste cai de articulare a ideilor muzicale. O clasificare
asemanatoare propune Abdulin E., autorul clasificd cunostintele muzicale in
doua categorii:

1. Cunostinte-cheie, fundamentale, care contribuie la crearea unei viziuni
generale despre arta sunetelor, (cum ar fi: muzica — fenomen specific al lumii;
muzica — miscare, lucrarea muzicala ca proces, specificul formei muzicale,
dramaturgia muzicald). Se delimiteazd trei linii in desfdsurarea cunostintelor
cheie 1n invatamantul primar: a) se contureaza traseul de asimilare a conceptiei
despre natura muzicii (ce se reflecta in tematica claselor I-a, a ll-a); b) se
furnizeaza imagini despre caracterul procesual-temporal a artei muzicale (clasa a
[1-a); c¢) se demonstreaza caracterul social la muzicii (clasa a III-a). Temelia
asimilarii cunostintelor-cheie reprezinta perceperea vie a muzicii.

2. Cunostinte particulare, care contribuie la formarea competentei muzicale si
cunoasterea muzicii din interior (cum ar fi sunetul si insusirile sale, relatii
specifice intre sunete, elementele ritmice, melodice, armonice ale discursului
sonor, limbajul muzical cu tot arsenalul de legi, specifice muzicii). Ambele
categorii de cunostinte muzicale coexista si interactioneaza, subordonandu-se
una alteia [1].

Insusirea cunostintelor muzicale, in opinia lui Asafiev B., trebuie si fie
precedatd de acumularea unei experiente auditive a elevului. La inceput
fenomenul va fi sesizat, perceput, trait pe viu, descoperit si apoi explicat.
Cunostintele muzicale vor contribui la patrunderea in imaginea artistica, §i se
vor aplica in practici pentru simtirea artei sunetelor. Tn temeiul acestor
consideratii constataim ca clasificarea cunostintelor muzicale s-a efectuat pe
criteriul gradului de generalizare a cunostintelor muzicale. In studiile sale
Asafiev B. distinge doua nivele a cunostintelor muzicale, clasificandu-le astfel:
cunostinte  integratoare, care contribuie la formarea unei viziuni
complete/integre despre muzicda; cunostinte specifice, care corespund
specificului limbajului muzical, formelor, genurilor muzicale.

In opinia noastrd, ambele clasificiri de cunostinte muzicale se afld in
raport de complementaritate. Prin functionarea si interactiunea lor se atinge un
grad generalizator de cunoastere. Prin insusirea cunostintelor muzicale elevii vor
patrunde in “tainele unui mare laborator”, unde prin interactiuni si legi stricte
sunetele cu cele 4 insusiri — durata, inaltimea, intensitatea, timbrul - formeaza
limbajul muzical. Asa elemente precum ritmul, masura, melodia, armonia,
dinamica, coloristica sonora - dau nastere imaginii sonore. Gagim I. propune trei
faze de asimilare a cunostintelor [5]: simtire-traire; aplicare practica sub diferite
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forme (executare, auditie, creatie, caracterizare artisticd); constientizare
“teoreticd”.

Insusirea cunostintelor muzicale si despre muzici capiti o semnificatie mai
larga decat cea data in Teoria elementara a muzicii traditionala. Functiile
cunostintelor muzicale nu se limiteaza la cunoasterea unor notiuni, termeni,
categorii, legi, date despre compozitori, ci pot contribui la asimilarea practica a
muzicii, la perceperea/receptarea/interpretarea si patrunderea 1n imaginea
muzical-artistici. In cadrul actului educativ-muzical, traseul teoretic a
invatamantului muzical, delimiteazda doua niveluri: teoretic-muzicologic;
teoretic-tehnologic.Mai  intdi fenomenul va fi sesizat, trdait pe viu,
urmarit/descoperit, apoi in baza lui se vor acumula anumite impresii muzicale.
Dupad trairea fenomenului muzical se va formula 1intr-o definitie/regula
cunostintele muzicale. Gagim 1. clasifica cunostintele muzicale dintr-0
perspectiva specifica educatiei artistice [5]:

1. Cunostinte despre muzicd, ce permit cunoasterea ei “din exterior” (despre
stiluri, curente artistice, despre epoci, despre muzica in general si locul ei in
viata omului).

2. Cunostinte muzicale propriu-zise, ce vor duce la cunoasterea muzicii “din
interior” (sunetul ca element primar, elementele ritmic, melodic, dinamic,
armonic, al discursului muzical, melodie-acompaniament, structura, forma).
Panza sonora studiatd din interior va contribui la cunoasterea limbajului
muzical.

Balan G. insumeaza in limbajul muzical totalitatea cunostintelor muzicale, pe
care le divizeaza in trei palete:

1. Elementele discursului muzical (repetitie si contrast, expunere si dezvoltare,
explorarea melodicd, revenirile semnificative — reexpozitia);

2. ldei muzicale (motiv, tema, fraza, melodie);

3. Aritmetica sonora - orice compozitie se Intemeiaza pe o aritmetica, parte,
sectiune, forma [4].

Cand ne adancim in aritmetica sunetelor, incepi sa gindesti, cd numerele nu
sunt abstractiuni, ci vii, purtitoare de sens. Intregul limbaj al muzicii poate fi
perceput ca fiind intemeiat pe un fundament — o unitate primordiald. Spre
exemplu, variatiuni pe o tema, sau alt exemplu - cind motivele si temele se reduc
la un motiv de baza. Trei in muzicd este numarul plenitudinii, al ciclului
incheiat. Constructiile bazate pe numarul patru par sa fie in muzica arhitectura
1deald. Cand urmaresti organizarea numericad a discursului muzical, resimti ceva
din limbajul acelei Intelepciuni secrete suprasensibile ce pare sa ne guverneze
existenta [4]. Cele relatate, demonstreaza marea diversitate a clasificarilor
cunostintelor muzicale, dar raportand categoriile la specificul educatiei muzicale
constatam, ca 1n baza criteriului de generalizare, au fost clasificate cunostintele
muzicale. Astfel, cunostintele-cheie si cunostintele particulare, aflate in raport
dialectic, sunt tratate ca principii fundamentale ale muzicii, care se explica
reciproc si se concretizeaza prin cunostintele particulare. Instruirea (predarea)
muzicala exclusiv bazatd pe cunostinte muzicale teoretic-tehnice, nu permite
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invatare (asimilarea muzicii) ca fenomen artistic complex. Lucru posibil numai
prin integralizarea lor cu cunostintele-cheie.

O alta incercare de clasificare, intalnita in literatura de specialitate
romaneasca, este cea realizatda de Vasile Vasile, in cursul ,,Metodica predarii
Educatiei muzicale”. Elaborarile pentru invatamantul muzical romanesc, se
suprapun cu actiunea de cunoastere a elementelor de limbaj muzical - principala
modalitate de apropiere de intelesurile creatiilor muzicale. Vasile V. clasifica
cunostintele muzicale pe nivele: prenotatia muzicala, notatia muzicalda — este
forma cea mai concretd §i complexa in care se scriu elementele de limbaj
muzical. In cadrul predirii-asimildrii a cunostintelor muzicale, elevii vor
intelege ca un anumit semn grafic reprezintd un fenomen sonor, care sonorizat
sau reprodus cu vocea intrd in componenta unei exprimari. Cunoasterea notatiei
muzicale si a citit-scrisului muzical presupune formarea deprinderilor de
solfegiere, de dezvoltare a auzului, a simfului ritmic, melodic, armonic.in
temeiul acestor constatdri, pentru tratarea sistemicd (Asafiev B., Gagim I.)
propunem sa fie luate in consideratie urmatoarele caracteristici definitorii ale
cunostintelor muzicale:

1. Cunostintele muzicale contribuie esential la intrarea in lumea muzicii;

2. Conditia obligatorie In acumularea cunostintelor este prezenta unui sistem
(Kabalevskii D., Aliev lu., Gagim I., Morari M.);

3. Toate cunostintele muzicale vor fi asimilate in urma acumularii unei
experiente muzical-auditive;

4. Cunostintele muzicale parcurg calea cunoasterii din interior spre exterior
(Gagim 1.);

5. Cunostintele muzicale capata valoare/semnificatie/sens numai in activitatile
practice din cadrul lectiei;

6. Cunostintele muzicale ating rezultatele finale — competentele - prin
dimensiunile actionale ale activitatii de formare a elevului.

Valoarea instrumentala si operationala a cunostintelor muzicale presupune
nu numai a sti sa inveti, ci si a sti sa faci. In aceasta ordine de idei, clasificarea
cunostintelor muzicale, precum si articularea lor intr-un sistem integru vor spori
eficienta educatiei muzicale a elevilor.
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Abstract: By approach of classic and modern aspects in music knowledge classification, we
mean the music pedagogy debut knowledge classification. Music knowledge is a system of
reference for the researchers in the field. The classifications presented in the article have kept
the theoretical and phraseological value over the years and have remained in the scientific
heritage of the music knowledge notion. We realize this aspect in order to define the criteria
for the classification of music knowledge and later to elaborate a modern taxonomy for the
classification of music knowledge. It should be noted that the main subsystem of educational
process, training activity, is the study and research object of the music pedagogy. Knowledge
— is an important component of the educational process. It includes all notions specific to
music being directly involved in teaching-learning activities during the lesson.

Key words: music knowledge, music knowledge classification, music pedagogy, classic
aspects, modern aspects, teaching-learning activity.

Introduction

Approaching the classic and modern aspects of classification of the
musical knowledge requires understanding the debut classification of the
knowledge in the field of the musical pedagogy. The musical knowledge
represents a system of reference for scientists and practitioners. We aimed to
analyze the classifications that have preserved their theoretical and praxiological
value for years and have developed the term of musical knowledge. Delimitation
of the musical knowledge classification allows us elaborate a modern taxonomy
of classification of the musical knowledge.

Classification of the musical knowledge

The training activity, as main subsystem of the education process (to
which the knowledge from the teaching process is attributed), represents the
object of study and research of the general pedagogy subject. Knoweldge — is an
important component of the education process, being involved in every moment
of the teaching-learning activity. The knowledge has accumulated in time, in
consecutive layers, to reach the coherence and configuration of a well outlined
science. Pedagogy or the system of knowledge about education is defined in
three layers [1]:

Pre-scientific knowledge — one of the most controversial problems in
epistemology, as there is no evident delimitation when moving from pre-science
to science, (common sense, myth, metaphor, slogan);

Scientific knowledge are constituted out of three tools of the scientific
knowledge (theory, paradigm and model);

Meta-scientific knowledge include meta-scientific systems (ideology and
utopia, philosophy) [1].

Following the pedagogical concept of the researchers Cristea S., Cucos
C., Bontas 1., Grigoras 1., the knowledge (information) is designed by the
didactic framework in the context of the teaching act. The realization is engaged
in three complementary operations: the defining operation, which insures the
introduction of the new knowledge in the teaching act, by materializing them by
describing episodes, signs, symbols; knowledge exposure, by the assertion of the
defined knowledge, their comparison and classification by demonstrations,
compositions, which engage also the opinions of the educated ones; the
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explanation operation, which insures the support of the didactic acts by
procedural, teleological ordering of the knowledge transmitted at pedagogical
communication level.

In the general-pedagogic plan, the knowledge from that field, follow
exactly the didactic principles based on scientific knowledge. Currently, in the
context of the pedagogical research, the concept of knowledge, as well as the
classification of the musical knowledge have advanced and represent aspects of
certain problems of investigation. The idea that teaching knowledge in the
artistic subjects cannot obediently follow the didactic principles of the scientific
research is promoted by Kant Im.,Vigotski L.S., Kusaev N., Parfene C., Pislaru
VI., who proved - the artistic reception is essentially different from that of the
scientific knowledge at the level of the object receiver, at that of the receiver.

The arts pedagogy is developed through the theoretical contributions of
Abdulin E., Aliev lu., Apraxina O., Goriunova L., Grodzenskaia N., KabalevkKi
Dm., Vaideanu G., Vetlughina N., Satkaia V., Scolear L. etc. Determining a
system of classification of the musical knowledge, as well as grounding the
teaching methodology of musical knowledge has become an imperative of the
modern education. The absence of a teaching methodology of the musical
knowledge, specific to the area of artistic education, cannot be replaced with the
general-didactic principles, which often do not contribute to the good ongoing of
the didactic process during the lesson. The musical knowledge can be acquired
through notions, theoretical definitions — as an important need in understanding
the musical phenomenon. The musical training will not “coldly calculate” the
act of live music perception, but the validation of the psychological essence of
music. In the contemporary didactics, the musical education tends as a system of
knowledge, skills and abilities, formed within the musical-didactic and
emotional activities of the pupils.

Kabalevski Dm. has elaborated a concept of classification of the musical
knowledge. The musical education program elaborated by Kabalevski Dm. in
the 80-ies completely excludes the study of the musical primer from the initial
period of education (first grade), which, in his view, is a simplified course of the
elementary theory of music. In the school practice from general education, the
teachers often limit the study of the musical education to the elementary learning
of the notes. The musical knowledge is classified into: musical primer
(preparatory stage in the study of the musical knowledge); musical initiation
(which is something much more important and does not identify with the
musical primer and the sturdy of the notes). In this section, they form
acquisitions of perception of the sound message, delimitation of the music
character, mood, and image side of the music. By acquiring musical knowledge,
they will form the skill of determining the composer by hearing, the author of on
e musical creation or another [2]. At the same time, the musical knowledge can
be regarded as regularities of the musical arts, expressing the essence of the
musical message and contributes to forming a complex view of the pupils about
music. In this order of ideas, very precious are the research of Mazeli L. A.,
Nazaikinski E. V., and Medusevski V. V., who states that knowledge about
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gender, international drama, integrity of the compositional creation, interpreting
and perception, are central regularities in the musical science [2]. In the view of
Aliev lu., the musical knowledge have an integrating link with musicology,
psychology, aesthetics, and historical-theoretical subjects (history and theory of
music, harmony, polyphony, orchestration). The common goal in collaboration
of these subjects constitutes the perception of music as a live process. And that
significant process, through which these areas are integrated, is musical
knowledge, which at each stage of the study has own significance in the
teaching-learning event of the lesson.

In the contemporary didactics, the content of the musical study in school
is determined by a system fog musical knowledge, skills and abilities, which
cooperate in a unique sense with the pupil’s musical-creative and emotional
experience. Aliev lu. elaborates a methodology oriented towards the
development of the pupils’ abilities to differentiate different musical styles. He
pleads for forming an integrative view of the pupils about musical styles, epochs
and currents. The method elaborated by de Aliev lu. is based on accumulation of
the sensorial acquisitions, within the study of the musical creations at the lesson.
This process involves style-characteristic knowledge, typical for the creation of
one or another composer. Finally, the accumulated knowledge will allow
delimitation and will condition the correct appreciation of the composer’s style.
The elements at the basis of the musical-educational process, by Aliev lu. are
[3]: the musical material; the musical knowledge (key and specific); musical
skills and abilities. Aliev lu. initiates the study of a section, called ,,the musical
primer”, to coherently develop all the objectives of the musical education.

By planning the content of the lessons, the teaching strategies, the teacher
Is to continuously correlate the exercises specific to reading the notes, auditive
exercise with the main musical repertoire. There are dialectic links between the
pupils’ music perception and musical competence: on one hand, the repertoire
for inteprepretation and music audition offer the pupils opportunities to make
conclusions about the descriptive and expressive possibilities of the musical
language elements (namely, registry, manner, tempo, dynamics); from another
perspective ,the musical primer” offers knowledge of the term ,registry”,
»empo”, ,manner”, and create fundamentals for deep/full perception of the
musical works [3]. In this section, the pupil can make solfeggios of musical
exercises in minor and major tonalities until a sign at the key. One of the
elements of the musical primer is musical reading-writing. By the end of the
fourth grade, the pupil shall transcribe sheet music of the performed songs. In
this process, they hum the melody, which is being transcribed. This example is
important by the fact that it develops the auditive image, which contributes to
singing by notes. There is grammar of the music, a musical punctuation, as there
Is grammar and punctuation of the verbal language. Repetition and contrast,
exhibition and development, melody exploration — these are some ways of
articulation of musical ideas. A similar classification is proposed by Abdulin E.,
who classifies the musical knowledge in two categories:
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1. Key-knowledge, fundamentals, which contribute to creating a general vision
about the arts of the sounds (like: music — specific phenomenon of the world,;
music — movement, the musical creation as a process, the specific of the musical
form, musical drama). There are three lines in the organization of the key
knowledge in primary education: a) the route of assimilation of the concept
about nature of the music is outlined (reflected in the themes of the first and
second grades); b) images about the process-time character of the musical arts is
provided (second grade); c) the social character of music is demonstrated (third
grade). The grounds for the assimilation of the key-knowledge represent the live
perception of music.

2. Specific knowledge, contributing to the formation of the musical competence
and knowing music from inside (like the sound and its traits, the specific
relations between sounds, rhythmic, melody, harmony elements of the sound
discourse, the musical language with all the arsenal of laws, specific to music).
Both categories of musical knowledge coexist and interact, reporting to each
other [1].

Acquisition of musical knowledge, in the opinion of Asafiev B., is to be
preceded by the accumulation of an auditive expertise of the pupil. At the
beginning, the phenomenon will be observed, perceived, lived in reality,
discovered and then explained. The musical knowledge will contribute to
perceiving in the artistic image, and will be applied in practice to feel the arts of
sounds. Based on these considerations, we conclude that the classification of the
musical knowledge has been realized on the criterion of the degree of
generalization of the musical knowledge. In his studies, Asafiev B. distinguishes
two levels of the musical knowledge, classifying them in such a way: integrating
knowledge, which contribute to forming a complete/integral vision about music;
specific knowledge, which correspond to the specific of the musical language,
forms and musical genres.

In our opinion, both classifications of musical knowledge are in report of
complementarity. By their functioning and interaction we reach a generalizing
degree of knowledge. By acquiring musical knowledge, the pupils will perceive
“the secrets of a big laboratory”, where by interactions and strict laws the sounds
with those 4 traits — duration, height, intensity, timber — form the musical
language. Such elements like rhythm, measure, melody, harmony, dynamics,
sound colors scheme — give birth to sound image. Gagim 1. suggests three
phases of knowledge assimilation [5]: feeling-experience; practical application
in different forms (execution, audition, creation, artistic characterization);
“theoretical” awareness.

Acquisition of musical knowledge and about music acquires a larger
significance rather than that given in the elementary theory of the musical
tradition. The functions of the musical knowledge do not limit to knowing a
notion, terms, categories, laws, data about composers, but they can contribute to
practical assimilation of music, perception/performance/reception and
perceiving in the musical-artistic image. Within the educational-musical
framework, the theoretical route of the musical education delimits two levels:
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theoretical-musicological; theoretical -technological. Fisrt, the phenomenon will
be observed, live experienced, followed/discovered, then, based on it, they will
accumulate certain musical impressions. After experiencing the musical
phenomenon, the musical knowledge will formulate in a definition/rule. Gagim
I. classifies the musical knowledge from a perspective specific to artistic
education [5]:

1. Knowledge about music, allowing to know it “from outside” (about styles,
artistic currents, epochs, music in general and its place in the man’s life).

2. The proper musical knowledge, leading to knowing music “from inside” (the
sound as a primary element, rhythmic, melody, dynamics, harmony, elements of
the musical discourse, melody-accompaniment, structure, form). The sound
blade studied from inside will contribute to knowing the musical language.
Balan G. summarizes in the musical language the totality of the musical
knowledge, which he divides into three pallets:

1. Elements of the musical discourse (repetition and contrast, exposition and
development, melody exploration, significant returns — re- exposition);

2. Musical ideas (motive, theme, complex sentence, melody);

3. Sound arithmetic — any composition is based on an arithmetic, part, section,
form [4].

When we go deep into the arithmetic of the sounds, you start thinking that
the numbers are not only abstractions, but live, meaning carriers. The full
language of music can be perceived on foundation — a primary unit. For
example, variations on a topic; another example — when the motives and themes
reduce to a main motive. Three in music is the figure of completeness, of the
closed cycle. The constructions based on number four seem to be the ideal
architecture in music. When you follow the number organization of the musical
discourse, you feel something from the language of that secret supersensible
wisdom which seems to govern our existence [4]. The described above prove
that the big diversity of the classifications of the musical knowledge, but
reporting the categories to the specific of the musical education, we conclude
that, based on the generalization criterion, musical knowledge have been
classified.

Thus, the key-knowledge and specific knowledge, in dialectic report, are
treated as fundamental principles of music, explained mutually and reflected by
particular knowledge. The musical training (teaching) exclusively based on
musical theoretical-technical knowledge; do not allow learning (music
assimilation) as a complex artistic phenomenon. This is possible by their
integration only with the key-knowledge. Another trial of classification, met in
the Romanian specialized literature is the one realized by Vasile Vasile, in the
course ,, Teaching Methodology of Musical Education”. The elaborations for the
Romanian musical education are overlapped with the action of knowing the
musical language elements — the main modality of approaching the meanings of
the musical creations. Vasile V. classifies the musical knowledge by levels:
musical pre-notation, musical notation — is the most concrete and complex form
where the elements of musical language are included. In the teaching-learning
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process of the musical knowledge, the pupils shall understand that a certain
graphic sign represents a sound phenomenon, which, sound produced or
reproduced by voice, enters the structure of an expression. Knowing the musical
notation and the musical reading-writing implies the formation of the solfeggio
skills, development of the hearing, of the rhythmic, melody, harmony sense.
Based on these conclusions, for systemic treatment (Asafiev B., Gagim 1.), we
suggest taking into consideration the following defining characteristics of the
musical knowledge:

1. The musical knowledge essentially contribute to entering the world of music;
2. The mandatory condition in accumulating knowledge is the presence of a
system (Kabalevskii D., Aliev lu., Gagim I., Morari M.);

3. All the musical knowledge will be assimilated as a result of the muzscal-
auditive experience;

4. The musical knowledge take the path of knowledge from inside to outside
(Gagim 1.);

5. The musical knowledge take value/significance/meaning only in the practical
activities of the lesson;

6. The musical knowledge reaches the final results — skills — by the action
dimensions of the pupil-formation activity.

The instrumental and operational value of the musical knowledge implies
not only the ability to learn, but also the ability to do. In this order of ideas, the
classification of the musical knowledge, like their articulation in an integral
system will enhance the efficiency of thee pupils’ musical education.
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4. FORMAREA PROFESORULUI TN JAPONIA

TEACHER TRAINING IN JAPAN

Svetlana Postolachi®®

Rezumat: Tn Japonia profesorii constituie una dintre categoriile de baza ale societdrii care,
de altfel, a pus pe umerii acestora multe responsabilitdari, avind, totodata, si expectayii Tnalte
pentru ei. Prin nogiunea de ““scoala” cultura japoneza subingelege nu doar transmiterea de
cunostinge dar si cultivarea unei moralitari Tnalte, a unor caracteristici personale si a
valorilor general-umane. Din aceste considerente, solugionarea problemelor privitor la
perfectionare cadrelor este legata anume de dezvoltarea calitasilor enumerate, si nu de
rezultatele academice.

Cuvinte cheie: profesor, responsabilitate, formare, culturd, educasie artistica

Perfectionarea este obligatorie pentru profesorii scolilor publice, indiferent
de stagiul lor de munca. Atit perfectionarea cadrelor didactice, cit si cercetarile
Tn domeniu se desfasoara, de cele mai multe ori, n institutiile de Tnvatamint.
Conform directivelor Ministerului Educatiei si ale consiliilor prefecturale si
municipale, profesorilor de la scolile publice li se ofera cursuri de perfectionare
cu o durata minima de 20 de zile per an, fara a se tine cont de domeniul de
activitate, stagiul de munca etc. Perfectionarea cadrelor didactice din Japonia se
realizeaza in cadrul a cinci tipuri de training:

» training desfasurat Tn scoala in care activeaza profesorul respectiv;

» training informal organizat Tn mod individual de cadrele didactice prin
constituirea unor grupuri

> mici de profesori din district care se ocupa, in special, de cercetari n
domeniu;

» training organizat de centrele de instruire locale;

» training pentru managerii scolari si specialistii care ofera consultanta n
probleme de curriculum, organizat de Ministerul Educatiei la Centrul National
de training;

» training cu durata de 2 ani oferit anual si desfasurat la institutiile nationale,
al caror scop este perfectionarea la nivel avansat a profesorilor cu realizari
deosebite, pentru care sint triate doar citeva sute de cadre didactice din intreaga
tara.

La organizarea si desfasurarea cursurilor de perfectionare si a activitatilor
de cercetare Tsi aduc contributia atit Ministerul Educatiei, cit si multe organizatii
ale profesorilor. Perfectionarea cadrelor didactice are loc, de regula, chiar in
scoala de functionare a profesorului si este supravegheata de shido shuji,
pedagogi-metodisti cu vasta experienta. Profesorii participa, de asemenea, la
diferite Tntruniri pentru a discuta planuri de activitate si metode noi de predare,
demonstrate ulterior Tn cadrul unor ore deschise asistate de shido shuji si colegi.

»Senior Lecturer PhD, ,Alecu Russo” State University from Balti, Republic of  Moldavia,
svetlanapostolachi2@gmail.com
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Centrele locale de instruire sustin perfectionarea cadrelor didactice, oferind
consultanta si finantind cercetari. Fiecare dintre cele 47 de prefecturi si 10 dintre
cele mai mari municipii au cite un centru local de instruire. Tn 1985, de exemplu,
Centrul de Instruire din municipiul Hiroshima a propus 159 de programe de
perfectionare pentru 21 de domenii de activitate. Programele prevazute pentru o
durata de 1 - 5 zile au inclus subiecte la pedagogie, managementul scolar,
tehnologia educationala, managementul in clasa. Pe linga shido shuji, centrul
mai invita si profesori universitari, judecatori, manageri industriali. O data in
sase ani toti profesorii sint obligati sa se prezinte la centru pentru o perioada de
trei zile Tn vederea familiarizarii cu informatia la zi, discutarii unor metode noi
de predare etc.

O alta metoda de perfectionare este oferita de cele trei institutii nationale:
Hyogo, Joetsu, Takushima. Acestea selecteaza profesori experimentati care
fnurma programului de studii obtin diploma de magistru. Diversitatea
modalitatilor de realizare a perfectionarii cadrelor didactice, cerintele Tnalte, dar
si facilitatile acordate de Ministerul Educatiei, cumulate cu interesul personal al
profesorilor, contribuie la consolidarea acestei verigi de maxima importanta
pentru societatea japoneza care investeste mult in instruirea profesorilor pentru a
atinge culmile calitatii activitatii didactice.
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Abstract: In Japan, teachers are one of the basic categories of society, moreover , put on
their shoulders many responsibilities , being at the same time , and high expectations for
them. The term "school™ Japanese culture implies not only transmitting knowledge but also
cultivate a high morality, of personal characteristics and general human values. Therefore,
solving the problems regarding staff training is linked to the development of certain qualities
listed, not academic achievement . Improvement is mandatory for public school teachers ,
regardless of their length of employment. Both teacher training as well as research in this
area is conducted , most often in educational institutions. According to the directives of the
Ministry of Education and prefectures and municipal councils, public school teachers are
offered training courses with a minimum of 20 days per year, without taking into account the
range activity, length of service, etc.

Key words: teacher, accountability, training, culture, art education

In Japan, teachers are one of the basic categories of society , moreover , put
on their shoulders many responsibilities , being at the same time , and high
expectations for them. The notion of "school" Japanese culture implies not only
the transmission of knowledge and the cultivation of high morality , of personal
characteristics and general human values . Therefore , solving the problems
regarding staff training is linked to the development of certain qualities listed ,
not academic achievement .

Improvement is mandatory for public school teachers , regardless of their
stage work. Both teacher training as well as research in this area is conducted ,
most often in educational institutions . According to the directives of the
Ministry of Education and prefectures and municipal councils , public school
teachers are offered training courses with a minimum of 20 days per year,
without taking into account the scope, length of service etc. . Teacher training in
Japan achieved in five types of training :

-training conducted in the school in which the Professor respectively ;

- organized informal training individually eachers by setting up groups than
district teachers dealing in particular research;

-training organized local training centers ;

-training for school managers and specialists providing advice on matters of
curriculum, organized by the Ministry of Education at the Center National
training ;

-training offered by 2-year annually held in national institutions whose purpose
advanced level is improving teacher outstanding achievements, which are
sorted only hundreds of teachers across the country.

In organizing and conducting training courses and research activities shall
contribute both the Ministry of Education , as well as teachers' organizations.
Teacher training takes place usually just running school teacher and supervised
by Shido Shuji , teachers - methodologists extensive experience. Teachers also
participate in various meetings to discuss work plans and new teaching methods
proven in some hours later assisted open Shido Shuji and colleagues.
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Local training centers support teacher training , advising and fund research .
Each of the 47 prefectures and 10 of the largest local municipalities each
training center . In 1985 , for example , by the Centre Training of Hiroshima city
proposed 159 training programs for 21 fields. The programs provided for a
period of 1 - 5 days included topics on pedagogy, school management ,
educational technology , classroom management . Besides Shido Shuji center
invite and professors, judges, industrial managers. Once in six years all teachers
are required to report to the center for a period of three days to familiarize with
the information to date , discuss new teaching methods etc.

Another method of training is provided by the three national institutions :
Hyogo, Joetsu, Takushima . They select experienced teachers who Thurma study
program earned a master. Variety of implementation of teacher professional
development , high demands , and facilities provided by the Ministry of
Education, combined with the personal interest of teachers , help to strengthen
the links of utmost importance to Japanese society that invests more in training
teachers to reach the peaks of the quality of work staff.
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5. DIMENSIUNI DE PERSPECTIVA iN FORMAREA
COMPETENTELOR CULTURAL-ARTISTICE (ABORDAREA
INTEGRATA)

DIMENSIONS OF PERSPECTIVE IN THE FORMATION OF THE
CULTURAL-ARTISTIC COMPETENCES
(INTEGRATED APPROACH)

Daniela Cotovitcaia™

Rezumat: Sistemul educational din Republica Moldova se caracterizeaza prin multiple
procese inovationale. Principalul scop - ramine a fi dezvoltarea multilaterala a individului,
descoperirea potentialului lui creativ. Orientarea disciplinara intra in contradictie cu
presupusul sistem. Institutiile de invatamint asigura realizarea procesului educational doar in
baza de discipline scolare, unidimensional, fara a asigura perceperea lumii in ansamblu.
Acest fapt, impiedica copilul sa se dezvolte multidimensional. Se inainteaza problema
reconceptualizarii curricula educasionale, prin prisma optimizarii si integralizarii
congsinuturilor disciplinare. Abordarea integrata a devenit un principiu orientativ esential.
In contextul adoptdrii pedagogiei competenselor, prezintd interes procesul de formare a
competenselor cultural-artistice, asigurat prin integralizarea disciplinelor din Aria
curriculara - Arte. Finalitatea acestor competense - fiind tocmai educarea capacitdsii
subiectului de judecatd, ca produs al organizarii artistice, care ulterior asigurd inselegerea
culturii artistice, aprecierea importantei exprimarii creative a ideilor, experientelor gi
emotiilor prin intermediul diferitelor medii, incluzind muzica, expresia corporala, literatura
si artele plastice.

Cuvinte cheie: integrare, curriculum integrat, interdisciplinaritate, competente cultural-
artistice, cunoastere artistica

Sistemul educational din Republica Moldova se caracterizeaza prin
multiple procese inovationale. Principalul scop al sistemului educational ramine
a fi dezvoltarea multilaterala a individului, descoperirea potentialului lui creativ.
Personalitatea elevului presupune dezvoltarea lui Tn ansamblu, pe cind orientarea
disciplinara intra in contradictie cu presupusul sistem. Institutiile de invatdmint
asigurd realizarea procesului educational doar in baza de discipline scolare,
unidimensional, fara a asigura perceperea lumii Tn ansamblu. Acest fapt,
impiedica copilul sd-si formeze o imagine integra, complexd asupra lumii
inconjurdtoare, iar prin urmare, il Tmpiedica sa se dezvolte multidimensional. La
ctapa actuald se inainteaza problema de reconceptualizare a curricula
educasionale prin prisma optimizarii si integralizarii  consinuturilor
educasionale.

Amintim in acest context doua mari orientdri dezvoltate in prezent in teoria
curriculum-ului:

- Valorificind abordarea sistemica teoria curriculum-ului construieste o
perspectiva sistemico-holistica asupra curriculum-ului.

% Superior Professor, "Mihail Berezovschi" Hight School of Arts from Chisiniu, Republic of Moldavia,
dcotovitschi@gmail.com
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- Teoria curriculum-ului dezvolta paradigma integrarii curriculare atat la macro
nivel, cat si la micro nivel; principalele tipuri de abordari care fac posibila
integrarea  curriculara, se considera a fi  interdisciplinaritatea,
multidisciplinaritatea si transdisciplinaritatea.

Ne vom opri prioritar asupra conceptelor de curriculum si curriculum
integrat. Tn acest sens, schitim imaginea globaldi asupra etimologiei,
perspectivele conceptuale, istorice si valorice ale termenului de curriculum. Este
relevanta explorarea etimologica termenului, precum si devenirea sensurilor si
semnificatiilor conceptului, iar conceptul circuld in literatura de specialitate se
bucurd de o mare diversitate de acceptiuni. S-au analizat perspectivele unor
specialisti recunoscuti in domeniu: John Dewey, F. Bobbitt, R.W. Tyler, L.
D’Hainaut, L. Stenhouse, Vivianne De Landsheere, C. Coles, C.V. Good, D.
Potolea.

In vederea conturirii domeniului de referintd au fost analizate: sintagma
de curriculum integrat cu un accent prioritar pe trei dimensiuni:
conceptualizare, tipologie si semnificatii valorice. Astfel, s-au conturat
perspectivele asupra curriculumului integrat, facand referire la definitiile
propuse de catre Consiliul National al Cadrelor Didactice din Anglia (NCTE),
A. Humphreys, B.J.E. Shoemaker, J.Y. Boyer, J.M. Palmer, L. Ciolan, P.L.
Dressel, H.H. Jacobs, M. Everett. De asemenea, au fost evidensiate citeva
perspective asupra formelor clasice de integrare: multidisciplinara sau
pluridisciplinara, interdisciplinard, transdisciplinard, accentuand in paralel si
diferentele fundamentale intre cele trei abordari. Concluzionand putem afirma
ca, din perspectiva epistemologica, abordarea integrata a devenit un
principiu orientativ esential, permitind analiza criticA a mai multor
demersuri de structurare a educatiei.

In scopul fundamentirii premisei centrale urmeaza a fi studiate un set de
cercetari intreprinse in domeniul curriculumului integrat, incadrandu-le n trei
categorii majore: (1) prima vizeazd informatiile comparative ce permit
determinarea gradului de eficienta a curriculumului integrat vizavi de
achizitionarea continutul invatarii si dezvoltarea deprinderilor, abilitatilor,
capacitatilor si a atitudinilor elevilor; (2) cea de-a doua categorie descrie
maniera efectiva de implementare a acestui tip de curriculum; (3) cea de-a
treia categorie de cercetari documenteaza impactul curriculumului integrat in
comparatie cu cel traditional, disciplinar.

Mecanismul de integrare (capacitatea de sinteza a informatiei) se contine
in natura gindirii omului si este dictatda de legile psihologice si fiziologice
obiective. Interdisciplinaritatea contine - comasarea cunostintelor de caracter
diferit, modalitatilor de activitate, tehnologiilor intelectuale, o multitudine de
elevilor prin crearea situatiilor de problema, solutionarea problemelor
interdisciplinare.

Interdisciplinaritatea este parte a unui invatamant modern care are ca
scop, la finalul traseului educational, o integrare optimda a educatului in
societate, pe piata muncii si in familie. O cunoastere holistica a lumii aduce cu
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sine o intelegere profunda a micro- si macrocosmosului, repere stiintifice si
morale s1 o adaptabilitate la conditiile sociale si economice. Ideea de baza a
interdisciplinaritatii consta in faptul ca aparatul conceptual si metodologic al
mai multor discipline este utilizat in interconexiune pentru a examina o tema sau
o problema, dar mai ales pentru a dezvolta competente integrale-transversale
cheie. La nivel interdisciplinar, transferurile metodologice si conceptuale dintr-0
disciplina in alta sint frecvente. Dezvoltarea unui domeniu al cunoasterii nu se
poate produce izolat, fard stabilirea unor corelatii puternice cu progresul din
celelalte domenii.

Fundamentarea cadrului de referintd pentru proiectarea curriculumului
integrat din perspectiva formarii competentelor cultural-artistice se va baza pe o
tripla analiza: cea a curriculumului la disciplinele educasia muzicala, educasia
tehnologica si educasia plastica din invatamantul secundar, cea a modelului
promovat prin curriculumul dezvoltat la nivelul institutiei de invatamant (engl.
school-based curriculum development - SBCD) si a principiilor ghid de
proiectare a curriculumului la decizia scolii — CDS. In acest context, formulim
convingerea ca prezenta curriculumului la decizia scolii in planurile cadru de
invatamant constituie o oportunitate dintr-o dubla perspectiva: (1) cadrele
didactice si scolile in ansamblul lor devin participanti activi la procesul de
dezvoltare curriculard, CDS-ul avand potentialul de a se legitima ca sistem
complementar si alternativ de dezvoltare a activitatilor curriculare si (2) pentru
elevi prin sistemul optiunilor multiple sunt create sanse de adecvare si definire a
traseelor individuale de invatare ale elevilor. Concret, consideram ca CDS-ul
devine o oportunitate reald pentru promovarea interdisciplinaritifii = si
fundamentarea de bune practici in domeniu care pot fi ulterior extrapolate si
valorificate la nivelul trunchiului comun asistind reformarea reala a acestuia.

Discipline din aria curriculara arte - educasia muzicala, educasia plastica si
tehnologii - educasia tehnologicd) au la baza problemele fundamentale ale
vietii, contribuie in egald masura la formarea unei personalitasi culte. Fiecare
dintre aceste discipline contribuie la culturalizarea, sensibilizarea si formarea
unui dialog dintre copil si lumea artelor, asigurandu-i tot odata formarea
capacitasilor pro/active si creative. Aceleasi continuturi pot fi abordate prin
metode si instrumente specifice fiecdrei discipline, dar pot fi studiate si prin
acelasi tip de metode investigative de tipul experimentului sau proiectului.
Proiectul curricular astfel creat a fost fundamentat pe asocierile provocate de
contactul stiintelor si pe transferul metodelor si al limbajelor.

Cele citeva argumente de ordin epistemologic sint completate de altele de
ordin pedagogic:

- necesitatea deplasarii accentului pe antrenarea capacitatilor intelectuale ale
elevilor, pe descoperirea prin implicare directa in proiecte sau experimente;

- formarea unor abilitdti precum capacitatea de observare, masurare,
comparare, clasificare, deductie, investigatie, de folosire a cunostintelor in
diverse situatii practice;

- crearea motivatiei pentru invatare in domeniul cultural-artistic;

- orientarea spre activitati cu caracter practice/creativ;
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- sporirea gradului de implicare al elevului si, implicit, si motivatia pentru
invatare.

Valorile si atitudinile urmaresc construirea unei personalitati
independente, critic-constructive fata de sine si fata de mediul inconjurator; sunt
proiectate ca rezultate ale realizarii competentelor generale si specifice in cadrul
procesului de predare - invatare si evaluare din perspectiva interdisciplinara.

Ca urmarea a ignorarii cunoasterii integrate vom obtine doar:

1. Cheltuieli mari, in raport de timp pentru dublarea unor si aceleasi probleme,
subiecte, in predarea/invatarea diverselor discipline scolare;

2. Lipsa corelarii intre disciplinele mixte;

3. Lipsa unui tablou unic, al lumii pentru toti elevii.

Integrarea scolara este orientatd spre dezvoltare intensiva a continuturilor,
spre micsorarea multidisciplinaritatii, lichidarea dublajului Tn predarea materiei
de studii, factori ce contribuie la madrirea numarului de ore §i micsorarea
interesului elevilor fatd de studii. In literatura psiho-pedagogica de specialitate
se contureaza urmatoarele variante de integrare n cadrul procesului educational:

1. Cursul integrat se creeaza din continuturile disciplinelor din aceiasi arie
curriculara. Fard a diminua ponderea continuturilor uneia sau altei discipline.

2. Cursul integrat se creeaza din continuturile disciplinelor, din aceiasi arie
curriculara, insa una din ele ramine a fi superioara.

3. Cursul integrat se creeaza din continuturile disciplinelor, din diferite arii
curriculare, insa apropiate ca si domenii de cunoastere, cu drepturi egale.

4. In legatura interdisciplinara se regasesc discipline scolare indepartate.

5. Dezvoltarea curricula educasionale a ocupat o pozitie importanta in actiunile
de reformare a invatdmintul din Republica Moldova, avind ca tintd asigurarea
calitatii educatiei.

In contextul adoptirii pedagogiei competenselor pe Scard nasionald
prezinta interes procesul de formare a competenselor cultural-artistice la elevii
de la treapta primara asigurat prin integralizarea disciplinelor educasia muzicala,
educasia plastica, educasia tehnologica. Sistemul de Competente-cheie/
transversale si anume - Competenta culturala, interculturald (de a recepta si de a
crea valori) vizeaza aproprierea valorilor culturii (nationale si general-umane) pe
care elevul trebuie sa le cunoasca si sd le interiorizeze. Exprimarea culturala
cuprinde aprecierea importantei exprimarii creative a ideilor, experientelor si
emotiilor prin intermediul diferitelor medii, incluzind muzica, expresia
corporald, literatura si artele plastice.

Principiul selectiei si al ierarhizarii culturale - stabilirea disciplinelor scolare
si gruparea sau lerarhizarea lor pe categorii de discipline. Principiul
funcsionalitasii-racordarea experientei de invatare pe arii curiculare la
caracteristicile etapelor ontogenetice a elevilor si la evolutiile din domeniile
cunoasterii. Principiul coerensei-integrarea ariilor curiculare in interiorul
sistemului si integrarea obiectelor de studiu in cadrul ariilor curiculare.
Principiul egalitatii sanselor - asigurarea dreptului fiecarui elev de a se exprima

.....

parcursului individual-postuleaza un curriculum diferentiat si personalizat adica
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trecerea de la scoalda unicd pentru toti la o scoala pentru fiecare. Principiul
racordarii la social.

In cele din urma este cunoscut ci de calitatea invasamintului de azi depinde
calitatea societasii de miine. Orice cadru didactic are posibilitatea sa aleaga, care
din variantele propuse ii este cea mai apropiatd. Rdmine actuald integrarea
interdisciplinara adica disciplinele din aceiasi arie curriculara (Educatia
muzicald si Educatia Plastica; Educatia muzicald si Ritmica; Educasia muzicala
- Arta populard). Persistd insd tendinta de integrare si a disciplinelor mai
indepartate una de cealaltd. In acest proces ar fi deosebit de greu de a
diminua/spori rolul muzicii ca gen al artei, care permite cunoasterea lumii la
nivel de percepere, simtire, cu ajutorul imaginilor bogate. In special aceasti
particularitate a muzicii contribuie la interiorizarea de catre elevi a cunostintelor,
obtinute in cadrul orelor de matematica, istorie, limba straina, limba materna.
Muzica(ca si arta la genera) asigura posibilitate copiilor de a intelege mai bine
lumea, a gasi forme si posibilitasi de comunicare, creeaza condifii pentru
formarea capacitatii de gindire s1 dezvoltd simturile concomitent.

O importantd deosebita are arta (educatia muzicald) in studierea lumii
inconjuratoare, deoarece arta asigura calea de percepere umanista a naturii,
constientizarea unitatii sale cu natura inconjurdtoare, formarea atitudinii
motivational-de pret in raport cu ea. Copilul mic, care face primii sai pasi in
1atd, gaseste lumea inconjuratoare asa cum este ea, naturald: peisaje vii, natura
meleagului natal. Dintre toate domeniile culturii arta este cea care asigura
accesul fiinsei la judecata estetica. Artele se diferensiaza prin mijloacele lor de
expresie-dar receptivitatea in fasa actului artistic este o caracteristica a omului
modern, care poate fi realizata si influensata prin educasie si cultura. A preda
artele in scoala nu insemna a vehicula un numar de cunostinse si a le impune
elevilor, ci a le propune un subiect sa reflecteze la cunostinse, sa le insuseasca,
deoarece ele raspund unor probleme care, vor fi propriile lui probleme,
problemele viesii sale de adult.

Disciplinele artistice nu trebuie privite ca unitasi de specializare, ci ca
unitasi capabile de a pune la dispozisia celor care se educa mijloacele pentru a
se cultiva, pentru a avea acces la lume si la sine. Diversificarea practicilor
artistice ar contribui la formarea cimpului cultural al fiecarui elev. Cultura
artistica scolard in contextual paradigmei globale este subiectul ce se educa prin
intermediul disciplinelor scolare. Problema specificitasii culturii artistice este
fundamentata pentru a gindi, in termini de invasamint si valori ale sale, cadrul
general si mijloacele ce permit accesul subiectului in fenomenul artistic prin
intermediul activitasilor scolare. Arta isi are rolul si destinasia sa in edificarea
personalitasii umane, deoarece poseda o colosala forsa asupra omului. Creata de
om, ea este creata pentru om. ’Daca arta ar urma sa joace un rol mai insemnat

in viesile noastre, aceasta ar insemna o schimbare a insasi viesilor noastre”
Edgar Windt.
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Abstract: The educational system in the Republic of Moldova is characterized by multiple
innovative processes. The main goal still remains the multilateral development of the
individual, discovery of his creative potential. The discipline orientation contradicts with the
supposed system. The educational institutions insure the realization of the educational
process only based on the school subjects, in one dimension, without insuring the perception
of the world as a whole. This fact hinders the child from developing in multiple dimensions.
We forward the problem of re-conceptualization of the educational curriculum, through the
prism of optimization and integration of the subject contents. The integrated approach has
become an essential orientative principle. In the context of adopting the pedagogy of the
competences, of interest is the process of formation of the cultural-artistic competences,
insured by the integration of the subject from the curriculum - Arts. The finality of these
competences — being the education of the judging capacity of the subject, as a product of the
artistic organization, which ultimately insures the understanding of the artistic culture,
appreciation of the importance to express creatively the ideas, experiences and emotions
through different media, including music, body language, literature and plastic arts.

Key words: integration, integrated curriculum, interdisciplinarity, cultural-artistic
competences, artistic knowledge

The educational system in the Republic of Moldova is characterized by
multiple innovative processes. The main purpose of the educational systems still
remains the multilateral development of his creative potential. The pupil’s
personality supposes his development in ensemble, while the disciplinary
orientation comes into contradiction with the supposed system. The educational
institutions insure the realization of the educational process only based on school
subjects, one-dimensional, without insuring the perception of the world as a
whole. This fact hinders the child from forming an integral, complex image on
the surrounding world, and, consequently, hinders him from developing multi-
dimensionally. At the current stage, they forward the problem of re-
conceptualizing the educational curriculum through the prism of optimization and
integration of the educational contents. We remind in this context two large
orientations currently developed in the curriculum theory:

- capitalizing the systemic approach the theory of the curriculum builds a
systemic-holistic perspective on the curriculum.

- The theory of the curriculum develops the paradigm of curriculum integration
both at macro level, and micro level; the main types of approaches which make
possible the curricular integration, are considered to be interdisciplinarity,
multidisciplinarity and transdisciplinarity.

We will stop with priority upon the concepts of curriculum and integrated
curriculum. In this regard, we outline the global image on the etymology,
conceptual, historic and value perspectives of the notion curriculum. Relevant is
the etymological exploration of the term, as well as the meanings and
significances of the concept in the becoming process, and the concept circulating
in the specialized literature enjoys a great diversity of meanings. They analyzed
the perspectives of certain known specialists from the field: John Dewey, F.
Bobbitt, R.W. Tyler, L. D’ Hainaut, L. Stenhouse, Vivianne De Landsheere, C.
Coles, C.V. Good, D. Potolea.
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For outlining the area of reference they analyzed: the phrase integrated
curriculum of a priority accent on three dimensions: conceptualization, typology
and value significances. Thus, they outlined the perspectives on the integrated
curriculum, referring to the proposed definitions suggested by the National
Council of the Teaching Staff from England (NCTE), A. Humphreys, B.J.E.
Shoemaker, J.Y. Boyer, J.M. Palmer, L. Ciolan, P.L. Dressel, H.H. Jacobs, M.
Everett. Also, they stressed certain perspectives on the classic forms of
integration: multidisciplinary ~ or  pluridisciplinary, interdisciplinary,
transdisciplinary, emphasizing in parallel the fundamental differences between
the three approaches. As a conclusion, we can state that, from epistemological
perspective, integrated approach has become an essential orientation
principle, allowing the critical analysis of more education-structuring
demarches.

In order to ground the central premise a set of research taken in the field of
the integrated curriculum are to be studied, placing them in three major
categories: (1) the first refers to comparative information allowing to determine
the degree of efficiency of the integrated curriculum in relation with the
acquisition of the learning content and development of the pupils’ habits, skills,
abilities, and attitudes; (2) the second category describes the effective manner
of implementation of this type of curriculum; (3) the third category of research
proves the impact of the integrated curriculum in comparison with the
traditional one, disciplinary.

The integration mechanism (capacity of information synthesis) is contained
in the man’s thinking nature and it is dictated by the objective psychological and
physiological laws. Interdisciplinarity contains — merging knowledge of different
character, activity modalities, intellectual technologies, a multitude of
opportunities for developing the intellectual, creative, artistic skills of the pupils
by creating problem situations, solving interdisciplinary problems.

Interdisciplinarity is part of a modern education aiming, at the end of the
educational route, at an optimal social integration of the educated, on the labour
market and family. A holistic knowledge of the world brings a deep
understanding of the micro - and macro - cosmos, scientific and moral landmarks
and adaptability to social and economic conditions. The main idea of
interdisciplinarity consists in the fact that the conceptual and methodological
apparatus of more subjects is use in interconnection to examine a topic or a
problem, but especially to develop integral —transversal key competences. At
interdisciplinary level, the methodological and conceptual transfers from a subject
to another are frequent. The development of an area of knowledge cannot be
produced separately, without settling certain strong correlations with the progress
from the other areas.

The foundation of the reference framework for the design of the integrated
curriculum from the perspective of forming the cultural-artistic competences will
be based on a triple analysis: that of the curriculum in the subjects of musical
education, technological education and plastic education from the secondary
education, that of the model promoted by the curriculum developed at the level of
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the educational institution (Eng. school-based curriculum development - SBCD)
and principles designing guide of the curriculum on school decision — CDS. In
this context, we formulate the conviction that the presence of the curriculum
constitutes a double-perspective opportunity: (1) the teaching staff and schools in
their ensemble become active participants in the process of curricular
development, CDS having the potential to legitimize as a complementary and
alternative system of development of the curricular activities (2) for pupils
through the system of multiple options chances are created of adequacy and
definition of the pupils’ individual routes. Concretely, we think that CDS is
becoming a real opportunity for promoting interdisciplinarity and substantiating
on related good practices that ultimately may be extrapolated and capitalized at
the level of the common core assisting its real reformation.

Subjects from Arts curriculum — musical education, plastic education and
technologies — technological education) are based on the life fundamental
problems, contributes in the same extent to the formation of a cult person. Each
of these subjects contributes to the culturalization, awareness and formation of a
dialogue between child and the world of arts, also insuring him the formation of
the pro/active and creative skills. The same contents can be tackled by methods
and tools specific to each subject, but they may be also studied by the same type
of investigative methods like the experiment or project. The curricular project so
created was based on the associations caused by the contact of the sciences and
on the transfer of methods and languages. Those few arguments of
epistemological order are completed by others of pedagogical order:

- The necessity of moving the focus on concentration of the pupils’ intellectual
skills, on discovering by direct involvement in projects or experiments;

- Formation of certain skills like the skill of observation, measuring, comparison,
classification, deduction, investigation, use of the knowledge in different practical
situations;

- Creation of motivation for learning in the cultural-artistic field;

- Orientation towards activities of practical/creative character;

- Enhancing the degree of the pupil’s involvement and, directly, the motivation
for learning.

Values and attitudes follow the construction of an independent,
personality, critical-constructive to self and environment; are designed as results
of the realization of the general and specific skills within the teaching-learning
process and evaluation from interdisciplinary perspective. As a result of
ignoring the integrated knowledge we will obtain only:
1.Big expenses, against time for doubling the same problems, subjects, in
teaching/learning different school subjects;
2.Lack of the relation between joint subjects;
3.Lack of a unique image of the world for all the pupils.

School integration is oriented towards the intensive development of the
content, towards decreasing multidisciplinarity, liquidation of the doublets in
teaching the subject, factors contributing to the increase of the number of hours
and decrease of the pupils’ interest to studies. In the specialized psycho-
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pedagogical literature the following variants are outlined, of integration in the
educational process:

1. The integrated course is created from the contents of the subjects of the same
curriculum field. Without diminishing the content weight of one subject or
another.

2.The integrated course is created from the contents of the subjects, of the same
curriculum field, but one of them still remains to be superior.

3.The integrated course is created from the contents of the subject, from different
curricular fields, but close as areas of knowledge, with equal rights.

4.In an interdisciplinary relation the far school subjects can be found.

5.The development of the educational curriculum has taken an important position
in the reformation educational actions in the Republic of Moldova, having as
target the insurance of the education of quality.

In the context of adopting the pedagogy of the competences at national level
the process of formation of the cultural-artistic competences is of interest, at
primary school pupils insured by the integration of the musical education, plastic
education, and technological education subjects. The system of key/transversal
competences and namely, - the cultural competence, intercultural (to receive and
create values) aims at approaching the culture values (national and human-
general) which the pupils should know and interiorize. The cultural expression
covers the appreciation of the importance of the creative expression of ideas,
experiences and feelings through different environments, including music, body
language, literature and plastic arts.

The principle of selection and cultural hierarchy — settling the school subjects
and grouping or their ranking by subject categories. The principle of functionality
—connecting the learning experience by curricular fields to the characteristics of
the ontogenetic stages of the pupils and evolutions from the knowledge field. The
principle of coherence - integration of the curricular fields in the system and
integration of the subjects in the curricular fields. The principle of chance
equality - insurance of each pupil’s right of expression, in line with his skill
levels. The principle of flexibility and of the individual route — postulates a
differentiated and personalized curriculum, meaning passing from a unique
school for all to a school for each. The principle of social connection,

In the end, we know that it is on the today education of quality that the
tomorrow society of quality depends on. Any teacher has the possibility to select
form the suggested variants the closer to him. The interdisciplinary integration is
still present, through the subjects of the same curricular fields (Musical education
and Plastic education; Musical education and Rhythmic; Musical education —
Popular arts). Though the tendency of integration of subjects far one from another
IS also present. In this process, it would be especially difficult to
diminish/enhance the role of music as a genre of arts, allowing the knowledge of
the world at perception, feeling level, with the help of rich images. Especially,
this peculiarity of music contributes to pupils’ interiorization of knowledge,
obtained at classes of mathematics, history, foreign language, native language.
Music (as well as arts in general) insure the children the opportunity to better
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understand the world, find forms and possibilities of communication, create
conditions for the formation of the thinking capacity and develops the feelings at
the same time. Special importance is given to arts (musical education) in studying
the environment, as arts insure the path to the humanistic knowledge of nature,
awareness of own unity with the environment, formation of the motivational
attitude — precious against it. The small child, making his first steps in life, finds
the environment the way it is, natural: lively sceneries, the nature of native land.

Out of all the culture fields, Arts is the one to insure the access of the being
to the aesthetic judgment. Arts are differentiated by their means of expression —
but their receptiveness in front of the artistic act is a characteristic of the modern
person, which can be realized and influenced by education and culture. Teaching
arts in school does not mean vehiculating a set of knowledge and imposing to
pupils, but also suggesting a subject to reflect on their knowledge, to master them,
as they answer to certain problem that will become own problems, his problems
as adult.

The artistic subjects should not be looked at as specialization units, but as
units able to put at the disposal of those that get educated means of cultivation, to
have access to the world and self. Diversification of the artistic practices would
contribute to the formation of the cultural field of every pupil. The artistic school
culture in the context of the global paradigm is the subject that educates himself
through school subjects. The problem of the specific of the artistic culture is
established for thinking,, in terms of own education and values, the general
framework and means that allow the access of the subject in the artistic
phenomenon through school subjects. Arts have its own role and destination in
raising the human personality, as it has an enormous force on the man. Created by
the man, it is created for the man.”If Arts were to play a more significant role in
our lives, it would mean a change of our lives” Edgar Windt.
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6. EDUCATIA ARTISTICA iN SPRIJINUL DEZVOLTARII
INDIVIDUALE A ELEVILOR

AESTHETIC EDUCATION IN THE SERVICE OF
DEVELOPING DIFFERENTIATED TO STUDENTS

Carmen Alexandrache®’

Rezumat: Educatia diferentiata poate fi solufia in vederea pregatirii tinerei generafii pentru
societatea de mdine. In acest sens, trebuie sd cultivam sensibilitatea fati de celdlat si n
special a tolerantei si colaborarii intre oameni, acceptand si valorificand diferengele dintre
acestia. Astfel de valori si atitudini pot fi formate si dezvoltate de educafia estetica. In
demersul nostru, ne-am propus sa prezentam aceasta legdtura si sa sugeram cdteva practici
prin care educatia estetica poate contribui la respectarea si dezvoltarea capacitatilor diferite
ale elevilor din scoala romdneasca actuala.

Cuvinte cheie: educafia estetica, educafia diferentiatd, dezvoltarea competentelor

Capacitatile, interesele, trasaturile psiho-comportamentale, ritmul si
modalitatile de invatare sunt cateva din formele prin care oamenii se deosebesc
intre ei. De aceea, este important ca educatia scolara sa fie permanent centrata
pe aceasta realitate, respectand astfel particularitatile individuale ale elevilor,
propriul lor potential de dezvoltare. Tn acest sens, sarcina principald a scolii
constd in a-1 invata pe elev cum sa isi valorifice potentialul fizico-psihic in
procesul de invatare si cum sa-si cultive nevoia de a se instrui permanent.
Pentru aceasta, practica scolara cauta strategii de adaptare a Invatarii, atat
coreland stilurile de invitare cu cele noud tipuri de inteligentd cunoscute™, cat
si asigurand integrarea in grup a acelor elevi care nu ating nivelul normal de
dezvoltare®. in general, aceste aspecte se refera mai ales la elevii care au nevoie
de o atentie educationala aparte, fie ca urmare a abilitatilor lor considerate peste
nivelul normal de dezvoltare® (superdotasii, pentru care se impune indeosebi
dezvoltarea potentialului lor creativ®"), fie ca urmare a unor deficiente de ordin
intelectual, senzorial sau motric (numiti elevi cu nevoi speciale de educatie, mai
ales cei care pot intra in ,,scoala incluziva” %).

Pornind de la faptul ca simtul estetic si capacitatile artistice se exprima si Se
cultiva intr-un mod mult prea personal, de aceea, deseori ele sunt neglijate in
practica scolara, consideram ca educatia estetica sustine deosebit de bine
dezvoltarea individuald a elevilor. Acesta este si scopul lucrarii noastre, acela de

57Assistant, Doctoral Candidate, ,,Dunarea de Jos” University from Galati of Romania, carmen.enache@ugal.ro
% Th. Armstrong, Multiple Intelligences in classroom,1994: H. Gardner, Frames of mind. The theory of Multiple
Itelligences, 2009, 3rd edition, New York
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a demonstra ca educatia estetica este o solutie foarte utilda in dezvoltarea
potentialului fiecarui elev in parte.

In lucrarea noastra, tratarea diferentiata a elevilor din perspectiva educatiei
estetice, in conditiile scolii roménesti, reprezinta o discriminare pozitiva,
manifestata Tn folosul dezvoltarii personale, dar de roadele careia va beneficia
nu numai individul in cauza, ci si societatea, in ansamblul sau. Am insistat
asupra acestei probleme pentru ca ea trebuie sa fie constinetizata de toti cel
implicati in actul educativ. Insd, pentru a dezvolta observatiile noastre, am
propus si cateva modalitati practice de cultivare a educatiei diferentiate prin
intermediul celei estetice. Acestea sunt utile mai ales in cazul elevilor care se
deosebesc de ceilalti prin nivelul lor de dezvoltare, situat dincolo sau sub cel
considerat normal. Lucrul in grup, spre exemplu, din perspectiva sensibilitatii si
a abilitatilor artistice, incurajeaza elevii sd se exprime si sa se manifeste diferit,
dar 1i ajuta si sa se integreze grupului, prin acceptarea si valorificarea
diferentelor fiecaruia de ordin fizic sau psihic. Cu ajutorul acestor aspecte,
speram sa demonstram ca educatia esteticd il ajutd pe copil sd se dezvolte in
conformitate cu propriul potential de dezvoltare.

Cultivarea sentimentului pentru frumos, a creativitatii estetice, a
capacitatilor de exprimare plastica, muzicala si scenografica, precum si de
apreciere a lucrarilor artistice contribuie la educarea elevilor, atat pentru
atingerea performantelor minime de invatare, cdt si pentru dezvoltarea
aptitudinilor celor capabili de performante nalte®®. Prin urmare, asemanitor
educatiei diferentiate, educatia estetica ajuta si ea la recuperarea elevilor care
prezinta forme de intarziere in dezvoltarea intelectuala sau de inadaptabilitate
scolara, dar si la oferirca unui supliment de instructic elevilor supradotati.
Pentru ca astfel de diferente intre elevi sa nu devina si handicapuri permanente
sunt necesare mai multe adaptari manifestate la nivelul curriculum-ului si al
institutiei de invatimant, dar si la nivelul activitatii instructiv-educative®.
Dintre acestea, in momentul de fatd ne vom referi indeosebi la ultimul nivel
mentionat. Tn acest sens, considerdm utild evidentierea unor astfel de adaptari si
propunem, in acest sens, urmatorul tabel, Th care am inserat si cateva modalitati
practice de realizare.

Nr. crt. | Nivelul adaptarilor Sugestii practice. Recomandiri

1.

Nivelul materialelor
didactice

Se cuvine ca materialul didactic sd fie ales si transpus intr-o
forma adaptata, respectdnd astfel specificul de dezvoltare al
elevilor.

. materialul didactic poate fi diversificat si realizat intr-o
maniera atractiva si sa permita tuturor elevilor accesul la
descoperirea si prelucrarea informatiei;

« profesorii pot folosi ilustratii, reprezentdri grafice,
simbolice si artistice pentru dezvoltarea sensibilitatii si a
largirii capacitatilor elevilor de exprimare.

% H. Przesmycki, La pédagogie diférenciée, Hachette Education, 2000, Paris.
64 C.Cretu, Curriculum diferenfiat si personalizat, Editura Polirom, 1998, lasi. Si I.T. Radu, /nvditimadntul
diferentiat. Conceptii si strategii, E.D.P., 1978, Bucuresti.
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Nivelul instructiv-
educativ  (activitafi
didactice scolare si
extrascolare)

Activitatile pot fi planificate, organizate si individualizate n
concordanta cu nevoile de dezvoltare ale fiecarui elev in
parte.

« timpul si modalitatea de studiu si de rezolvare a sarcinilor
pot fi diferentiate in functie de specificul dezvoltarii
fiecarui elev in parte;

. profesorul poate organiza consultatii individuale, programe
de pregatire suplimentara pentru elevii care au lacune in
invatare (spre exemplu, in vederea realizarii unor lucrari
artistice sau a analizarii lor);

. toti elevii trebuie implicati in activitasile de invatare,
respectandu-se particularitatile individuale ale acestora;

. educatia estetica contribuie la dezvoltarea reflexivitatii:
obisnuirea elevilor sa gandeasca activ asupra lucrului
facut sau a sentimentelor traite 1i va ajuta sa-si
imbogateasca experienta de viata, ca baza a viitoarei lor
invatari.

. participarea la activitati extrascolare (vernisaj, teatru,
concerte, balet etc.) le va insufla elevilor increderea in
posibilitatea comunicarii prin miscare, muzica, culoare
etc. In cadrul acestora se cultiva sensibilitatea pentru
frumos si dorinta de a contribui la dezvoltarea lui,
precum si interesul pentru a se exprima artistic in relatia
cu ceilalti.

Nivelul  obiectivelor
pedagogice

Obiectivele activitatilor didactice trebuie sa fie in
concordanta cu potentialul individual de dezvoltare al
elevilor.

« fiecare elev manifesta inclinatii, chiar abilitati superioare,
fie pentru descifrarea mesajului artistic, fie pentru
reproducerea acestuia 1n diferite contexte artistice
(capacitati muzicale, dramatice, plastice, etc.), precum si
pentru interpretarea, crearea si analiza critica a creatiilor
artistice;

. pornind de la cunoasterea lor, profesorul va organiza
contexte de invatare in care fiecare elev Tsi poate
dezvolta nclinatiile si abilitatile artistice. In cazul
talentului artistic, acesta consta in dezvoltarea abilitatilor
la nivel inalt, caracterizat prin originalitate si capacitati
creative superioare.

Nivelul de

invatare

spafiului

Adaptarea functionala a spatiilor de invatare si a cladirilor

scolare.

« Spatiul de invasare trebuie sa fie functional, de aceea el va
raspunde si nevoilor de ordin fizic al elevilor (rampe de
acces, postamente, bara de sussinere, scari rulante banci
speciale).

Nivelul atitudinilor si
comportamentelor

Diferentele intre elevi nu trebuie folosite ca justificari, de

fiecare datd; este bine sa se evite insistarea asupra

diferentelor dintre elevi, pentru a se evita astfel intarirea

prejudecafilor si a etichetarii intre elevi.

« profesorul trebuie sd manifeste o atitudine pozitiva,
optimistd, empatica si flexibila;
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. elevii vor fi observati sistematic de catre profesorii lor
(care le sunt interesele, aptitudinile, tipurile de
inteligenta, tipul problemelor ivite in invatare, precum si
nivelul de motivare pentru activitate, etc.)

6. Nivelul  strategiilor Cultivarea abilitafii de a aprecia valoarea unor produse

didactice artistice si de a le analiza critic.

. efectuarea de exercitii de comunicare individualda a
emotiilor dezvoltate dupa o secventa de invatare;

« dezvoltarea abilitatilor de verbalizare a propriilor realitati
emotionale; pentru exprimarea si explicarea lor elevii
sunt Tncurajati sa reflecteze asupra schimbarilor de ordin
afectiv, mai ales sub impulsul provocat de reprezentarile
artistice;

« implicarea elevilor in exercitii de descoperire a frumosului,
manifestat in diferite forme si de reflectare asupra lui;

. construirea strategiilor didactice care sa contribuie la
dezvoltarea caracterului fiecarui elev, dar mai ales a
sensibilitatii acestuia.

Tabelul 1: Educatia estetica si dezvoltarea potefialului de dezvoltare a elevilor

Toate aceste aspecte, remarcate ca sugestii pentru profesori, speram noi,
va ajuta elevul sa-si cultive sensibilitatea pentru frumos, sa isi aprecieze cu
obiectivitate abilitatile sale artistice, sa-si mobilizeze resursele pentru invatare si
pentru exprimarea artistica, demontrandu-si astfel increderea Tn propriile
capacitati. Relationarea dintre obiectivele educatiei estetice si dezvoltarea
diferentiata a elevilor se realizeaza usor, fiind evidentiata cel putin sub aspectul
antrendrii experiensei cognitive si afective in vederea cultivarii abilitatilor
artistice si a sensibilitatii estetice; dezvoltarea individuala se realizeaza si din
perspectiva Invatarii sociale si a cultivarii sensibilitatii umane.

In consecinti, reiterim convingerea ci dezvoltarea individuald a elevilor
interelationeaza cu formarea si dezvoltarea capacitatilor artistice (muzicale, de
miscare armonioasa, plastice, dramatice si scenografice, etc.), ambele
favorizdnd Tmbinarea senzorialului cu calitatile intelectuale, emotionale si
volitive. Desigur, demersul teoretic, activitatile si sugestiile metodologice
propuse nu pot fi epuizate in prezenta lucrare. Insi, ne exprimam increderea ca
tot ceea ce am prezentat pand acum a fost in madsura sa deschidda cateva
perspective de cercetare, in care asocierea educatiei diferentiate cu educatia
estetica sa contribuie optim la formarea tinerilor pentru societatea de maine.
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Abstract: The differentiated education is the solution for preparing the young generation for
tomorrow’s society. In this way, we contribute at the cultivation of the sensitivity towards one
another and especially of tolerance and of collaboration between people, by accepting and
using the differences. These values and attitudes can be cultivated by arts education. For this,
we have proposed even some practical means to cultivate differentiated education in
Romanian schools, especially in the case of the students that are different from others due to
their developmental skills Therefore, differentiated education serves society by stopping the
development of the phenomenon called social inadaptability. On the other hand, it serves the
interest of the individual by making him discover the utility of his person and by making him
find the needed motivation so as to continue the road towards personal success.

Key words: artistic, attitudes, gifted students, children with disabilities, education

The skills, the interests, the psycho-behavioral features, the rhythm and
the individual learning particularities are just some of the forms by means of
which the individuals are different from one another. Education must be
permanently and intensively focusing on them. In this context, the primary task
of school is to teach the student how to use effectively his potential, how to learn
and to cultivate his need for a permanent education.

The learning process must offer students the chance to develop their personality,
respecting the individual particularities and encouraging the use of one’s own
potential. Generally, this issue refers to the students that require a special
pedagogical attention, as a result of their abilities®® which are considered to be
above average (the gifted students®®), or that have a deficiency of an intellectual,
sensorial, psycho-motive, etc. nature (the students with Special Educational
Needs)®’. Also, the teaching practice must to ensure the integration of the

% Y. Benito, Copiii  supradotati. Educatie,dezvoltare emotionala si adaptare sociala, Editura Polirom, lasi,
1993

% The gifted students are those children that, after taking and interpreting the results of some evaluations, prove
to posses superior abilities for their age. This category comprises the children that show special abilities in
certain fields of interest are called talented.

%" The children with disabilities are included in the category of those that have special educational needs.
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students that do not show the normal stage of development®®. Capacity of
students to express themselves aesthetic is formed too hard and is expressed too
personal. For this cause, the aesthetic education is often neglected. Our paper
develops the conviction that the aesthetic education helps the student to develop
their own potential. Our approach shows the importance of aesthetic education
in developing to the potential of each student.

In our paper, the differentiated treatment represents a positive
discrimination, manifested in order to generate the personal development from
whom the entire society will benefit. Starting to this thought, we presented the
importance of the differenced education in Romanian schools and the role of the
aesthetic education to do it. We have insisted over this matter because it must be
understood by all those involved in the educational process. For this, we have
proposed even some practical means to cultivate differentiated education in
Romanian schools, especially from perspectives of students in group work.
Learning together encourages artistic expression and sensitivity helps to
manifest varied.

Development of sentiment for beauty and of aesthetic creative skills
contributes to teaching focuses on the one hand on the students’ ability to reach
the minimal performances accepted, and on the other, the development and
thoroughly study of the knowledge of the students that are capable of superior
performances®. Like as differentiated (and individual) teaching, aesthetic
education helps to preventing and recuperating the students that present forms of
retardation or show signs of school maladjustment and offering some more
classes for the gifted students and for those that posses special abilities for
certain disciplines™. In this sense, we propose the following table in which we
correlate the foreseen change with the practical means for reaching it, from
perspective of aesthetic education.

Nocrt | Field The practical suggestions. Requirements
1. Didactic material |« the didactic material must be diversified and attractived so
field as to allow all students to have access to information;

. the material must be well chosen and transposed in an
adapted way, according to the students’ developmental
specificity;

. the teachers use of the illustrative, graphic, aesthetic and
symbolic advantages for the development of the artistic

culture.

2. Instructive- . the activities must be planned, organized and
educative  field individualized according to the students’ developmental
level. needs;

Didactic « the study time and of solving tasks must be differentiated,;
activities, . individual consultation hours and some programs for extra-
classroom  and training must be organized for all the students with

% Joan Cerghit, Sisteme alternative si complementare de instruire, Editura Aramis, Bucuresti, 2002
% Halina Przesmycki, La pédagogie diférenciée, Hachette Education, Paris, 2000

% Carmen Cretu, Curriculum diferenfiat si personalizat, Polirom, lasi, 19981. To see T. Radu, /nvditimdntul
diferentiat. Conceptii si strategii, E.D.P., Bucuresti, 1978

128



extracurricular
activities

deficiencies;

« all students must be involved in learning activities, in
solving tasks adapted to their individual particularities;

. the aesthetic education contribute to developing of
reflexivity: the orientation of pupils’ attention towards
the actions that require an active thinking over the things
done or lived; by understanding and by intensively using
their own behavioural and affective changes, the pupils
will develop a life experience as a basis for the future
learning process.

Pedagogical
objectives field

must be elaborated in
development of students’

. the pedagogical objectives
concordance with the
individual abilities;

. simpler or more complex tasks must be established by

means of worksheets created for each individual;

the objectives must focus on the development of students’
individual abilities;

. the artistic talent consist of developing (through practice
and reasoning) a certain skill to a higher level,
characterized by originality and creative ability;

developing the skills for deciphering the artistic message,
developing the reproductive capacity (melodic, dramatic,
plastic capacity), and also the capacity of interpreting,
composing and commenting artistic creations.

Learning spaces |- the learning spaces must be functionally adapted (changes

field inside the buildings, access ramps, escalators, special
desks);

The gestural- |« the differences among students must not be all the time

attitudinal field

pin-pointed so as to avoid the prejudices and the labeling
of students; there must be a permanent evaluation of the
program regarding the differentiated education;

the teachers must always manifest a positive, optimistic,

emphatic and flexible attitude;

. the teachers must observe systematically their students
(which are their interests, abilities, their types of
intelligence, their level of motivation for each new
activity, etc.).

Didactic
strategies field

. exercises for individual communication of emotions that
occurred after a learning sequence;

developing the ability to verbalize the emotional realities;
for communicating the emotions and for explaining their
evolution the reflection upon the affective changes and
the expression of emotions;

. the ability to appreciate the aesthetic value of some
products and to make a critical analysis;

exercises for the representation of the surrounding beauty
in different forms, for reflection upon the products of
creativity;

. the creation of didactic strategies should contribute to the

development of each student’s character.

Table 1: Aesthetic education and developing differentiated education

129



All these will help the student to cultivate his/her sense of beauty, to
objectively appreciate his/her artistic skills, to mobilize inner resources for the
training and the affirmation of the artistic talent, showing confidence in his/her
own abilities. Achieving the objectives of the aesthetic education, different
education is easily identifiable with the cognitive and emotional experience
needed for the cultivation of the artistic abilities and the aesthetic sensitivity.
From the relationship established between the two fields of education we can see
the importance that must be given to differentiated education from the
perspective of social learning and of cultivating the human sensitivity.

Also, the differentiated education helps to forming and developing the
artistic skills (music, plastic, dramatic, scenery skills, etc.), favouring both the
specific combination of sensory, intellectual, emotional and volitional qualities
(through which skills are defined) and their practicing in order to consolidate
and apply the skills, to make others appreciate them, thereby, stimulating self-
motivation. Of course, the theoretical approaches, the activities and the
methodological suggestions cannot all be covered by the present study; those
presented until now, are just some openings towards the perspective of
associating the differentiated education with the idea of aesthetic education for
the future.
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7. (RE)DESCOPERA PLACEREA DE A INVATA LIMBI STRAINE !
(RE)DISCOVER THE PLEASURE OF LEARNING FOREIGN
LANGUAGES!

Cristina Nistor™*

Rezumat: In cadrul numeroaselor discutii despre reforma invatamantului romdnesc s-au
avansat idei despre metodologiile de adaptare a curriculum-ului scolar, despre imbundatatirea
strategiilor de predare-invagare, dar, in mod paradoxal, s-a uitat elementul principal al
actului educational, beneficiarul acestuia. elevul.

Cuvinte cheie: educatie, curriculum, invatare prin actiune

Un numar semnificativ de pedagogi, medici, psihologi si dascédli cu
experientd au acuzat institutia scolara de perpetuarea unor metode care nu
reusesc adecvarea confinutului informational la nevoile reale ale elevilor, nu i1
pregatesc corespunzator pentru afirmarea profesionala. Acceptarea unei astfel
de situatii se traduce printr-o deformare a personalitdfii, o condamnare la o
inertie neproductiva in ceea ce priveste invatarea.

Oricat de bine organizate si profunde ar fi prelegerile profesorilor, oricat
de detaliate ar fi explicatiile, "prezentarea” gratuitd a conceptelor face impresie,
dar nu ajuta elevii sa Inteleaga, sa organizeze intr-un tot semnificativ informatia.
Metodele traditionale bazate pe relatia de autoritate si care solicita reproducerea
fidela a informatiilor nu mai reprezinta o cale eficienta de a transmite cunostinte.

Pornind de la ideea de unicitate a profilului educational al fiecarei
persoane, coroboratd cu Teoria Inteligentelor Multiple a celebrului Howard
Gardner, ajungem la urmatorul numitor comun: scoala trebuie sa identifice si sa
reactioneze la diversitatea cerintelor prin revizuirea strategiilor de predare-
invatare astfel incat sa ofere o educatie de calitate, Intr-o maniera integrata,
creativa, interculturala.

lar acest lucru vizeazd in mod special competentele lingvistice ale
individului care au devenit prioritare in cadrul comunitatii europene multilingve
deoarece insusirea unei limbi strdine schimba modul in care este perceputa
lumea, existand stranse legaturi intre limba, culturd si cunoastere. Provocarea
invatdmantului contemporan in ceea ce priveste limbile strdine o reprezinta
gasirea de noi metode de a stimula motivatia intrinsecd a elevilor pentru
invatare, caci aceasta corelatd cu placerea si curiozitatea este unica care
favorizeaza invatarea profunda si de durata.

Tn acest scop, folosirea unor metode interactive de predare- invitare este
vitala deoarece acestea Tmbunatatesc calitatea procesului educativ si au o reala
valoare formativa asupra personalitatii educabilului. Metodele moderne
transforma elevul in subiect al invatarii, acesta devenind coparticipant la propria
formare,ii dezvoltd gandirea criticd si ii asigura conditiile de a se afirma
individual.

& English Teacher, “Gheorghe Rosca Codreanu” National College of Bérlad, Vaslui County, from Romania,
nistorcris2003@yahoo.com
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Toate acestea au drept rezultat cresterea motivatiei si a Increderii in sine,
elevii devenind functionali in contexte reale, interesante in care sa-si exerseze
competentele, sd interactioneze si sa comunice eficient, sa devind independenti
in 1Invatare si in activitatea sociald. Abordarea comunicativa sau CLT si
suggestopedia sunt abordari apreciate ce implicd activ elevii §i presupun
existenta unui tel suprem: comunicarea fluenta in limba straina. Din punct de
vedere metodic, cultural, epistemiologic si chiar psihologic, activitatile artistice
(teatrul, filmul si muzica) sunt strategii utile ce 1i ajutd sa dobandeasca
cunostinte lingvistice reale si experientd pentru comunicarea in limba —tinta in
situatii de mare probabilitate in viata profesionala.

Teatrul este un instrument care descatuseaza potentele latente de
imaginatie si energie, descopera plicerea jocului, demult uitatd. In primul rand,
participantii la activitati contribuie cu propria personalitate si aptitudinile
naturale de a se exprima (mimica, gesturi) la crearea materialului orei de limba
care va fi intotdeauna autentic si creativ, apoi vor experimenta sentimentul de
responsabilitate si cooperare (copilul-problemad consuma surplusul de energie,
iar cel timid este stimulat sa participe),sentimentul de empatie (inteleg
sentimentele celorlalti s1 trec experienta de a juca prin prisma rolului
asumat),dar realizeaza si o constientizare senzoriald si personald ce cresc stima
de sine.

“Invatare prin actiune!” inseamni teatru. Elevii sunt implicati in
conversatii pline de inteles si este incurajata folosirea spontand a limbii. Lumea
de afara este astfel adusa in sala de clasa pentru a dezvolta abilitati caracteristice
utilizatorilor competenti ai limbii. Activitatile de tip teatral (jocul de rol,
simularea, jocuri dramatice, improvizatia dirijata, interpretarea unui scenariu)
inseamnd interactiune, acumularea de elemente de prozodie si pronuntie in
maniera contextualizatd, asimilarea unui lexic bogat si sentimentul de incredere
si entuziasm 1n capacitatea lor a de a invata o limba strdina.

Activitatile de teatru reprezintd un cadru de sustinere a exersarii §i
achizitionarii competentelor lingvistice intr-un mod eficient, motivant, activ.
Aceste activitati asigura o invatare bazata pe descoperire, pe experimentare intr-
un mediu interactiv ce asigura diversitatea ideilor si initiative. Scopurile comune
ale activitatilor teatrale utilizate 1In invatamantul institutional actual includ:
autoexprimarea, dezvoltarea memoriei,incurajarea spontaneitdtii si spiritului
jucdus, sporirea increderii In sine, accentuarea concentrarii si a disciplinei
proprii, munca de echipa, dezvoltarea strategiilor de gandire, impulsionarea
fanteziei.

O alta abordare inovatoare este utilizarea cantecelor in lectiile de limbi
straine. Ele sunt vitale datorita aceleiasi motivatii endogene. Cantecele sau
secventele video (fie statice - imagini, fie dinamice - clipuri) implica emotional,
reamintind de momente sau sentimente speciale. Din punct de vedere neuro-
lingvistic, cantecele sunt forate relevante deoarece activeaza ambele emisfere ale
creierului ( emisfera stanga - gandirea logica si analiticda; emisfera dreapta -
creativitatea, metaforele si expresivitatea emotionald). Prin intermediul muzicii,
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persoanele sunt expuse la un input de muzica si cuvinte, ce au o mare influenta
asupra ritmului inimii, respiratiei si comportamentului.

In ceea ce priveste abilititile lingvistice, versurile cantecelor sunt texte
autentice, literare sau poetice, ce transmit emotii, imbundtatesc gradual
capacitatea de ascultare si intelegere, memorarea de foneme, lexic §i structuri
morfosintactice si exersarea pronuntiei. Stimulii multi-senzoriali (auz,vaz) ajuta
deasemenea in predarea elementelor de civilizatie, istorie, geografie si traditii
apartinand diferitelor tari, iar repetitivitatea refrenului, rima asigura imprimarea
unor modele lingvistice.

Daca tinem cont de faptul cd cele mai bune rezultate inregistrate in
invatare se datoreaza unui mediu relaxat, cu un nivel minim de anxietate, dar
unul maxim de stimulare motivationala, atunci evident, rolul muzicii nu este
exagerat. Limba, ritmul si melodia se regdsesc impreuna si asigurd dobandirea
cunostintelor de limba.

Sa inveti prin “a face”, sa ajufi educabilii sa descopere informatia si sd o
gestioneze corespunzator pentru a rezolva problemele din viata realda sunt
metode care fac parte din abordarea nvatarii centrata pe elev.Folosirea acestor
metode moderne, active au un impact mare asupra elevilor si 11 ajutd sa
dobandeasca un “know how” esential pentru succesul academic viitor §i nu
numai.Obiectivul nostru ca profesori este sa oferim o educatiec completa
(fizic,emotional,mental,moral si social) pentru a-i pregéti pentru rolul de “actori
sociali”, iar materialul pentru a pune baza acestei fundatii ar trebui sa fie acesta:
“Elevii Invatd ce 1i intereseazd/stimuleaza de la oamenii pe care 1i iubesc si
carora, stiu sigur ca le pasa de ei si 1 respecta”.
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Abstract: In many discussions about the reform of Romanian educational system there have
been advanced ideas on methodologies to adapt the school curriculum, on improving the
teaching-learning strategies, but, paradoxically, there was forgotten the principal element of
the educational act, its beneficiary: the student.

Key words: education. curriculum, learning by doing

A significant number of educators, doctors, psychologists and
experienced teachers accused the school of perpetuating methods that fail to
adapt the informational content to the real needs of the students, to prepare them
properly for professional development. Acceptance of such a situation translates
into a distortion of personality, a sentence to inertia, unproductive in terms of
learning. No matter how well organized and meaningful would be the teachers’
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lectures, no matter how detailed explanations would be, a “free presentation” of
concepts makes an impression, but it does help students understand, organize
information into a meaningful whole.

Traditional methods based on the relationship of authority and seeking
faithful reproduction of the information is no longer an effective way to transmit
knowledge. Starting from the idea of uniqueness of the educational profile of
each person, corroborated with the Theory of Multiple Intelligences of the
famous Howard Gardner, we get to the following consensus: school must
identify and respond to the diversity of requirements by reviewing the teaching-
learning strategies so as to provide quality education, in a creative, intercultural,
integrative manner.

And this concerns specifically the individual's language skills which have
become a priority within the multilingual European community because learning
a foreign language changes the way in which the world is experienced, existing
close links between language, culture and knowledge. The challenge of
contemporary education in terms of foreign languages is finding new ways to
stimulate intrinsic motivation for learning, because correlated with pleasure and
curiosity, it is the only one which favours deep and long-lasting learning.

To this end, the use of interactive methods of teaching and learning is
vital as they improve the quality of educational process and have a formative
value on the personality of the learners. Modern methods transform the students
in the subject of learning, they became co-participants in their own
development, develop critical thinking and provide conditions to assert
themselves. All this result in increasing motivation and self-confidence, students
become functional in real, interesting contexts in which to practice skKills,
interact and communicate effectively, become independent both in learning and
social activity.

Communicative Approach or CLT (Communicative Language Teaching)
and Suggestopedia are appreciated approaches which actively involve the
students and assume a supreme goal: fluency in foreign language
communication. From the methodological, cultural, epistemological, and even
psychological point of view, artistic activities (film, drama and music) are useful
strategies that help them acquire real linguistic knowledge and experience
language to communicate in the target language in situations likely in
professional life.

Drama is a tool that unlocks latent potencies of imagination and energy,
reveals the pleasure of the long forgotten game. First of all, the participants in
the activities contribute their own personality and natural skills to express
themselves (facial expressions, gestures) to create the language material that
will always be authentic and creative, then they will experience a sense of
responsibility and cooperation (problem-children consume their excess energy
while the shy ones are stimulated to participate), the feeling of empathy
(understanding the feelings of others and going through the experience of
playing the role assumed)and finally achieve a personal and sensory awareness
which increase self-esteem.
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“Learning by doing!” spells drama. Students are involved in meaningful
conversations and the spontaneous use of language is encouraged. The outside
world is thus brought into the classroom to develop skills specific to competent
language users. Artistic activities (role playing, simulations, drama, guided
Improvisation, interpretation of a scenario) means interaction, the accumulation
of elements in prosody and pronunciation in a contextualized manner,
assimilating a rich vocabulary and a sense of enthusiasm, trust in their ability to
learn a foreign language.

Drama activities represent a framework to support the acquisition of
language skills and exercising them in a motivating, efficient, active manner.
These activities provide a discovery-based learning, experimentation in an
interactive environment that provides a diversity of ideas and initiatives.
Common goals of dramatic activities used in the current institutional education
include self-expression, memory development, encouraging spontaneity and
playful spirit, increase self-confidence, increased their concentration and
discipline, teamwork, developing thinking strategies, boosting fantasy.

Another innovative approach is the use of songs in foreign language
lessons. They are vital due to the same endogenous motivations. Songs or video
sequences (either static - images or dynamic - videos) involve emotionally,
recalling special moments or feelings. From a neuro - linguistic point of view,
songs are relevant because they activate both hemispheres of the brain (left
hemisphere - logical and analytical thinking, right hemisphere - creativity,
metaphors and emotional expressiveness). Through music, people are exposed
to input of music and words that have a great influence on heart and breathing
rate and behaviour.

In terms of linguistic skills, the lyrics of songs are authentic texts, literary
or poetic, transmitting emotions, gradually improving the ability of listening and
listening comprehension, memorization of phonemes, lexical and
morphosyntactic structure and pronunciation practice. Multi-sensory stimuli
(hearing, sight) also help in teaching the elements of civilization, History,
Geography and traditions from different countries and repetitive chorus, rhyme
ensure a record of linguistic patterns.

If we take into account the fact that the best results in learning are due to a
relaxed environment, with a minimum level of anxiety, but a maximum
motivational incentive, then obviously, the role of music is not exaggerated.
Language, rhythm and melody are found together and ensure language
acquisition. Learning by "doing", helping the learners to discover the
information, to properly manage it to solve real-life problems are methods that
are part of student-centered learning approach.

The use of these modern, active methods have a big impact on students,
help them acquire a “know how” essential for future academic success and
beyond. Our goal as teachers is to provide a complete education (physical,
emotional, mental, social and moral) in order to train them for the role of “social
actors”, and the material to use in order to build that foundation should be this:
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“Students learn what interests/stimulates them from the people they love and
who care about them and respect them”.
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8. MANAGEMENTUL PROIECTULUI CULTURAL -DE LA
CONCEPTIE LA SUCCES

CULTURAL PROJECT MANAGEMENT - FROM CONCEPTION
TO SUCCESS

Gabriela Pagca’

Rezumat: Managementul calitatii proiectelor culturale este o tema inedita in lucrarile de
specialitate - atdtea cdte sunt in limba romdnd -, preocuparile autorilor acestora fiind cu
precadere orientate spre prezentarea algoritmului de realizare. Aceasta situatie este oarecum
Justificata de prezenta pe piata a unui numar redus de carti dedicate subiectului in cauza si,
prin urmare, de nevoia de promovare mai intai a modului de derulare a proiectelor.

Cuvinte cheie: management, calitate in educatie

Este necesar ca organizatiile culturale romanesti sa depaseascd aceasta
prima etapa de initiere in derularea proiectelor, foarte necesard dar, la momentul
in care ne aflam, total insuficientd, spre a ne indrepta atentia si la modul CUM
facem, nu numai la CE facem. Iar daca etapa de tatonare a domeniului a durat
mai bine de un deceniu (la inceputul anilor '90, ideea de proiect ori program
cultural era strdina celor care activau in sfera culturii nationale, pentru ca apoi sa
se impund in Roméania, mai ales in ultima vreme), acum nu ne mai putem
permite sd mai asteptam trecerea unui numar similar de ani pentru a putea face
proiecte de calitate.

Dar ce inseamna un proiect cultural de CALITATE? Care sunt parametrii
intre care notiunea de CALITATE ar capata consistenta? De ce este nevoie de
CALITATE? Ce avantaje, dezavantaje, eforturi, resurse presupune aplicarea in
practica a normelor de calitate? Sunt intrebari firesti, in fata carora nsa
raspunsurile refuzda sda vind cu usurintd, mai ales in cazul sistemului de
management romanesc, deprins mai greu cu rigorile competitiei.

1. Mai intdi de toate, un proiect de calitate este cel care raspunde
cerintelor (exprimate sau nu) ale comunitdtii careia organizatia in cauza i se
adreseaza, pentru care activeaza. Acest deziderat, cred ca ar trebui sa fie motorul
principal al motivarii organizatiilor culturale, pentru ca proiectele sunt realizate
pentru a raspunde unor nevoi. Ce sens ar mai avea intreg procesul laborios de
derulare a unui proiect daca rezultatele acestuia (produs sau serviciu cultural) nu
ar folosi nimanui? Este o opinie gresita care dovedeste doar ambitia unora (de
reguld, a managerilor de proiect) de a obtine anumite sume care sa le completeze
veniturile. Chiar daca orice efort trebuie, In mod firesc, insotit s1 de o forma de
recompensd, cred ca focalizarea interesului, a preocuparilor, a atentiei doar pe
resursele materiale ce vor fi obtinute denota dezinteres fatd de fenomenul
cultural si fata de oamenii din comunitate.

2. Calitatea proiectului presupune mai apoi calitatea fiecaruia dintre
elementele implicate: managementul organizatiei culturale care il deruleaza,

"2 Mathematics Teacher, “loan Popescu” Pedagogical High School of Barlad, Vaslui County, from Romania,
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managementul la varf al proiectului si cel al echipei. Din punctul de vedere al
calitatii proiectului, managementul organizatiei culturale poate afecta derularea
etapelor necesare, mai ales prin alegerea unui manager de proiect slab pregatit
si/sau cu deficiente de naturd comunicationala si impunerea acestuia in fata
echipei, indiferent daca membrii acesteia sunt sau nu de acord cu alegerea facuta
de conducerea organizatiei.

3. Calitatea inseamnd, in fine, controlul permanent al activitatilor,
eliminarea abaterilor de la programarea initiald si evitarea greselilor recurente.
Oricare dintre elementele implicate in derularea proiectului poate afecta negativ
rezultatele finale daca, de-a lungul derularii etapelor, nu exista o coordonare si
evaluare a activitatilor.

O analiza, din punctul de vedere al calitatii, a fiecareia dintre partile
componente ale proiectului cultural conduce spre urmatoarea concluzie: in
majoritatea cazurilor, proiectul debuteazd prin interventia unor factori greu de
cuantificat (entuziasm si angajament). Acestia devin mai apoi ,,nebunie”,
»ambitie” pentru ca in fine, sda se transforme frumos in ,initiativa”,
»responsabilitate”. Acesti factori nu pot fi cuantificati in termenii binari: calitate
versus non-calitate, decat in masura in care judecam IDEEA de proiect,
perceptibild incd din etapa de ,,entuziasm” (nu poti fi entuziasmat decat de o
idee pe care o consideri bund, ,,de calitate”, iar daca ideea a fost realmente ,,de
calitate”, proiectul are toate sansele sd fie unul reusit, sd-si indeplineasca
obiectivele fixate). De la idee la creatie, drumul parcurs este plin de neprevazut,
de neliniste. Indiferent daca este vorba de creatie literard, muzicala,
arhitecturala, din zona artelor spectacolului etc., materializatd in produs sau
serviciu cultural, preocuparea initiala trebuie sa se transforme in produs util
comunitatii. Intalnirea rezultatului final al proiectului cu publicul in slujba
caruia a fost conceput este unul dintre momentele culminante ale muncii echipei
de proiect, in functie de care se poate spune daca un proiect sau altul a avut
succes, a fost ,,de calitate”.

In absenta unei bibliografii de specialitate consistente, care si propuni
solutii la astfel de probleme, este extrem de important sa existe cat mai multe si
mai diversificate forme de educatie permanentd in acest domeniu, care sa
completeze vidul lasat de absenta lucrarilor dedicate subiectului in cauza. $i
fiindca este vorba de o competitie in care reusesc cei mai buni, € nevoie de mult
“antrenament” Tn exersarea algoritmului de lucru, Tn folosirea aptitudinilor de a
munci intr-o echipa de proiect, in alegerea celor mai bune solutii in cazul
aparitiei unor probleme.

Abstract: Quality management of cultural projects is a new subject in the literature - as
many are in Romanian - concerns perpetrators are mainly presentation-oriented algorithm
realization. This is somewhat justified by the presence on the market a few books on the
matter and, therefore, the need to promote a way of going first projects.

Key words: management, quality in education
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The management of good quality cultural projects is a new subject in the
literature of the genre- as many as there are in Romanian — the authors'concerns
being mainly oriented towards the presentation of the ways thay are realized /
realization algorithm. This is somewhat justified by the presence on the market
of a few books on the matter and, therefore, the need to promote firstly the way
the projects are done.

Romanian cultural organizations need to overcome this first stage of
initiation in project development, much needed but totally insufficient for these
times,and to direct our attention also to HOW we do, not just WHAT we do.
And if the exploratory stage of this domain lasted more than a decade (the early
'90s, the idea of the project or cultural program was foreign to those working in
the sphere of national culture, and then became well-known in Romania,
especially in the last time), now we can not afford to wait for the passage of a
similar number of years to make quality projects.

But what is a good QUALITY cultural project? What are the parameters
for the concept of QUALITY to get consistency? Why do we need QUALITY?
What advantages, disadvantages, efforts, resources does the practical application
of quality standards involve? These are natural questions, to which answers
refuse to come easily, especially for the Romanian management system, for
which it was harder to get accustomed to the rigors of competition.

1. First of all, a good quality project is one that meets the requirements
(expressed or not) of the community the organization is addressing to, for the
benefit of which it is acting. The goal, I think should be the main motivation of
cultural organizations, because the projects are designed to meet needs. What
would the purpose of the whole laborious process of a project be if its results
(product or cultural service/benefit) would not be useful to anyone? It is a wrong
point of view that only proves the ambition of some (usually of the project
managers) to get some money to supplement their income. Although every effort
should naturally be accompanied by some reward, | think the focus of interest,
concerns, preoccupation only on material resources to be obtained shows lack of
interest for the cultural phenomenon and for the community members.

2. The quality of the project involves also the quality of each of the
elements involved: managing the cultural organization doing the project, top
management of the project and the team. In terms of project quality,the
management of the cultural organization may affect the development of the
necessary steps, especially by choosing a poorly trained and / or lacking
communication skills project manager and imposing him/her on the team,
whether the members agree or not with the choice made by the organization's
management.

3. Quality means permanent control of the activities, avoiding deviations
from the original schedule and avoiding recurring mistakes. Any of the elements
involved in the project may affect in a negative way the final results if ,during
the project's development, there is no coordination and evaluation of activities.

An analysis from the point of view of the quality of each of the
components of the cultural project leads to the following conclusion : in most
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cases , the project starts with the intervention of difficult to quantify factors
(enthusiasm and commitment) . They later on become " madness ", " ambition "
to finally, to beautifully change into " initiative " , "responsibility” . These
factors can not be quantified in binary terms : quality versus non - quality,
unless we consider the CONCEPT of project , noticeable even fom the "
enthusiasm " level ( you can not be excited if you don't think it's a good idea, of
good " quality ", and if the idea was really of good " quality ", then the project
is likely to be successful, to meet the initial targets ).

From idea to creation , the road is full of unforeseen , of restlessness.

Whether it's about a literary , musical, architectural , arts creation etc . , in the
form of a product or cultural service/ benefit, the initial concern should be
converted into a useful product for the community .
In the absence of consistent bibliography in the domain, to propose solutions to
such problems, it is extremely important to have as many and diverse forms of
continuing education in this field to fill the void left by the absence of works
devoted to this matter. And because it is about a competition in which the best
succeed, we need more "training" practicing the steps of a project, using
teamwork skills, choosing the best solution in case of problems.
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CAPITOLUL 111/ PART I

RECENZII, PORTRETE / BOOK REVIEWS, PORTRAITS
LUCRARI DIDACTICE SI CERCETARI INTERCULTURALE

TEACHING WORK AND RESEARCH INTERCULTURAL

Mihaela Mitescu Manea”

Eugenia Maria Pagca &Vasile lonescu
a. RROMII TN MUZICA ROMANEASCA
Editura Artes lasi 2008

Absenta unei productii culturale a etnoculturii
rrome face ca acestia sa lipseasca din reflectia
»mediului  cult” universitar, profesorii, studentii si
cercetatorii neavand  la dispozitie documentele
relevante pe anumite domenii. Universitatea ,,George
Enescu” prin Departamentul pentru Pregatirea
Personalului Didactic isi propune lansarea unei serii
de publicatii, in colectia ,,Rromii — restituiri”, care sa
sprijine 0 mai buna cunoastere a problematicii rrome.
Consideram prioritara, aducerea Tn constiinta publica,
n scopul educatiei publice, ca Rromii din Romania au
suportat cea mai lunga sclavie din istoria lumii, dar nu
existd nici o carte de documente, care sa fie la dispozitia cercetitorului. In
acelasi mod, lipseste o lucrare cuprinzatoare referitoare la muzica rromilor din
Romania.

O mai buna cunoastere a istoriei si culturii rrome, atat de catre populatia
majoritard, cat si de rromii insisi — care nu au la dispozitie inca materiale de
arhiva relevante . In cazul rromilor, educatia, ca sistem de transmisie a culturii
unei natiuni, are disfunctii care vin din ,,accidentele istoriei” acestei culturi.
Recunoasterea constitutionala de ,,minoritate nationalda”, in 1990, a insemnat
renuntarea la politicile asimilationiste si a tratarii culturii rrome ca subcultura
(uneori chiar cu sensul de ,cultura a deviantei”). Prin actiune afirmativa,
educatia si cultura rroma au fost institutionalizate, ca premiza a trecerii de la
»cultura populara” (tradisie), la ,,cultura cultd” (modernizare). Tot prin actiune
afirmativa, in liceele si facultatile din Romania, progresiv, se formeaza ,.elite
culte rrome”, care se constituie ca modele formative ale acestei minoritati

EUGENIA MARIA PASTA VASILE WNESCL

" Lecturer PhD, “George Enescu” University of Arts from Iasi of Romania, mihaelamitescu@yahoo.com
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nationale recunoscute juridic. Totusi, scoala romaneasca nu le poate oferi decat
»modelele universale”, nu si cele specifice propriei culturi, ceea ce face ca
liceenii si studentii rromi sa nu posede informatii calificate, din surse
academice. Diversitatea culturalda nu are, la nivel universitar, un management
cultural adecvat. Universitatea de Arte ,George Enescu” Tsi propune
,pionieratul” 1n abordarea didactici a socializarii 1n scoald, ca dialog
intercultural innoitor, prin incercarea de interpretare academica a ,,Diferentel”.
Abordarea trebuie sa vizeze aspectele ,,polemice”, aflate la granita recunoasterii
sau, dimpotriva, ocultarii adevarului despre interactia dntre cultura romaneasca
si cultura rroma.

Eugenia Maria Pasca &Vasile lonescu
a. ROMA IN ROMANIAN MUSIC
Artes Publishing House lasi 2008

Absence of cultural productions etnoculturii Roma
makes them miss the reflection "cult environment"
university professors, students and researchers
lacking relevant documents available in some areas.
University "George Enescu™ the Teacher Training
Department aims to launch a series of publications in
L % the collection "Roma - refunds" to support a better

RROMI I UACA ROVANEASCS understanding of Roma issues. Prioritized, bringing

public awareness, that Roma in Romania had
suffered the longest slavery in world history, but
there is no book of documents to be available to
researchers. Similarly, lacking a comprehensive
study on the music Roma in Romania.

A better understanding of the history and culture of Roma, as the majority
population, and the Roma themselves - not yet available relevant archival
materials. If Roma Education as Culture Transmission system a nation has
dysfunction coming from "accidents of history™ this culture. Constitutional
recognition of "national minority” in 1990 meant giving up the assimilationist
policies and treatment of Roma culture as subculture (sometimes with the
meaning of "culture of deviance"). Through affirmative action, education and
Roma culture was institutionalized as a prerequisite to transition from "popular
culture” (tradition), the “literate culture” (modernization). All through
affirmative action in colleges and universities in Romania, progressive form
"Roma elite cults" which are the formative models of the legally recognized
national minorities. Cultural diversity is not at the university level, culturally
appropriate management. University of Arts "George Enescu' aims "pioneering"
in approach to socialization in school teaching as renewing intercultural
dialogue, by seeking academic interpretation of “difference”. Approach must
address issues "polemic”, located on the border recognition or not, occultation
interaction dntre truth about Romanian culture and Roma culture.

EUGENIA MAHIA PASCA VASILE HNESOL
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Eugenia Maria Pasca

b. SISTEME DE EDUCATIE MUZICALA
Editura Artes lasi 2009

Evolutia educatiei muzicale - sisteme,
s conceptii metodice, manuale, analizeaza dezvoltarea
e e D gandirii pedagogico — muzicale din cele mai vechi

EDUCATIE MUZICALA

timpuri si pand in zilele noastre. Traditia muzical —
- folclorica precum si cea religioasa au constituit, la
noi, baza educatiei pana in secolul al XIX-lea, cand
influentele culturii muzicale europene patrund in
toate sistemele educationale. Secolul al XX-lea se
caracterizeaza prin diversificarea educatiei muzicale
adresata celor din invatamantul general obligatoriu,
precum si celor din invatamantul special — muzical,

== laic si religios. In plan conceptual, specialistii din
~ domeniile psiho — pedagogiei si ale artelor au pledat
pentru includerea muzicii in educatia copiilor si a adultilor. Invitarea muzicii s-a
realizat pana in secolul al XIX-lea, oral, prin cantec religios si popular, iar
repertoriul muzical cult european si national ( compus special pentru copii),
insotit de alfabetizarea muzicald, a devenit din secolul al XIX-lea pana in
prezent coordonata educatiei muzicale a copiilor, chiar dacd metodele specifice
disciplinei, continutul programelor si manualelor au fost diferite.

Aceste aspecte sunt tratate separat - educatia muzicala in diferite sisteme
de invatamant, educatia muzicala in invatamantul romdnesc, scurt istoric al
evolutiei manualelor si a metodicii predarii educatiei muzicale - un spatiu
rezervat special referindu-se la George Breazul ca pedagog de frunte in
invatamantul romdnesc si contributia sa la educatia muzicala in scoala generala.
Toate afirmatiile sunt argumentate cu planuri de invatamant si o bibliografie
consistenta alcatuitd din programe si manuale scolare. Dar evolutia didacticii
muzicale nu a fost posibila fara contributiile constante din domeniu, ale celor ce
si-au pus in slujba Invatamantului imaginatia si daruirea pentru ca elevii de
diferite varste sa beneficieze de influenta pozitiva a artei sunetelor.
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Eugenia Maria Pasca
b. MUSIC EDUCATION SYSTEMS
Artes Publishing House lasi 2009

The Evolution of Musical Education-
EUIGENIA - MARIA PASCA Systems, Methodical Concepts, Textbooks,
e DE : analyzes the development of the pedagogical-
ek musical thinking since ancient times to nowadays.
- The musical-folklore tradition, as well as the
. religious one, represented in our country, the basis
of education until the 19" century, when the
influences of European musical culture entered all
the educational systems. The 20™ century is
characterized by the diversity of the obligatory
general school, as well in the special-musical, lay
and religious education. In a conceptual plan the
- experts in psycho-pedagogy and arts domains have
pleaded for the music inclusion of children and grown-ups in education. Music
learning was realized orally until the 19" century, through religious and popular
songs and the European and national music repertory (especially composed for
children) joined by musical alphabetizing, has become since the 19" century the
coordinate of children’s musical education, even though the programmes and
textbooks have been different.

These aspects are treated separately — the Musical Education in different
teaching systems, Musical Education in the Romanian education, short history
of the textbooks evaluation and of the musical education teaching methods — a
fragment specially saved, referring to George Breazul as a prominent educator
in the Romanian education and his contribution to the musical education in the
middle school. All the statements are motivated with education plans and a
substantial bibliography made of school programmes and textbooks.

But the evolution of the musical didactics couldn’t have been possible
without the constant contributions in the field, of those who devoted themselves
to education, offering their imagination and devotion, so that the students of
different ages could benefit from the positive influence of the art’s sounds.
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Eugenia Maria Pasca
c. JOCUL MUZICAL SI CREATIVITATEA
Editura Artes lasi 2009

Intrucat pentru invatimantul preprimar nu sunt
stabilite  coordonatele curriculare, iar pentru
o A invatdmantul primar sunt incomplet stal?ilite,
$| CREATIVITATEA constataim ca acestea nu acopera specificul
activitatilor muzicale, iar din articularea lor nu se
realizeaza continuitatea in studierea tuturor aspectelor
vizate de acest domeniu.Trebuie retinut faptul ca prin
cantarea vocala si instrumentald, ca si prin auditiile
realizate la activitatile muzicale, copiii se echilibreaza
si se relaxeaza 1n acelasi timp, acestea avand si efect
terapeutic. In acest scop, modalititile specifice de
realizare a educatieci muzicale utilizeaza creatii
specifice: exercitiile muzicale cu rol in formarea
deprinderilor, cantecele, care sunt principalul mijloc
de familiarizare a copiilor cu limbajul muzical, jocurile muzicale ce reprezinta
forma cea mai complexa de educatie artistica a copiilor si auditiile muzicale ce
cultiva gustul pentru valorile autentice.

Toate cele prezentate sunt sustinute prin exemple propuse pe categorii de
varstd, extrase din creatiile unor compozitori ca: Dan Voiculescu, Alexandru
Pascanu, Anton Scornea, Dumitru D. Stancu, Liviu Comes, Cristian Misievici si
cu recomandari de materiale didactice utile (culegeri de cantece si jocuri
muzicale, casete si discuri audio, incluse si in bibliografia muzical — artistica).
in finalul lucrarii sunt prezentate si analizate creatii muzicale destinate copiilor,
pentru perioada prenotatiei. Evolutia muzicii ca mod de comunicare artistica s-a
aflat intotdeauna intr-un raport de interdeterminare cu spiritul epocilor pe care

eqe w0
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EUGENIA - MARIA PASCA

Fenomenul muzical vizeaza trei mari entitdfi: creatorul (in cazul muzicii si
interpretul n ipostaza de co-autor), opera artistica si publicul, precum si relatiile
functionale dintre acestea.

La inceput, sub forma jocului iar apoi sub forma lectiei, educatia muzicala
aduce numai beneficii, bucurii si entuziasm in sufletele copiilor, indiferent de
paralela sau meridianul unde se afld. Important este ca inceputul stiintific,
coordonat al formarii muzicale, sd porneascd de la ceea ce le este familiar si
anume creatiile lor, folclorice, ca sa poatad creste in universul sonor specific
zonei careia ii apartin. Dar, tot acest efort nu va avea finalitate dacd nu va fi
ancorat In realitatea imediatd, ce impune corelarea interdisciplinard cu toate
domeniile pe care le exploreaza copiii In drumul lor cognitiv, spre intelegerea
universului in care traiesc.
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Eugenia Maria Pasca
c. GAME MUSICAL AND CREATIVITY
Artes Publishing House lasi 2009

Because the curricular coordinates for pre-

UNNIRSIIATEA 0 ARTL GECREL [NESOU LG

B o primary education haven’t been established, and they

JOCUL MUZICAL are established incompetely for primary education, we
S1 CREATIVITATEA

realize that these don’t cover the specific of the
musical activities and the continuity in the studying of
all the aspects referred to in this field can’t be realized
from their articulation. It’s necessary to be retained
the fact that through the auditions realized during the
musical activities, children balance and relax at the
same time, these having a therapeutic effect too. In
this sense, the specific modalities of realizing the
musical education use specific creation: the musical

: L exercises with the role of forming the skills, the songs,
which are the main means of familiarizing the children with the language, the
musical games which represent the most complex form of artistic education of
children and the musical auditions which nurture the sense for the genuine
values.

All those presented above are sustained by examples suggested on age
categories, drawn out from the works of composers such as: Dan Voiculescu,
Alexandru Pascanu, Anton Scornea, Dumitru D. Stancu, Liviu Comes, Cristian
Misievici and with recommendations of useful didactic materials (song books
and musical games, tapes, audio disks, also included in the musical — artistic
bibliography).

At the end of the work are presented and analyzed of some musical creations
destined to children, for the period of prenotation. The evolution of music as
means of artistic communication has always been in an interdetermination
relation with the spirit of the epochs which it has reflected with the evolution of
sensibility and the intellectual ability of man. The musical phenomenon refers to
three great entities: the creator (in the case of music and the interpreter as a co-
author), the artistic work and the audience as well as the dynamic relations
among these. The selection of an repertory adequate to the youngest, requires
the knowledge of the stages of children’s musical evolution, and as well as the
acquiring possibilities of the musical works, in the curricular activities but
especially of those extracurricular optional, which can be directed towards the
interpretative practice prevalent vocal or vocal-instrumental. The rendition of
the vocal works is made by the vocal groups or choirs, and those of the vocal-
instrumental ones are realized by the group of musical games.
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At the beginning, under a form of game and then as a form of lesson, the
Musical Education brings only benefits, joy and enthusiasm in the souls of
children, no matter the parallel or meridian he lies. It’s important that the
scientific beginning, co-ordinate of the musical formation, should start from
what it seems familiar to them and namely their folkloric creations, so that they
could increase in the specific sonorous universe of the area to which they
belong. But this effort will not have a final product if it isn’t anchored in the
immediate reality which imposes the interdisciplinary correlation with all the
fields which the children explore in their cognitive way, towards the
understanding of the universe they live in.
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2.PRINCIPIUL GENERAL AL "OKTAPUS" DE NIKOS KATSOULIS
GENERAL PRINCIPLE OF “OKTAPUS” BY NIKOS KATSOULIS

Nikos Katsoulis™

Rezumat: Toate sunetele specifice, posibile, ale fiecarui instrument participant sunt utilizate
succesiv in orice ordine. Dupd ce acestea au fost utilizate, orice pas poate fi reluat din nou cu
inigierea unei noi secvente, dar diferitd, din toate sunetele posibile ale instrumentelor. Tn
cadrul aparifiei secvenfiale de note, orice grup de 8 sunete poate fi imediat repetat, dar
trebuie sa se schimbe ritmic.

Cuvinte cheie: oktapus, principiu, instrumente, Nikos Katsoulis

Abstract: All possible pitches of each participating instrument are used in succession in any
order. Once all pitches have been played, any pitch may be played again initiating a new but
different sequence of all pitches possible in that instrument. Within the sequential appearance
of notes, any group of 8 pitches may be immediately repeated but must be rhythmically
altered.

Keywords: oktapus, principle, pitches, instrument, Nikos Katsoulis

1. Nikolaos Katsoulis represents a typical case of a newgreek composer who
has substantially evolved within Greek countryside. He has namely acquired the
greatest part of his musical education and simultaneously been professionally
and musically activated exclusively in Alexandroupolis. Through “Phaethon”
Odeon of the Alexandroupolis Musical Company, which became undeniably the
first composing school not only of Alexandroupolis itself but of Evros
Municipality and Thrace as well, Nikolaos Katsoulis was musically nurtured and
took action as a music teacher.

Since its establishment (1996), the “Phaethon” Odeon-School has been
supervised by the music pedagogue and composer Gianni loannidis, while,
subsequently, it has been managed by his qualified student, pianist-composer
Athanasius Trikoupis. To realize the ultimate value of the School and its widely
offered potential to Thrace region, it is essential to commemorate its graduates
names and qualities. The most significant fact, though, remains that it constitutes
the cradle of creation to young pioneers of music, who do not simply aim at
obtaining a Composition Diploma as a professional requirement but considering
it as a new challenge for perpetual, evolutional and spiritual music inspiration as
well.

Such a graduate is the previously mentioned Nikolaos Katsoulis whose
work and biography is being elaborately outlined through the consequent
interview: “We have presently achieved to present a musical composition
system called “Oktopus”. It was named after the 88 piano keys and the way they
are extended on the keyboard (like an octopus). The aim of that system is the
efficient sound of each vocal separately (through intervals- instrumental, sound
extent) so that it can be easily conceived by both music and no music experts. It

4 Professor, “Faethon” Music Conservatory from Alexandroupolis of Greece, luminitagutanu@yahoo.es
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Is definitely up to the composer to evenly regulate the sound effect and the flow
of an “Oktopus” composition.

That particular, basic principle of composition could be regarded as an
innovative, composing sound system, since, to the best of our knowledge, it is
newly implemented. The “Oktopus” system is also implemented in the
composition “the sound of the silence” (flute and piano), which is electronically
performed on the net (http://www.youtube.com /watch?v=VOTXUX9pMpA).

2.Life

He was born in Alexandroupoli in 1971. He started
practicing harmonium at the age of 14. Two years later he
turned on piano studies while he simultaneously started
attending music theory. He graduated from the United
Multifield Lyceum of Alexandroupolis in 1988 while a year
later, in 1989, he obtained a degree of the Specialty Field as

a social Caretaker.

He studied at the Macedonian School of Music of Thessaloniki where he
obtained a Harmony Degree in 1992 under the supervision of his professor Dr
Dimitri Athanasiadi, while a year later he also obtained an Orchestration Degree
supervised by Dr Theodor Zariba. He simultaneously completed his studies on
the field of Music Pedagogical Education at the Contemporary School of Music
of Thessaloniki. He also attended flute courses at the Public School of Music of
Alexandroupolis. From 1993 to December of 1994 he served his country as a
fluter of the Military Band of the XII Division of Alexandroupolis.

In 1995 he taught music in Nipsa of the Municipality of Traianoupolis as
an instructor of the Public Educational Committee of the Prefecture. In 1999 his
first CD, called “White Roses”, came out and soon after that, in 2000, his second
personal CD called “SOUNDCOLORS” was also put out. Three years before
that, he participated in the setting up of the Musical Association of
Alexandroupolis.

In 2000 he obtained his Counterpoint Degree under the supervision of Dr J.
loannidis, while two years later he succeeded in taking his Fugal Degree at a
high pass. He is currently continuing his flute studies.

In 2000 he participated in a sound-recording of a CD for the “Child’s
Smile” Association, while in 2006 he took part in a sound — track of the play
“The house of Fernalda Alba” of Frederico Garthia Lorka and in 2008 of the
performance “the Bacchae” of Euripides directed by Nikos Zervopoulos and
orchestrated by Vaggelis Mammos. Since 1996 he has been teaching
Harmonium and Music Theory at the School of Music “Phaethon” in
Alexandroupoli. He has also participated in a variety of concerts either as a
chorus member or as a fluter.

During the school year 2003-2004 he was hired by the Primary Education
as an hourly Music Teacher in the 3" Primary School of Feres, while during the
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next two school years he worked in the Primary School of N. Hili and Maistros
as well as in the 3" Primary School of Alexandroupolis.

In 2006 he successfully completed the writing of the universal electronic
classical music composers dictionary of the era from 800 AD to nowadays.
Since 2008 he has been the leading musician of the Municipality of Feres.

In January of 2009 he obtained his Composition Diploma at a high pass
under the supervision of Dr Athanasio Trikoupi. During the same year he
created an innovative music composition system of the name of “Oktapus”
http://www.youtube.com/watch?v=VOTXUX9pMpA.

In April of 2010, his composition “SOUNDWAVES” was performed by
the New Music Ensemble of the University of Lakehead in Ontario, Canada.

General principle of “Oktopus”

All possible pitches of each participating instrument are used in succession
in any order. Once all pitches have been played, any pitch may be played
initiating a new but different sequence of all pitches possible in that instrument.
Within the sequential appearance of notes, any group of 8 pitches may be

immediately repeated but must be rhythmically altered.
http://www.youtube.com/watch?v=VOTXUX9pMpA

3. Chronological List

TITLE INSTRUMENT TIME NUMBER OF
COMPOSITION
MONOLOGUE FLUTE & VIOLA 3.5 K.N.1 (20/11/06)
MINIATOURA FLUTE 1.57 K.N.2 (6/12/06)

ACROPOL ORCHESTRA 0.2 K.N.3 (2006)
{Papiermusik}
COPLEX PIANO 3.5 K.N.4 (14/10/07)
ETUDE ‘CHAQS’ PIANO 1.5 K.N.5 (1/3-09-07)
TRIO FLUTE-VIOLA- 2.57 K.N.6 (17/11/07)
CELLO
SHAPES, LETTERS PIANO 2’ K.N.7 (20/1/08)
AND NUMBERS
STIK? CELLO & PIANO 4.4 K.N.8 (1/2/08)
(One performer)
VIBRATIONS PIANO (3 HANDS) - 2.57 K.N.9 (2/3/08)
SNAIRE
(1 HAND) (2
Performer)
SOS QUARTET DRUM 4.5’ K.N.10 (23/3/08)
(Snare — Tenor Drum —
Cymbal & Gran Cassa)
MEFLUTEYOUPIANO) FLUTE&PIANO 2.5 K.N.11 (2/4/08)
(With composer Marino
Toka)

GYRISMOS STRING QUARTET 3.5 K.N.12 (29/4/08)
LIFE SOLO VOICE 6.5’ K.N.13 (15/5/08)
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Z00 ORCHESTER (Picc., 2 5.5 K.N.14 (9/6/08)
FI.,5 Ob., Cor Ang., CI.
in B, Fg., Sax. Ten., Hn
inF., Tr.in B, Trb., W.
Bl., Cuica Brazil.,, T.
Drum, Guiro, VI., Vla.,
Vc., Ch.)
VOICES SOPRANO - FLUTE 3’ K.N.15 (19/6/08)
(poet: K. Kavafis)
WISH SOPRANO - PIANO 1.57 K.N.16 (27/6/08)
(poet: K. Kavafis)
OMNIOI CHOIR 1.57 K.N.17 (7/7/08)
(poet: K. Kavafis)
KATHIMERINOTITA SOLO TROMBONE 5 K.N.18 (20/9/08)
SAG GUITAR 1.5 K.N.19 (26/10/08)
PARALIRIMA DRAMATIC SCENE 13’ K.N.20 (7/1/09)
(text: M. Vitsa)
12 VARIATIONS SOLO PIANO 11’ K.N.21 (17/1/09)
«THE YEAR»
SMINOS SOLO PIANO 1.5 K.N. 22 (28/2/09)
MI SOLO PIANO 0.5’ K.N. 23 (7/3/09)
LAXIS SOLO PIANO 2.5 K.N. 24 (21/4/09)
SOUNDWAVES ORCHESTRA  (FI, 4.5 K.N. 25 (25/5/09)
Ob., Cl. in B., Fag., Hn.
in F., Tr. in B, Timp,,
Gong., Vin. I. & I,
Vla., Vc., Ch.)
OKTAPUS PIANO 0.5 K.N. 26 (7/7/09)
THE SOUND OF THE FLUTE & PIANO 2.5 K.N. 27 (6/9/09)
SILENCE
CHESSPIANO SOLO PIANO 2.5 K.N. 28 (27/12/09)
10° SOLO PIANO 1.27 K.N. 29 (2/2/10)
BAROCK SOLO PIANO 1.3 K.N. 30 (4/3/10)
QUINTET STRING QUINTET 2.0° K.N. 31 (16/4/10)
10 COMMANTS VOICE & PIANO 2.3 K.N. 32 (24/5/10)
BUSSEDY FOR ANY 1.2’ K.N. 33 (19/11/10)
INSTRUMENT
CHASING THE MARIMBA 1.3 K.N. 34 (30/11/12)
DRUMMER
THRAKIKON MARIMBA 1.3 K.N.34 (25/3/13)
GRECQUE BAROQUE FLUTE 3.2 K.N. 35 (1/9/13)
ICON FOR ANY <> K.N. 36 (6/12/13)

INSTRUMENT
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Abstract

The volume is a sequel of the series and contains a part of the scientific
woks/studies presented at the international event that were initiated and
organized by The Institute of Psychopedagogical Training and Counseling
within “George Enescu” University of Art from Iasi through the Center of
Intercultural Studies and Researches during the year 2013. The scientific
presentations/lectures within the sections were in the following domains: Music,
Theatre, Fine Arts, Education.

The organizing on 22" =~ 24™ of November 2013 of the International
Conference with the theme ,,European culture between East and West -
tradition and modernity” aimed to be an opportunity for an interdisciplinary
and intercultural approach open to the pedagogic, psychological, sociologic and
educational politics analysis within the domain of intercultural education
through the same artistic-educational domains, taking into account: the
Development of intercultural dimension within the culture and education
domains: Education in the spirit of human rights, the reform of educational
system, the protecting and valorization of the -cultural patrimony, the
intercultural education of youth, practical examples of applying the intercultural
perspective within the aimed domains as well as the cooperation between
authorities and the civil society.

The declared goal is to stimulate the production of scientific knowledge in
the field of artistic education and to develop the community of educational
practice and research in artistic domain. The interest manifested by the
specialists/ professionals from our country and from Europe (Republic of
Moldavia, Italy, Greece, Poland, Tunisia, Latvia) toward these initiatives is
conclusive through the communications that were presented, in this volume,
being included studies from Romania, Republic of Moldavia, Greece, Latvia,
we hope to be useful to those involved in the research and education activity
from the artistic domain.
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	- Teoria curriculum-ului dezvoltă paradigma integrării curriculare atat la macro nivel, cat si la micro nivel; principalele tipuri de abordări care fac posibila integrarea curriculara, se considera a fi interdisciplinaritatea, multidisciplinaritatea s...
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