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Cuvant introductiv

Departamentul pentru Pregatirea Personalului Didactic din Universitatea de
Arte “George Enescu” lasi prin Centrul de Studii si1 Cercetari Interculturale, a
organizat in anul 2015 o manifestare internationala cu obiectivul declarat de a
stimula producerea cunoasterii stiinfifice In 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,
Coregrafie, Arte vizuale, Educatie.

Organizarea in 19-21 noiembrie 2015 a Conferintei internationale cu tema
»Aspecte traditionale si contemporane in educatia artisticA romaneasca si
internationala” s-a dorit a fi o oportunitate de abordare interdisciplinara si
interculturala  deschisa analizelor pedagogice, psihologice, sociologice, de
politica educationald in domeniul educatiei interculturale prin aceleasi domenii
artistico-educationale, avand in vedere:

1- dezvoltarea dimensiunii interculturale in 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 Tn 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 continud 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 tarda si din Europa (Republica
Moldova, Belgia, Republica Ceha, Republica Slovaca, Marea Britanie, Italia)
fata de aceste initiative este concludent prin comunicarile prezentate, in acest
volum fiind incluse studii ale specialistilor din Romania si Republica Moldova
care speram sa fie utile celor implicati Tn activitatea de educatie si cercetare din
domeniul artistic.

Prof. univ. dr. EUGENIA - MARIA PASCA



CAPITOLUL I/ PART I

MUZICA/MUSIC

1. LECTII DE VIATA SI CREATIE ALE PROFESOARE| LUDMILA
VAVERCO PRIN PRISMA DISCIPOLILOR SAI
PROFESSOR LUDMILA VAVERCO’S LIFE LESSONS AND ARTISTIC
CREATION AS REFLECTED BY HER DISCIPLES

Aurelia Simion, Professor PhD.,
“George Enescu” University of Arts from Iasi of Romania

Motto:Acela care vrea sa devina un maestru nu poate invata decat de la maestri.
(Robert Schumann)

Rezumat: Veridicitatea spuselor lui Robert Schumann in urma cu aproape doua secole a
demonstrat-o istoria. In orice etapa stilistica gdsim exemple elocvente privind acest adevir.
Un pedagog adevarat, pe lingd menirea de a-i indruma pe viitorii muzicieni interpregi, are
grija sa le ofere si o educatie in spiritul valorilor estetice. Pianista si pedagogul Ludmila
Vaverco, care timp de peste 50 de ani si-a desfasurat activitatea la catedra de pian a
Academiei de Muzica, Teatru si Arte Plastice din Chigindu, se poate mandri cu cei aproape o
suta de absolventi, devenifi pianisti-concertisti sau profesori in institutiile de profil din SUA,
Canada, Israel, Germania, Rusia, Ucraina, Romdnia si Moldova. Scopul articolului este de a
releva conceptiile profesionale ale Ludmilei Vaverco, de a patrunde in esenta principiilor
sale in ceea ce priveste metodele de educatie si formare a studentilor pianisti si, nu in ultimul
rand, de a pune in valoare succese ale discipolilor sai.

Cuvinte cheie: Ludmila Vaverco, discipoli, educatie, pianisti

»Acela care vrea sa devind un maestru nu poate invata decat de la
maestri”, aceste cuvinte scrise de Robert Schumann doud secole In urma
consemneaza un adevar, confirmat de evolutia artei interpretative universale prin
prezenta n biografia fiecarui maestru instrumentist (de anvergura diferitd) a
unui mentor ce a exercitat o influentd covarsitoare asupra formarii sale
profesionale, dar si asupra calititilor umane. In ce ma priveste, un astfel de
mentor mi-a fost doamna Ludmila Vaverco, profesor universitar la Academiei
de Muzica, Teatru si Arte Plastice (AMTAP) din Chisindu cu o longevitate rar
intalnitd in zilele noastre. Domnia sa se poate mandri cu cei peste o suta de
absolventi care au realizat de-a lungul anilor cariere de solisti-concertisti,
profesori de pian sau profesori-acompaniatori in SUA, Canada, Israel,
Germania, Rusia, Ucraina, Romania, Moldova si alte state. Desi Tmprastiati pe
diferite continente ale lumii, multi dintre discipolii Ludmilei Vaverco au fost
prezenti  in luna decembrie a anului 2007 la Chisindu pentru a sarbatori
aniversarea dubla a profesoarei lor - 80 de ani din ziua nasterii si 60 de ani de
activitate artistica si didactica. La aceasta aniversare'au participat si colegii de
breasla, toti cei care o respectd si 0 admird pentru inaltul profesionalism si

1 in calitate de fosta studenti la clasa doamnei Ludmila Vaverco am participat la acest eveniment.
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abnegatia cu care si-a desfasurat lunga activitate la catedra de pian a AMTAP
din Chisinau.

Printre primii discipoli ai profesoarei Ludmila Vaverco este Oleg
Maisenberg (desi nu este absolventul dansei, a studiat la clasa sa timp de 7 ani,
considerand-o profesor formator - n.a.). Solist concertist, apoi pedagog la
Conservatorul din Viena (unde-si desfasoara activitatea pana in prezent, iar
recent a implinit 70 de ani de la nastere ), Oleg Maisenberg n anul 1967 a
devenit laureat a doua concursuri concomitente la Viena, care au avut loc sub
egida concursului Franz Schubert, la care tanarul pianist a obtinut premiul II.
Printre absolventii Ludmilei Vaverco (generatia 1963-1970) care au devenit mai
tarziu profesori/acompaniatori sunt: Ana Gorodetcaia (Liceul de Muzica Serghei
Rahmaninov Chisinau), Margareta Polonscaya (Israel),Galina Kletinici (Israel,
Conservatorul din lerusalim), Osipenco Valentina (SUA), Tamara Malamud
(Cercassi, Ucraina), Ada Spiridonova (AMTAP, Chisinau), Nelly Sochireanschi
(Germania) etc.

Studentii anilor 70 care au continuat sa promoveze principiile artei
pianistice preluate de la profesoara Vaverco sunt (selectiv): Angela Neaga
(Dallas, SUA), Ludmila Cobzeva (Haifa, Israel), Victor Pascenco-Lupan
(Bucuresti, Romania), Nina Briticova (Ecaterinburg, Rusia) etc. Ludmila
Vaverco cu drag isi aminteste de studentii sdi ai anilor ’80: Oxana Cobzeva
(SUA), Marian Starcea (compozitor, in prezent director artistic al Filarmonicii
din Chisinau),Tatiana Stahi (muzicolog, dr. la Institutul pedagogic din Tambov,
Rusia),Anatolii Lapicus (pianist concertist, sef al catedrei de pian la AMTAP,
Chisindu), Tatiana Baranovscaia —Dobrovoliscaia (Varsovia, Polonia) s.a.
Printre cei care Tn anii ’80 s-au bucurat de sansa de a studia la clasa indragitei
profesoare se afla Mariana Cibotari (Canada), Alexei Gulenco si Iulia
Gubaidulina (Moscova, Rusia), Elena Gupalova (Balti, R.Moldova), Serghei
Filioglo (Germania) etc.

Eforturile consecvente ale Ludmilei Vaverco in educatia generatiilor de
pianisti Tn Republica Moldova s-au soldat cu consolidarea unei scoli pianistice, a
unui complex de principii tehnic-interpretative si etico-estetice specifice pentru
toti acei ce au trecut prin clasa profesoarei Vaverco. Succesele profesoarei se
datoreaza profesionalismului sau, cunostintelor dobandite in anii de studii, dar si
din experienta interpretativa si didactica, la care se adauga vocatia de pedagog,
talentul de dascal, ce implica capacitatile de ,,a sti, a putea, a fi in stare sa
transmiti cunostintele s1 maiestria— cele enumerate fiind straine mediocritatilor”.
Studiile muzicale urmate la celebra Scoala de muzica din orasul Odesa , unde
si-au cizelat aptitudinile artistice marii pianisti ai sec.XX precum Sveatoslav
Rihter, Emil Ghilels, Maria Grinberg, Yacov Zak s.a., au creat fundamentul
profesional necesar pentru o desfagurare maiestritd a carierei pianistice. Ludmila
Vaverco cu recunostintd isi aminteste de lectiile cu profesorii sdi din Odesa -
Berta Mihailovna Reingbald?, Maria Starkova® (1888-1970) si Leonid

2 B.M. Reingbald (1897-1944) — provine dintr-o familie de arhitecti celebri . A studiat cu eleva lui V.Safonov -
E. Chernetskaya - Gheselin. A fost cunoscutd ca o persoana foarte cultivata ,erudita, dar si ca un pedagog
eminent de pian, printre discipolii careia au fost : reputatul pianist Emil Gilels, Berta Marantz (prof.la
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(Lev)Vaintraub* (1912-1985) din Kiev, multe din principiile de predare ale
carora au fost preluate, aplicate si dezvoltate apoi in cariera sa didactica. Unul
dintre sloganurile preferate ale Ludmilei Vaverco este insusit de la profesoara
sa B.Reingbald: ,,Nu incepe sa instruiesti inainte de a-l1 cunoaste si intelege pe
discipolul tau™®. ,,Un adevarat pedagog, - considera B.Reingbald — nu-si impune
procedeele, ci le adapteaza la aptitudinile fiecarui elev si-1 descopera
individualitatea”.® Dupa aceste principii s-a ghidat Ludmila Vaverco in munca
sa cu tinerii pianisti, axandu-se pe descoperirea calitatilor si punctelor slabe ale
fiecarui pianist in devenire, pe adoptarea abordarilor strict individuale, bazate pe
cunoasterea constitugiei psihologice si emotionale a studentului. Utilizand
bagajul enorm de cunostinte preluat de la profesorii sai, apeland la intuitia sa
artistica, reiesind din experienta sa interpretativa, Ludmila Vaverco a elaborat o
maniera personala de predare, ineditd, care a dat rezultate excelente.

Un aspect important in complexitatea principiilor didactice stricte ce
caracterizeazd maniera didactica vaverchiand este cultivat ca urmare a
apropierii de scoala pianistica moscovitd in timpul cursurilor de perfectionare la
Conservatorul de Stat ,,Piotr Ilici Ceaikovski” din Moscova, urmate intre lunile
octombrie anul 1974 si februarie anul 1975 sub nemijlocita indrumare a
profesorului Yacov Milstein’ (1911-1981). Posibilitatea de a-i asculta pe viu pe
Sveatoslav Rihter, Emil Ghilels, Maria Ghinzburg, Dmitri Baskirov, de a
viziona spectacolele de operd, balet, teatru dramatic si expozitii de picturd au
aprofundat cunostintele profesionale si i-au largit oprizontul cultural si spiritual.®
Tot atunci Ludmila Vaverco se familiarizeaza si adoptd procedeele instructive si
criteriile estetice esentiale ale scolii pianistice ruse moscovite, trasate de marii
pianisti si dascdli precum Henry Heuhaus® (1888-1964), Konstantin Igumnov?®
(1873 -1948), Alexandr Goldenweiser!! (1875-1961). Deschiderea catre nou,
dorinta de a se perfectiona, de a insusi elementele inovatoare si inedite in
domeniul profesat au determinat-o pe Ludmila Vaverco sa urmeze in luna
noiembrie a anului 1988 un nou curs de calificare la Conservatorul de Stat din

conservatorul din Sverdlovsk), Tatiana Goldfarb (laureatd a Concursului Chopin , a treia editie), Henrieta Mirvis
(laurata a Gran-Prix la Primul Concurs W.A.Mozart din Salzburg, prof. la Conservatorul din Moscova), Victor
Levinzon (profesor la Conservatorul din Chisindu) etc. Fiul B. Reingbald este violoncelistul si publicistul Alex
Rubinstein.

8 Maria Starcova a fost eleva lui V.Drozdov-pian si F.Blumenfeld- ansamblu cameral.Activitatea didacticd o
incepe la Chisindu,apoi se muta la Odesa. Discipoli Yacov Zak, L.Ghinzburg.

4 Leonid Vaintraub a invitat la A.Yankilevici. Discipoli: Iu. Kot, V.Goncearenco, S.Dobrojanscaia .a.

% Berta Reingbald ,,Cum i-am predat lui Emil Ghilels” in ,,Eminentii pianisti-pedagogi despre arta pianistica”-
Leningrad, 1966, pag.152

¢ ibidem

"Yacov Milstein a fost elevul lui C.N Igumnov. Discipoli: E.I.Leonskaia, B.B Behterev, M.V.Mdivani s.a.

8 Ulterior Vaverco va practica converstiile cu studentii sii pe diverse teme privind viata culturald a Chisindului si
a fostei URSS.

® Heinrich G. Neuhaus 1in formarea sa artistic a fost influentat de verisorul siu Karol Szimanovszky si unchiul
sau Felix M. Blumenfeld. Ulterior a fost elevul lui Leopold Godovsky. Printre discipolii sai i amintim pe Emil
Ghilels, Sveatoslav Rihter, Yacov Zak, Vera Gornostaeva, Radu Lupu etc.

10 Constantin Igumnov i-a avut profesori pe N.S.Zverev , A.l. Ziloti si P.A Pabst. Discipoli : Lev Oborin, Maria
Grinberg, Yacov Flier, Mihail Gotlib etc.

11 Alexandr Goldenweiser - niscut la Chisindu in familia unui avocat. A studiat cu V.P.Procunin (elevul lui P.I
Ceaicovsky).Discipolii : Tatiana Nicolaeva, Grigori Ghinzburg, Dimitri Bagkirov, Lazar Berman, Dmitri Blagoi
etc.

8


https://ru.wikipedia.org/wiki/1873
https://ru.wikipedia.org/wiki/1948

Sankt-Peterburg, infiintat de pianistul, compozitorul si dirijorul rus Anton
Rubinstein.Aici se bucura de ocazia sa comunice cu reprezentantii experimentati
ai scolii pianistice petersburghiene (leningrddene) — o altd scoald de pian
importantd din Rusia — precum profesorii Vladimir Nielsen!? (1910-1998) si
Nathan Perelman®® (1906-2002), familiarizandu-se cu tainele scolii pianistice
rusesti si sintetizand cele mai importante realizari ale reputatilor pedagogi —
pianisti®,

O modalitate de a transmite pianistilor in devenire principiile sale estetice
si didactice a fost elaborarea si publicarea de-a lungul anilor lucrarilor metodice
si cercetarilor stiintifice: ,,Lucrul asupra creatiilor muzicale®, ,,Lucrul asupra
creatiilor polifonice in clasele de pian ale scolilor muzicale pentru copii”,
,,Unele aspecte privind tehnica pianistica”®® s.a. Considerim necesar si
concludent sa relatdm in cele ce urmeaza o scurta sinteza a celor mai importante
si inedite idei si informatii spicuite din mostenirea metodico - stiintificd a
profesorului Ludmila VVaverco.

1. Ca punct esential de pornire in instruirea unui pianist din punct de vedere
metodic este formarea si consolidarea unei pozifii corecte la instrument si o
pozitionare adecvata a mainilor pe instrument. Pozifionarea gresitd produce un
discomfort fizic, miscari faciale si corporale nefiresti si excesive, crispari
musculare, oboseala si chiar dureri fizice si — in consecinta — tensionari psihice
si emotionale. Gesturile sunt necesare in limita in care ele acopera partea
tehnicd a executarii la instrument, ajutd la o emisie corecta si expresiva a
sunetelor. Statul la pian trebuie sa fie cu spatele drept, farda a fi cocosat,
senzatiile in brate si corp sa dea o stare de libertate, de firesc.

2. Emisia sonora se produce prin greutatea bratului, orientatd inspre degete, pe
care se sprijind pianistul. Incheieturile mAinii isi pastreaza relaxarea si sunt
pliate fara exces, conform necesitatilor miscarilor bratelor. Relaxarea si
flexibilitatea sunt obligatorii pentru realizarea diverselor tipuri de tehnica
pianistica si a sunetului cantabil. Datorita aplicarii consecvente si insusiril
acestui principiu studentii clasei Vaverco isi perfectionau considerabil tuseul
pianistic. Pianista Raisa Barliba, actualmente profesoara la AMTAP, Chisindu
isi aminteste: ,,Doamna Vaverco are o metoda verificata in timp in ceea ce
priveste cultura sunetului, atat de importantad pentru un tanar pianist. Auzind
cum canta orice elev al sau iti dai seama cu cine a studiat, scoala ei este de
recunoscut”.

2 Vladimir Nielsen a fost elevul lui Nadejda Golubovskaia (a invitat la A.lL. Ziloti si P.A Pabst). Printre
discipolii sai 1l amintim pe Serghei Slonimski-compozitor, muzicolog, pianist, pedagog rus. Nielsen spunea:
,,Cand canti la pian nu ai unde sa te ascunzi. Talentul muzical este capacitatea de a vorbi, astfel incat oamenii sa
te asculte.Ceea ce vrei sa spui este ceea ce esti”.(pag.web al Concursului de pian organizat de Conservatorul din
Sanct-Peterburg).

13Nathan Perelman a invitat la F. Blumenfeld, H.Neuhaus si la L.Nicolaev (1978-1942). Discipolii lui Nicolaev:
Vladimir Sofronitki, Dmitri Sostakovici, Maria Iudina s.a.

14 Eficienta metodelor aplicate discipolilor sdi a fost demonstrati de fiecare data la examenele semestriale, in
recitalurile si concertele solistice cu orchestra sustinute de studentii indrumati, in masterclass-urile si lectiile
deschise.

15 Rabota nad muzicalinim proizvedeniem” , Cercetare metodica, Chisindu, 1987; ,,Rabota nad polifoniceskimi
proizvedeniami v klasse fortepiano Detschih muzicalinth scol”, Chisindu , 1987; ,Necotorle voprosi
fortepiannoi tehnichi”, Chiginau, 1973.



3. Egalitatea in pasaje trebuie dobindita prin atacul precis si corect al fiecdrui
deget aparte. Este celebra idea repetata multor discipoli (inclusiv subsemnatei)
,,De felul cum vei ataca depinde felul cum va suna” , amintind , totodata de
cuvintele lui Al. Goldenweizer ,,...imaginea sonord sa fie in concordanta cu
miscirile mainilor si ale intregului corp al interpretului”?®,

4. Insistarea consecventd asupra exercitiilor motorice, fortificarea degetelor,
folosirea constientd a componentelor aparatului pianistic locomotor, cizelarea
pulsului ritmic si a claritatii pasajelor, modificarea graduald a tempoului (in
timpul studiului individual) in cazurile cand este determinatd de indicatiile
metronomice ale pieselor selectate, antrenarea rezistentei fizice si psihice - iata
unele dintre aspectele tehnice asupra carora profesoara Vaverco lucra la clasa.
In acelasi timp, o atentie sporiti se acorda aspectelor artistic-interpretative,
sonoritatilor adecvate stilistic. In timpul orelor in nenumarate cazuri repeta
afirmatia muzicologului rus Boris Asafiev!’ (1884-1949): ,,...muzica este de
neconceput fara o respiratie dirijatd de un ritm firesc, si tocmai aceasta calitate
este in mod organic inerenti intonatiei”.®

5. Digitatia nu trebuie sa fie in totalitate impusa de catre profesor, ea reprezinta
varianta optima elaborata de interpret dupa numeroase incercari in vederea
asigurarii comoditatii digitale.

6. Este importantd infelegerea continutului ideatic si cunoasterea formei lucrarii
studiate. Este recomandata evidentierea structurilor compozitionale de referinta,
intonatiilor — nucleu n fiecare dintre motivele constitutive ale compozitiei. Se
va scoate Tn prim plan momentul culminant al melodiilor, felul de corelare dintre
structurile morfologice, nuantele dinamice §i agogica.

7. Un rol deosebit in organizarea temporald a lucrarii muzicale si crearea
expresivitatii 1i apartine ritmului. Intrucat ,,anumitor tempo-uri le corespunde
unele categorii de imagini”!® este important ca legitura lor interioard si fie in
concordantd cu continutul muzicii. ,,Chiar pe parcursul descifrarii pianistul
trebuie sd constietizeze i sa-si imagineze tempoul interpretarii, pentru ca de
acest fapt depinde caracterul frazarii, felul de articulare, calitatea sunetului si a
pedalizarii. A gasi pulsatia ritmica - inseamna a transmite sufletul muzicii, a
descoperi esenta continutului.”?®® Tempo-ul piesei este determinat dupi
fragmentul cu cele mai dificile pasaje tehnice.

8. Depasind si — Intr-o anumita masurd - neglijand natura percutanta a pianului,
Ludmila Vaverco ii invéta pe discipolii sdi sa ,,vocalizeze* la pian, permanent
indreptandu-si atentia asupra tuseului catifelat, de calitate, in special in muzica
compozitorilor romantici.

16 Alexandr Goldenweiser ,, Despre arta interpretirii” In Arta interpretirii muzicale, Editura muzicald a

UCMR, Bucuresti, 1960, pag.205.

17 Boris Asafiev -compozitor, muzicolog critic musical rus. Autor a 9 opere, 26 balete, 5 simfonii, creatii

camerale etc.

18 B.Asafiev Intonatia , in E.M. Orlova ,,Compozitorul li auditoriul —una din temele cardinal in lucrarile lui
B.V.Asafiev”” , Muzica , Moscova, 1951, pag.92.

19 Ludmila Vaverco ,,Rabota nad muzicalinim proizvedeniem”, Cercetare metodica, Chisindu, 1987

20 jbidem

10



9. Profesoara intru totul este de acord cu afirmatiile lui H.Heuhaus (idolul ei)
referitoare la pedalizare : ,,Problemele pedalei artistice sunt inseparabil legate de
problemele imaginii sonore. latd de ce este atat de imperfect, fie ca oricat de
minutioasd, orice notare a pedalei in textul muzical.” 2. De asemenea, afirma ci
tehnica pedalizarii solicitd interpretului maiestria de a doza (nu intamplator
aduce ca exemplu pedala intreagda, semipedala, sfert de pedala si celelalte
gradatii ale pedalei).
10. Politica repertoriului parcurs de-a lungul anilor de studentie se axa pe
programa analitica, care cuprindea o paletd vasta a autorilor, stilurilor, genurilor,
tindind cont de cresterea graduald a complexitatii materialului ales. Din
amintirile Larisei Jar?> am spicuit urmatoarea frazd: ,, Am avut intotdeauna
predilectie pentru romantici. Insi in primii ani de facultate repertoriul pe care
mi-l-a recomandat doamna Vaverco s-a axat pe clasicii vienezi”. Aceasta
marturie denotd faptul ca politica repertoriala era construita in functie de
necesitatile evolutive individuale ale fiecarui pianist.

Compozitorii preferati cantati cu preponderenta la clasa Ludmilei Vaverco
erau Chopin, Liszt, Schumann, Skriabin, Prokofiev, impresionistii francezi si
obligatoriu Beethoven si Rahmaninov. Ca exemplu aducem lista cu lucrarile

interpretate la anul trei de studii de lulia Gubaidulina:
Sostakovici D. Preludiu si fuga Tn mi minor

Beethoven L. Sonata Nr 26, op.81 a

Chopin F. Studiile Nr 8,0p.10, Nr 5,0p.25

Rahmaninov. S. Preludiile Re major, do minor, 0p.23
Debussy C. Insula bucuriei

Messiaen O. Porumbelul

Brahms J. Concertul Nr 1, re minor.

Experienta acumulata in calitate de profesor, interesul pentru promovarea
muzicii nationale moldovenesti au determinat-o pe Ludmila Vaverco sa se
afirme intr-o alta ipostaza importanta - cea de alcatuitor si redactor muzical al
culegerilor de miniaturi in care a inclus creatii ale compozitorilor basarabeni:
Stefan si Gheorghe Neaga, Leonid Gurov, Solomon Lobel, Simion Lungul,
Vasilii Zagorschii, Alexei Starcea, Zlata Tcaci etc. De asemenea, in programul
de examen semestrial al oricarui student de-al sdu era inclusa obligatoriu o piesa
din creatia compozitorilor amintiti. Sinteza si relevarea aspectelor metodice si
conceptual-interpretative ale profesoarei Ludmilei Vaverco, evidentierea
principiilor sale de formare si educatie instrumentale dar si umane a studentilor
planisti sunt importante pentru stabilirea consecutivitatii dintre generatii,
continuitatii in evolutia culturii pianistice, a imbogatirii bazelor metodologice a
scolii de pian, utilitatii lor practice, altfel spus pentru tot ce tine de patrimoniul
cultural si muzical, necesar de mentinut, dezvoltat si transmis generatiilor ce
urmeaza sd vina.

21 H.G.Neuhaus Despre arta pianisticd, Editura Muzicald a UCMR, 1960, pag.172
22 | arisa Jar —absolventd a anului 1976, in prezent profesoard, sefa catedrei de pian a Liceului —Internat de
Muzica Ciprian Porumbescu din Chisinau.
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Quote: Anyone who wants to become a master, cannot learn but from the masters (Robert
Shumann)

Abstract: History has demonstrated us the real truth of Schumann's words, which were
spoken about two centuries ago. We find good examples of this truth at any stylistic stage. A
true educator, besides its mission to guide future musicians and singers, takes care to provide
an education for aesthetic values. Pianist and music educator Vaverco Ludmila, who has
worked over 50 years at the Department of Piano Music Academy, Theatre and Plastic Arts in
Chisinau, can be proud of her over one hundred graduates, who all became concert pianists
or teachers in musical institutions in the US, Canada, Israel, Germany, Russia, Ukraine,
Romania and Moldova. The purpose of this article is to empahasize the professional concepts
of teacher Ludmila Vaverco, to penetrate the essence of her principles for the education of the
piano students and, not least, to expose some examples of her disciples’ professional success.
Key words: Ludmila Vaverco, disciples, education, pianists

"He who wants to become a master can learn only from the masters", these
words written by Robert Schumann two centuries ago record a truth, confirmed
by developments in universal performing arts through the presence in the
biography of each master instrumentalist (of different scales) to a mentor who
has exercised immense influence on his professional training , but also on
human qualities. As far as | am concerned , such a mentor was to me Mrs.
Ludmila Vaverco, professor at the Academy of Music, Theatre and Fine Arts
(AMTAP) in Chisinau with a longevity rarely seen nowadays. She can take
pride in her hundreds of graduates who have achieved over the years careers of
concert soloists, piano teachers or accompanist teachers, in the US, Canada,
Israel, Germany, Russia, Ukraine, Romania, Moldova and other states.

Although scattered on different continents of the world , many disciples
of Vaverco Lyudmila were present in December 2007 in Chisinau to celebrate
their teacher double anniversary - 80 years from the day of birth and 60 years of
artistic activity and teaching. On this anniversary?® there has been an
attendendance of: her peers, everyone who respects and admires her high
professionalism and devotion with which she pursued her long activity at the
Piano Department of AMTAP in Chisinau. Among the first disciples of
Professor Ludmila Vaverco is Oleg Maisenberg (although not her graduate, he
studied at her class for 7 years , considering a teacher trainer — n.a.) . Concert
soloist , then professor at the Vienna Conservatory ( where he operates to date
and recently celebrated 70 years of birth) , Oleg Maisenberg in 1967 became the
winner of two contests concomitant in Vienna , which took place under the
Franz Schubert competition, in which the young pianist won second prize.

Among Lyudmila Vaverco’s graduates (generation 1963-1970) who
later became teacher / accompanists are: Ana Gorodetcaia ( Sergei Rachmaninov
Music School , Chisinau), Margaret Polonscaya (Israel), Galina Kletinici (Israel,
Jerusalem Conservatory), Valentina Osipenco (USA) Tamara Malamud
(Cercassi, Ukraine), Ada Spiridonova (AMTAP, Chisinau) , Nelly Sochireanschi
( Germany) etc. Students from the 70s who continued to promote the principles

23 As a former student of Mrs. Ludmila Vaverco’s class, | attended this event.

12



of pianistic art taken from tutor VVaverco are (selection): Angela Neaga (Dallas,
USA), Ludmila Cobzeva (Haifa, Israel), Victor Pascenco - Lupan (Bucharest,
Romania), Nina Briticova (Ekaterinburg, Russia etc.) Ludmila Vaverco fondly
remembers her students from the 80s: Oxana Cobzeva (USA), Marian Starcea
(composer who is currently artistic director of the Philharmonic in Chisinau),
Tatiana Stahi (musicologist, PhD. At the Pedagogical Institute in Tambov,
Russia) Anatoly Lapicus (concert pianist, head of the piano department at
AMTAP, Chisinau), Tatiana Baranovscaia -Dobrovoliscaia (Warsaw, Poland )
etc. Among those who in the 80's enjoyed the chance to study in the class of the
beloved teacher is Mariana Cibotari (Canada), Alexei and Yulia Gulenco
Gubaidulina (Moscow, Russia), Elena Gupalova (Balti, Moldova) Serghei
Filioglo (Germany) etc.

Lyudmila Vaverco’s consistent efforts of educating generations of
pianists in Moldova ended with the consolidation of a piano school, a
complexity of technical and interpretative principles and ethical- aesthetic
specifics for all those who passed through professor Vaverco’s class. The
professor’s successes are due to her professionalism, knowledge gained in years
of study , but also to her performing and teaching experience, plus the vocation
of a teacher, talent of an educator , which involve the capacities of " knowing,
being able to pass on knowledge and skills - those listed being far from
mediocrity." The musical studies followed at the famous music school in
Odessa, where the great pianists of the Twentieth Century honed their artistic
skills, pianists such as Svyatoslav Rihter, Emil Ghilels, Maria Grinberg, Yacov
Zak and so on, have created the professional foundation necessary for a
masterful deployment in the piano career. Ludmila Vaverco gratefully
remembers her lessons with teachers from Odessa - Berta Mikhailovna
Reingbald?*, Maria Starkova® (1888-1970) and Leonid (Leo) Vaintraub? (1912-
1985) in Kiev, many of the principles of teaching which have been taken ,
applied and further developed in her teaching career. One of Vaverco
Lyudmila’s favorite slogans is learned from her teacher B.Reingbald: ,,Do not
start instructing before knowing and understanding your disciple."?" ,,A true
teacher - considered B.Reingbald — does not impose his procedures , but he
adapts them to each student's skills and uncover their individuality."?

Ludmila Vaverco was guided by these principles in her work with young
pianists, focusing on discovering strengths and limitations of each budding

2 B. M. Reingbald (1897-1944) - comes from a family of famous architects . He studied with V.Safonov’s
student -E. Chernetskaya -Gheselin . She was known as a very cultured , erudite person, but also as a prominent
piano teacher , among whose disciples were : renowned pianist Emil Gilels , Berta Marantz ( prof. at Sverdlovsk
Conservatory) , Tatiana Goldfarb ( winner of the Chopin Competition , third edition ) , Henrieta Mirvis ( prize at
Gran Prix Mozart in Salzburg in the first contest , prof . at Moscow Conservatory), Victor Levinzon (teacher at
the conservatory in Chisinau) etc. Son of B.Reingbald is the cellist and publicist Alex Rubinstein

ZMaria Starcova was V.Drozdov 's student - piano and F.Blumenfeld- chamber ensemble. Her teaching activity
starts in Chisinau , then she moves to Odessa . Disciples Yacov Zak , L.Ghinzburg .

26 |_eonid Vaintraub learned at A.Yankilevici . Disciples : lu.Kot , V.Goncearenco , S.Dobrojanscaia etc.

2’Berta Reingbald ,,How I taught Emil Ghilels" in ,,Eminent pianists — teachers, about the art of piano teaching"
-Leningrad 1966 pag.152

28 jbidem
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pianist, the adoption of strict individual approaches based on the knowledge of
the student's emotional and psychological constitution. Using the enormous
baggage of knowledge taken from her teachers, appealing to her artistic
intuition, based on interpretative experience, Ludmila Vaverco developed a
personal style of teaching, which gave excellent results.

An important aspect of the complexity of strict teaching principles that
characterize Vaverchian teaching manner is grown due to the proximity of
Moscow piano school during training courses at the State Conservatory "Piotr
[lich Tchaikovsky" in Moscow, attended between October 1974 and February
1975 under the direct guidance of Professor Yacov Milstein?® (1911-1981). The
possibility to listen live to Sveatoslav Rihter, Emil Ghilels, Maria Ghinzburg,
Dmitri Bashkirov, to watch performances of opera, ballet, dramatic theater and
art exhibitions deepened her professional knowledge and have widened her
cultural and spiritual horizone.* Ludmila VVaverco at same time become familiar
and adopts the essential instructive procedures and aesthetic criteria from the
Russian piano school of Moscow, set by great pianists and teachers as Heuhaus
Henry3t  (1888-1964), Konstantin Igumnov®* (1873-1948), Alexandr
Goldenweiser 33(1875-1961) .

The openness to new, the desire to improve , to proclaim the innovative
and unique elements in teaching determined Ludmila Vaverco to attend in
November of 1988 a new training course at the State Conservatory in Sankt -
Peterburg, set by the Russian pianist, composer and conductor Anton
Rubinstein. Here she enjoys the opportunity to communicate with experienced
representatives of Petersburgian (Leningrad ) piano school - another important
Russian piano school - such as teachers Vladimir Nielsen®* (1910-1998) and
Nathan Perelman® (1906-2002) , becoming familiar with Russian piano school
secrets and synthesizing the most important achievements of the famed teachers
—pianists.*® One way to transmit budding pianists her aesthetic and teaching
principles was the development and publication of methodological work over

2 Yacov Milstein was a pupil of C. N Igumnov. Disciples: ElLeonskaia, BB Behterev, MVMdivani etc.
30Subsequently Vaverco will practice conversations with her students on various topics on the cultural life of
Chisinau and the former USSR.

31Heinrich G. Neuhaus, in his artistic formation, was influenced by his cousin Karol Szimanovszky and his uncle
Felix M. Blumenfeld. Later he was a student of Leopold Godovsky. Among his disciples we remember Emil
Ghilels, Svyatoslav Rihter, Yacov Zak, Vera Gornostaeva, Radu Lupu etc.

$2Constantin Igumnov has had as teachers N.S. Zverev, Al Zealot and P.A Pabst. Disciples: Lev Oborin, Maria
Grinberg, Yacov Flier, Michael Gotlib etc.

33 Alexandr Goldenweiser - Chisinau born into the family of a lawyer. He studied with VPProcunin (PI's student
Ceaicovsky) .Discipolii: Tatiana Nikolaeva, Grigori Ghinzburg, Dimitri Bashkirov, Lazar Berman, Dmitri
Blagoi etc.

34V/ladimir Nielsen was a pupil of Nadezhda Golubovskaia (learned from A.I. Ziloti and PA Pabst). Among his
disciples we mention Sergei Slonimski-composer, musicologist, pianist, Russian educator.

Nielsen said ,, play the piano when you have no place to hide. Musical talent is the ability to speak, so that
people asculte.Ceea you what you mean is what you are. "(Pag.web Piano Contest organized by the Sankt-
Petersburg Conservatory).

%Nathan Perelman learned from F. Blumenfeld, H.Neuhaus and L.Nicolaev (1978-1942). Disciples of Nikolaev
Vladimir Sofronitki, Dmitri Shostakovich, Maria Iudin etc.

%The efficiency applied to her disciples has been demonstrated every time during the semester examinations, in
recitals and solo concerts with orchestra supported by students guided in masterclasses and open lessons.
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the years and Scientific Research: Working on the musical compositions, "Work
on polyphonic creations in piano classes in children’s music schools, Some
aspects of piano technique "*'etc.

We consider extremely necessary and conclusive to recount below a
brief summary of the most important and original ideas and information gleaned
from the methodical - scientific legacy of Professor Ludmila VVaverco .

1. As an essential starting point in training a pianist in terms of method is the
formation and consolidation of a proper posture and hand positioning on the
instrument. Wrong positioning produces physical discomfort , unnatural and
excessive facial and body movements, muscle cramping , fatigue and even
physical pain and - consequently - psychical and emotional tension . Gestures
are needed to the extent that they cover the technical execution of the
instrument, they help to a correct and expressive sound emission . Stance at the
piano should be erect, without being hunched, sensations in the arms and body
should naturally give a state of freedom.

2. Sound emission is produced by the weight of the arm , finger oriented , on
which the pianist leans. Wrists maintain their easiness and are folded without
excess, as required to the movement of the arms . Relaxation and flexibility are
required for implementation of various types of piano technique and sound of
singing. Because of consistent application and understanding this principle,
students from Vaverco’s class significantly improve their feel of the piano .
Raisa Barliba, pianist, now a teacher at AMTAP, Chisinau recalls ,,Mrs.
Vaverco has a time-tested method in terms of sound culture , so important for a
young pianist . Hearing any of her student playing, you realize who they studied
with, her school is highly recognizable".

3. Equality in passages must be gained through precise and accurate attack of
each finger separately. The idea is famously repeated to many disciples
(including the undersigned) ,, The way you attack depends on how it will
sound”, recalling also the words of Al. Goldenweizer ,, ... the sound image is to
be consistent with the hands and the whole body movements of the performer."3
4. Consistent insistence on motor exercises, strengthening fingers, conscious use
of components of the pianistic locomotor apparatus, churning out the rhythmic
pulse and the passage clarity, gradual tempo change (during individual study)
when it is determined by the metronomic indications of selected parts, training
physical and mental strength - this is some of the technical aspects on which
teacher Vaverco worked in the classroom. At the same time, an increased
attention is given to artistic and interpretative aspects, appropriate to stylistic
sonorities. During the hours, in many cases, she would repeat the assertion of
Russian musicologist Boris Asafiev®® (1884-1949): ,, ... music is unthinkable

$’Rabota nad muzicalinim proizvedeniem “Research Methodology, Chisinau, 1987; ,, Rabota nad
polifoniceskimi proizvedeniami Class fortepiano v Detschih muzicalinth schools ", Chisinau, 1987; ,, Necotorie
vopros fortepiannoi tehnichi **, Chisinau, 1973.

BAlexandr Goldenweiser ,, About the art of interpretation " in Musical interpretation art, UCMR Musical
Publishing , Bucharest , 1960 , pag.205 .

%Boris Asafiev - composer, musicologist, Russian musical critic . Author of nine operas, 26 ballets, 5
Symphonies , chamber works etc.
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without breathing directed by a natural pace, and it is this quality that is
organically inherent to intonation."
5. Fingering is not to be fully imposed by the teacher , it is the best option to the
perfomer that is developed after several attempts to ensure digital convenience .
6. It is important to understand the content of ideas and form knowledge for the
studied work. It is recommended emphasizing the reference compositional
structures, intonations - core constituents in each of the grounds of the
composition. It will be emphasized the climax of the song, the kind of
correlation between morphological structures, dynamic nuances and agog.
7.A special role in the temporal organization of musical work and creating
expressiveness belongs to pace. As ,, certain tempos correspond with some types
of images "#* it is important that their inner connection to be consistent with the
content of the music. ,, Even during deciphering, the pianist must understand
and imagine the performing tempo, because this depends on the character of
phrasing, way of articulation, sound quality and pedal. To find the rhythmic
pulsation - means to convey the music's soul, to discover the essence of the
content."#*2 The tempo of the piece is determined by the fragment with the
toughest technical passages.
8. Overcoming and - to some extent - neglecting the percussive nature of the
piano, Ludmila Vaverco taught her disciples to” vocalize “on the piano,
constantly turning their attention to the feel of velvety quality, especially in
Romantic music composers.
9. The professor entirely agrees with the statements by H. Heuhaus (her idol)
on pedaling: ,,problems of the artistic pedal are inextricably linked to sound
image issues. That is why it is so imperfect, be as thorough as any pedal scoring
in the musical text. "#3 It also stated that pedal technique asks the performer the
mastery to ration (ie not accidentally does he example the whole foot, half pedal,
quarter of pedal and other graduations).
10. The repertoire policy over the study years focused on analytical curriculum,
which included a wide range of authors, styles, genres, taking into account the
gradual increase of the complexity of the chosen material. From Larisa Jar’s*
memories | gleaned the following sentence: ,, | have always had predilection for
romantics. But in the early years of college, the repertoire recommended to me
by Mrs. Vaverco focused on Viennese classics." This testimony shows that
repertoire policy was built according to the individual evolutionary needs of
each pianist.

Composers who were mostly played in the class of Vaverco Ludmila
were Chopin, Liszt, Schumann, Scriabin, Prokofiev, French Impressionists and

40B.Asafiev Intonation in EM Orlova ,, The composer and audience -one of the cardinal themes in the works of
B.V.Asafiev " Music Moscow 1951, page 92 .

4l Ludmila Vaverco ,, Rabota nad muzicalinim proizvedeniem " Research Methodology, Chisinau , 1987

42 ibidem

4 H.G. Neuhaus “About piano art” , UCMR Musical Publishing , 1960 , p 172.

4 Larisa Jar -graduate of 1976, now professor , head of the piano department of the High School of Music
Ciprian Porumbescu in Chisinau.
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compulsory Beethoven and Rachmaninoff. As an example we list work

performed on the third year of studies by Yulia Gubaidulina:
D. Shostakovich Prelude and Fugue in E minor

L. Beethoven Sonata No0.26 , op.81 to

F. Chopin Studies No. 8, op.10, No. 5 0p.25

Rachmaninoff . S. Preludes D major , C minor , op.23

C. Debussy Island of Joy

Messiaen O. Dove

J. Brahms Concerto No. 1, D minor

The experience gained as a professor, the interest in promoting
Moldavian national music has led Ludmila Vaverco to establish herself in
another important aspect - the constitutive and music editor of collections of
miniatures that included works by Bessarabia composers: Stephen Gheorghe
Neaga, Leonid Gurov, Solomon Lobel, Simon Long, Vasilii Zagorschii Alexei
Starcea Zlata Tcaci etc. Also, the term examination programme of any student of
her was included a mandatory piece from the composers we reminded of.
Synthesis and revealing the aspects of methodological and conceptual
interpretation of the teacher Lyudmila Vaverco, highlighting her principles of
training and instrument but also humane education of the piano students are
important for establishing consecutiveness for generations, continuity in the
evolution of pianistic culture, enrichment of the methodological bases for the
piano school , their practical utility, ie for everything related to cultural and
musical heritage, necessary to maintain, developed and submitted to generations
to come.
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2. EXCELENTA IN MUZICA. GHEORGHE DUTICA COMPOZITOR,
MUZICOLOG, PROFESOR UNIVERSITAR, DOCTOR
EXCELLENCE IN MUSIC. GEORGE DUTICA- COMPOSER,
MUSICOLOGIST, PROFESSOR DOCTOR

Lacramioara Naie, Professor PhD.,
“George Enescu” University of Arts from Iasi of Romania

Rezumat: Deopotriva compozitor, muzicolog si profesor universitar doctor, Gheorghe
Dutica face parte din galeria elitei intelectualitatii iesene. Un Om foarte special cu o
moralitate si distinctie aparte, magistrul Gheorghe Dutica s-a remarcat cu aceeasi inalta
expertiza academica §i forta creatoare in varii domenii de competenta. Asa se face ca
Blazonul sau profesional este absolut impresionant. Respectat in egala masurd atdt de
discipoli cat §i de colegii de breasla, distinsul profesor universitar doctor Gheorghe Dutica
reprezinta modelul excelentei profesionale in muzica.

Cuvinte cheie: Gheorghe Dutica, compozitor, muzicolog si profesor universitar doctor,
excetenta in muzica

Intalnirea noastra de astizi are drept menire statornicirea unui obicei altfel
decat se intampla in jurul nostru, acela de a fi gazda unor frumoase povesti de
viatd, unor evocdri pline de farmec. E magulitor si totodata reconfortant sa ai n
fata ochilor o priveliste cu lume din generatii diferite, de la studenti la colegi si
apropiati. E semnul unor frumoase si durabile prietenii, simpatii. Locul e
inspirat pentru acest moment, chiar daca batrana strada Lapusneanu e in plind
reconstructie. Ea se gateste in straie noi, de sarbdtoare, pentru a cunoaste bucuria
promenadelor de alta datd evocate atat de frumos de minunatul nostru povestitor
Ion Mitican. Palatul acesta e pe masura celebrarii unui spirit ales. Spatiul acesta,
n aceste zile, seamana cu un sanctuar in care noi toti regasim bucuria reintalnirii
cu elitele noastre, cu magistri nostri, cu arta in general, fard de care viata ar fi
foarte saraca, pustie si fara sens.

Am ales acest Palat Domnesc intrucét el a fost martorul unor istorii traite
si poartd pe umeri povestile unor oameni, binecuvantati cu averi si ranguri, care-
si permiteau sd se 1mbrace la moda, sa trdiasca viata in chip generos, sa
calatoreasca, sd vorbeasca cu legeritate cateva limbi straine. O lume care dincolo
de misterele dar si slabiciunile ei, a stralucit prin gratia, eleganta, nobletea si
stilistica intelectuald, prin prestanta si frenezia atasantd, prin naturalete,
rafinament, bun gust, bune maniere, buna cuviintd, o lume ramasa in amintire si
unica in felul ei, cu valorile si caratele ei - adicd tot ce am pierdut si a ramas
cunoscut in istorie sub denumirea de Belle Epoque (domnia lui AlLL Cuza si a
regelui Carol I).

Asa incat, cu atait mai mult, bucuria de a-l avea ca invitat special pe
domnul profesor universitar doctor Gheorghe Dutica in una din Seratele noastre
confesionale, este cu adevirat autentica si foarte special. Intalnirea cu domnia
sa e un privilegiu, e o lectie a modestiei, a bunului sim{, a bundvointei, iar
calmul sau inimaginabil nu te lasa indiferent. El face parte din galeria mea de
oameni pe care-i pretuiesc neconditionat. E mereu inconjurat de carti, multe
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carti care bag seama ca le iubeste cu patima intrucat 1-au priceput, I-au luminat,
I-au oferit multe clipe de bucurie si poate nopti de nesomn.

Pasesc 1n sala sa de curs - o impreunare de solemn si caldura umana.
Mesterul, cum imi place mie sa-i spun, urmeaza netulburat asemenea unui
sihastru, ritualul zilnic, fericit si-si poatd implini chemarea... Il privesc cu coada
ochiului... Timpul i amintirile ma troienesc cu emotie curatd si Tnaltd. Am
terminat impreunad, n acelasi an studiile universitare, eu sectia instrumentala, el
teorie muzicala - muzicologie. Viata ne-a aruncat care incotro si ne-a pus in fata
marilor Incercari §i provocari...Anii au trecut si s-au asezat in parul nostru
grizonat... 1ar transformadrile pe chipurile noastre sunt vizibile si de
netagaduit...Chiar si atunci cand zambeste poartd in priviri melancolia unui om
cu zbucium sufletesc...Dar a ramas acelasi coleg jovial, primitor, daruit artei
sunetelor muzicale zamislite si cercetate .

Invitarea magistrului Gheorghe Dutica in proiectul nostru, reprezintd un
gest firesc de respect, deplin meritat, un semn de exceptie de la regula
ingratitudinii de rutind. Pentru mediul nostru academic in general si cel iesean in
particular, muzicologul si compozitorul Gheorghe Dutica reprezintd un reper
moral, un simbol al culturii muzicale, un profesor de Tnaltd {inutd stiingifica si
morala.

Pasionat colectionar de carti bune si pilduitoare, cu un apetit de
cunoastere ce depaseste cu mult hotarele unei singure discipline, domnul
profesor Gheorghe Dutica face parte din categoria interlocutorilor pretiosi,
pentru cei care au avut norocul de a-1 intalni. Cartile sale, sunt carti de referinta
la care muzicienii vor apela mereu pentru a afla lucruri performante. Toate
darurile care s-au adunat in minunatul nostru coleg si care 1i dau aceastuia o
personalitate cu multiple fatete, sunt puse la lucru in aceste carti. Domeniul
muzicologic Tn care s-a manifestat cu cea mai mare forta, este rodul unei
adevarate vocatii si pasiuni. In acelasi timp, domnia sa s-a lasat intr-un fel sedus
si de latura compozitionala.

Drumul strabatut in aceste domenii cét si in cel pur didactic universitar a
fost unul al acumularilor rdbdétoare, valorificate roditor in sinteze originale. Stie
ca menirea lui pe acest tiram, nu e aceea a unui descriptiv al clipei ci mai
degraba a unui fin interpret si deslusitor al valorilor si sincretismului muzical.
Arhitectura expunerilor sale, dispozitia ideilor, tensiunea spirituala, te fac sa te
intrebi, daca invitatul nostru special, magistrul Gheorghe Duticd e mai mult
muzicolog decat compozitor, ambele domenii fiind in egald masura revendicate.

Disciplina lui severa a meditat, a vegheat, a cantarit potrivirile
inscrisurilor muzicologice. Si aceasta pentru ca la Gheorghe Dutica cuvantul
scris ori rostit este o continud analiza si tesatura subtila de idei. Realizarile sale
academice suscitd dezbateri de inalt nivel stiintific, inscriindu-se definitiv in
modele prin densitatea informatiilor si rigoarea expresiei. In preajma domniei
sale nu este ingaduita superficialitatea sau comoditatea, ci mai degraba rigoarea
dublata de finetea analitica.

Un Om foarte special, o personalitate artisticd subtild si profundd, un
pedagog ce se apropie cu iubire de fiecare destin, indiferent de tema sau
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prelegerea abordata. Are anvergura intelectuald a unui mentor gata oricand a
impartasi discipolilor ori colegilor de breasla nu doar informatii analitice ci mai
mult decét atat, e un mester ce sculpteaza sufletul cu dalta iubirii de muzica.
Interiorul sdu nu are nimic comun cu invidia, viclenia, minciuna, spiritul sau de
cinste fiind de multe ori proverbial.

In acelasi timp, Dumnezeu in marea Sa bunitate i-a hirdzit norocul de a
se putea exprima original si convingator in altarul artei muzicale. Totodata 1-a
invrednicit cu rabdare, cu credintd multd si puternica, cu lumind in suflet si
bucuria de a trdi cu folos intru inaltare si multumire. Asa se face ca lumina
transmisd de la Tatdl Ceresc i-a umplut creafia artistica de adevaruri inalte.
Candela inimii fiindu-i mereu aprinsa intru armonie, bine si frumos i-a deschis

fereastra multor intalniri cu Dumnezeu...
Eu nu stiu daca voi putea urca vreodata la tine,
Tu insa, Doamne, cobori cand vrei: macar in treacat
Vino, te-astept in camarutd la mine...
...Cum n-am pe nimeni, nici zavor, nici lacat,

Pune straja ta la usa §i la fereastra,

Sa nu intre peste noi nici bine nici rau,
Care sa tulbure petrecerea noastra,

O zi intreaga, Doamne, sa fiu numai al tau.
Vizita (Vasile Voiculescu)

Experienta mare de viata, i-a dat acea rara si frumoasa intelepciune, de a-i
ajuta neconditionat pe altii, de a privi intamplarile vietii cu Intelegere senioriala.
Intr-o lume a anomiei, in care excelenta nu mai reprezinti o datorie de onoare, in
care tot mai putini sunt cei dispusi sd performeze sau sa accepte modele atat in
plan profesional cat si moral, demersul nostru se inscrie ca o compensatie
morala.

Astfel de personalitati vin sa intareasca incad o data idea ca, stiinta si
cultura muzicali ieseani sunt definitiv integrate sistemului cultural european. In
egala masurd muzicolog dar si compozitor, Gheorghe Duftica este prin excelenta
un Om discret, tacut si mai insinguratic. Neimplicat in cancanurile si mizeriile
cotidiene, el, intelectualul daruit total actului de culturd, respectat in egala
masurd atat de colegii de breasla ca si de proprii studenti, este un exemplu de
reusita, de excelentd profesionald.

Blazonul sau profesional este absolut impresionant.

- Cursuri_de compozitie si muzicologie in cadrul Vacantelor muzicale de la
Piatra Neamt cu Stefan Niculescu, Aurel Stroe, Anatol Vieru si Pascal Bentoiu.

- Incepand cu anul 2001 preda cursuri de Master. Regisim in portofoliul siu
numeroase titluri de Cursuri de Master: Conceptul modal- originea si evolutia
unui sistem deschis, Teoria generald a sistemelor intonationale. De la
structuri“hors temps” la sintaxe sonore. Jocul s§i improvizatia muzicald,
Principii  fundamentale de retorica muzicala, Directii stilistice in muzica
romaneasca contemporand, Metode si tehnici de cercetare muzicala, Melodia §i
sintaxele sonore in muzica vocala, Stil §i limbaj in muzica romdneasca
contemporand, Limbaje muzicale contemporane, Muzica contemporand. Stil si
limbayj.

20



- Tncepand cu anul 2003 este Doctor in muzica iar din anul 2005, Profesor
universitar (doctoratul l-a facut la Universitatea Nationalda de Muzica -
Bucuresti). Preda discipline precum : Teoria muzicii, Solfegiu, Dictat, Teoria
superioara a muzicii, Muzicologie.

Si aici consemnam realizari notabile. Cursurile de Doctorat a domniei sale
poartd urmatoarele titluri: Directii de cercetare in muzicologia contemporand,
Metodologia elaborarii discursului stiintific.

- Domeniile sale de competentd sunt: Teoria si analiza sistemelor modale,
Fenomenologia timpului muzical si sintaxele sonore, Stiluri, limbaje, tehnici de
compozitie Tn creatia muzicald romaneasca, Reprezentarea si decodificarea
semnului_muzical (Tehnici de solfegiere si dictare), Fundamentele retoricii
muzicale.

Carti publicate:
= Universul gandirii polimodale, Iasi, Editura Junimea, 2004
»  Conceptul ritmic §i tehnica variationala - o viziune asupre Barocului si
Clasicismului muzical, Iasi, Editura Artes, 2004 (in colaborare cu Luminita
Duticd)

» Solfegiu-Dicteu- Analiza muzicala, lasi, Editura Artes, 2004

» Fenomenul polimodal in viziunea lui Olivier Messiaen, Iasi, Editura Artes,
Colectia Stilistica Muzicala, 2003

» Structurd, functionalitate, forma (perspective contemporane 1in analiza
fenomenului muzical), Iasi, Editura Artes, 1999 (in colaborare cu Laura Vasiliu)
» Culegere de solfegii — concursurile de admitere Bucuresti, lasi, Cluj,
Bucuresti, Editura National, 1997 (in colaborare)

Urmeaza o listd absolut impresionanta cu Studii Publicate in reviste de
specialitate, studii nationale si internationale in cadrul unor conferinte,
simpozioane, festivaluri internationale, (aproximativ 30 de studii) in: Bucuresti
(Rev. Muzica), lasi (Editura Artes), Timisoara (Editura Eurostampa), Suceava,
(Editura Lidana), Cluj — Napoca (Editura MediaMusica), la Praga - Republica
Ceha.

Productia sa artisticd in domeniul creatiei este reprezentatd prin lucrari
precum: Coruri pe voci egale, Coruri mixte, Lucrari instrumentale si camerale,
Jazz si Muzicd usoard. In aceeasi misurd in catalogul realizarilor sale notabile
regasim numeroase Premii, Distinctii, Mentiuni pentru realizarile personale sau
ale studentilor domniei sale, de asemenea notam prezenta Brevetelor omologate,
Produse aplicate. Din aceasta descriere ampla a unui profil intelectual cu totul si
cu totul special nu pot sa lipseasca referirile la activitatea stiintificd in
comunitatea academica: Director de proiect la Festivalul Muzicii Romanesti,
Director al Editurii Artes, Director in Consiliul Studiilor Universitare de
Doctorat, Membru in Comisii de concurs pentru ocuparea posturilor si functiilor
didactice (Iasi, Brasov, Bucuresti, Targoviste, Cluj, Oradea), Membru in
Comisii de abilitare — conducere de Doctorat (Cluj-Napoca), Coordonator al
unor reviste/colectii de specialitate, semnatarul unor Prefete, Presedinte in
cadrul unor Simpozioane / Comunicari nationale si internationale. Acestora li se
adauga alte recunoasteri academice precum: Membru in Colegiul de redactie al
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revistelor/editurilor, Membru in colective/borduri stiintifice ale manifestarilor de
specialitate, aparitii Radio- T.V.

Evolutia compozitorului Gheorghe Dutica spre domenii atat de variate nu
este aleatorie. Este daca vreti rezultatul firesc al autodepasirii fiintiale si al
perfectionarii actului artistic in elementele sale cele mai rafinate si pretentioase.
Mai mult decat atat este semnul rigorii, al tendintei de esentializare si de
concentrare a puternicii sale combustii afectiv-reflexive. Asezat deplin si
convingator 1n jiltul valorii, compozitorul muzicologul si profesorul universitar
Gheorghe Dutica are ca argument excelenta in arta muzicala.

Abstract: Both composer, musicologist and professor doctor, George Dutica part of the
intellectual elite gallery from lasi. A very special man with a special character and
distinction, magistrate George Dutica noted with the same high academic expertise and
creative force in the various fields of competence. That is his professional crest is absolutely
impressive. Equally respected both disciples and by peers, distinguished university professor
Gheorghe Dutica is the model professional excellence in music.

Key words: Gheorghe Duticd, composer, musicologist and professor doctor, excellence in
music

Our reunion today has the role of establishing a habit different from the
ones that are found around us, namely of being the host of beautiful life stories
and of charming evocations. It is flattering and at the same time invigorating to
have in front of our eyes a landscape with people of different generations, from
students to colleagues and acquaintances. It is the sign of beautiful and long-
lasting friendships and relationships.

The place is inspired for this moment, even if the old street of Lapusneanu
IS under reconstruction. It is getting dressed with new clothes, for a holiday, in
order to know the joy of the old city walks which were evoked so beautifully by
our wonderful narrator lon Mitican. This palace is according to the celebration
of a chosen spirit. Today this space looks like a sanctuary where we all find the
joy of meeting our elite, our magister and the art in general; without it, life
would be very poor, empty and meaningless.

| have chosen this Noble Palace for it was the witness of life histories and
it bears on its shoulders the stories of people who were blessed with wealth and
high ranks, who afforded wearing fashionable clothes, living their lives in a
generous way, travelling and speaking a few foreign languages fluently. Beyond
its mysteries and weaknesses, this world was brilliant by the intellectual grace,
elegance, noblesse and stylistics, by the attaching prestige and frenzy, by
naturalness, refinement, good taste, good manners, decency, a world of
souvenirs and unique of its kind, with its values and carats — meaning everything
that we lost and which remained known in the history under the name of Belle
Epoque (the reign of Alexandru loan Cuza and of the king Carol 1%).

Therefore, even more, the joy of having Professor Gheorghe Dutica PhD.
as a special guest in one of our Confessional Evenings is truly authentic and
very special. The meeting with him is a privilege, a lesson of modesty, of
common sense and of good will, whereas his unimaginable calmness does not
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leave anyone indifferent. He belongs to my gallery of people whom | appreciate
unconditionally. He is always surrounded by many books; I can see that he loves
books passionately because they understood him, they enlightened him and they
offered him many moments of joy and perhaps sleepless nights.

| am stepping into his course hall — a reunion of solemn and human
warmth. The master, as | like to call him, follows the daily ritual, he is unruffled
like a hermit and he is happy to be able to fulfill his calling. | am peeping at him
from a corner... Time and memories are overwhelming me with clean high
emotion. We graduated from our academic studies together in the same year; |
was at the instrumental department and he was at the musical theory and
musicology. Life sent us to different directions and made us cope with the great
troubles and challenges...The years went by and settled on our grey hair...
whereas the transformations on our faces are visible and undeniable... Even
when he smiles, he has in his eyes the melancholy of a man with a spiritual
torment... But he has remained the same jolly friendly colleague who is
dedicated to the art of the created and researched musical sounds.

The invitation of the magister Gheorghe Dutica to our project represents a
natural gesture of fully deserved respect, a sign of exception from the rule of the
routine ingratitude. For our academic environment in general and for the one of
lasi in particular, the musicologist and the composer represent a moral
landmark, a symbol of the musical culture, a professor of high scientific and
moral conduct.

Being a passionate collector of good illustrative books, with an appetite
for knowledge that greatly exceeds the boundaries of only one discipline, the
professor belongs to the category of the precious interlocutors, for the ones who
were lucky to meet him. His books are reference books which will be always
used by musicians who will want to find performance things. All the gifts which
are gathered in our wonderful colleague and which give him a personality with
many faces are implemented in these books. The musicological field in which he
was remarked with the greatest force is the fruit of a real vocation and passion.
At the same time, he allowed being somehow seduced by the compositional
side, too.

The road he has pursued in these fields as well as in the purely academic
teaching one has been a road full of patient accumulations which were fruitfully
exploited in original syntheses. He knows that his calling on Earth is not to be a
descriptive narrator of the instant but rather a fine interpreter and translator of
the values and of the musical syncretism. The architecture of his presentations,
the disposition of his ideas and the spiritual pressure make us wonder if our
special guest, the magister Gheorghe Dutica, is a musicologist more than a
composer as both fields are equally claimed.

His severe discipline meditated, guarded and weighed the
correspondences between the musicological written documents. The reason is
that Gheorghe Dutica considers the written or pronounced word as a continuous
analysis and a subtle weaving of ideas. His academic achievements arouse
debates of a high scientific level, matching models irrevocably by the density of
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the information and the rigor of the expression. He does not allow superficiality
or indolence but rather the rigor doubled by the analytical refinement.

He is a very special Man, a subtle and profound artistic personality, a
professor who approaches each destiny with his love regardless of the
approached topic or university lecture. He has the intellectual scope of a mentor
who is always ready to share with his disciples or work colleagues not only
analytical information but even more than that, he is a master who sculpts the
soul with the chisel of his love for music. His character has nothing in common
with envy, cunning or lies as his honest spirit is usually proverbial.

At the same time, God in His great kindness gave him the luck to be able
to express himself originally and convincingly in the altar of the musical art. At
the same time He gave him patience, powerful faith, an enlightened soul and the
joy to live usefully for ascension and thanksgiving. Therefore the light received
from Holy Father filled his artistic creation with high truths. The candle of his
heart was always open to harmony, to the good and to the beautiful; thus it gave

him the chance to meet God many times...
Eu nu stiu daca voi putea urca vreodata la tine,
Tu insa, Doamne, cobori cand vrei : macar in treacat
Vino, te-astept in camaruta la mine...
...Cum n-am pe nimeni, nici zavor, nici lacat,
Pune straja ta la usa si la fereastra,
Sa nu intre peste noi nici bine nici rau,
Care sa tulbure petrecerea noastra,
O zi intreaga, Doamne, sa fiu numai al tau.
Vizita (Vasile Voiculescu)*

The great life experience gave him that rare and beautiful wisdom in order
to help the others unconditionally and to look at the life’s events with senior
understanding. In the world of the anomy where excellence no longer represents
a duty of honour, where there are few people ready to perform or to accept
models both at the professional level and at the moral one, our approach is
considered as a moral compensation.

Such personalities come to reinforce once again the idea that science and
musical culture in lasi are irrevocably integrated in the European cultural
system. Being a musicologist as well as a composer, Gheorghe Dutica is by
excellence a discrete quiet lonely Man. He is not involved in the daily gossips
and scandals, he is the intellectual totally dedicated to the act of culture; he is
equally respected by his work colleagues and by his own students; he is an
example of success, and of professional excellence.

45 | don’t know if I can ever come up to you,
But you, God, come down when you want: at least pass by
Come, | am waiting for you in my little chamber...
...As | have nobody, neither a bolt nor a lock,
Place your guard at the door and at the window
Don’t let the good or the evil come to us,
Who might disturb our party,
An entire day, God, let me be only yours.
The Visit
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His Curriculum Vitae is absolutely impressive:

-Courses of composition and musicology within the Musical Holidays in Piatra
Neamt with Stefan Niculescu, Aurel Stroe, Anatol Vieru and Pascal Bentoiu.
-He has taught courses for the Master's degree since 2001. His portfolio includes
numerous titles of Master's Courses: The Modal Concept - the Origin and the
Evolution of an Open System. The General Theory of the Intonation Systems;
From “Hors Temps™ Structures to Sonorous Syntaxes; Game and Musical
Improvisation; Fundamental Principles of Musical Rhetoric; Stylistic Directions
in the Contemporary Romanian Music; Methods and Techniques of Musical
Research; Melody and Sonorous Syntaxes in the Vocal Music; Style and
Language in the Contemporary Romanian Music; Contemporary Musical
Languages; Contemporary Music; Style and Language.

- He has been a Doctor in Music since 2003 and a Professor PhD. since 2005.
He graduated from doctoral studies at the National University of Music in
Bucharest. He has taught academic subjects such as: The Theory of Music;
Solfeggio; Diction; The Superior Theory of Music; Musicology.

We notice remarkable achievements here, too. His Doctoral Courses have
the following titles: Research Directions in the Contemporary Musicology, The
Methodology of Elaborating the Scientific Discourse.

- His competence fields are: Theory and analysis of modal systems,
Phenomenology of the musical time and the sonorous syntaxes, Styles,
languages and composition techniques in the Romanian musical creation, The
representation and decodification of the musical sign (Solfeggiating techniques
and dictation), The fundament of the musical rhetoric.
Published books:
= Universul gandirii polimodale (The Universe of the Poli-modal Thinking),
lasi, Editura Junimea, 2004
= Conceptul ritmic si tehnica variationala — o viziune asupra barocului si
clasicismului musical (The Rhythmic Concept and the Variation Technique — A
Vision upon the Baroque and the Musical Classicism), lasi, Editura Artes, 2004
(in collaboration with Luminita Dutica)
= Solfegiu — Dicteu — Analiza muzicala (Solfeggio-Diction-Musical Analysis),
lasi, Editura Artes, 2004
= Fenomenul polarizarii modale in viziunea lui Olivier Messiaen (The
Phenomenon of the Modal Polarization in Olivier Messiaen’s Vision), lasi,
Editura Artes, Colectia Stilistica muzicala, 2003
= Structura, functionalitate, forma — perspective contemporane in analiza
fenomenului musical (Structure, Functionality, Shape - Contemporary
Perspectives in the Analysis of the Musical Phenomenon), lasi, Editura Artes,
1999 (in collaboration with Laura Vasiliu)
» Culegere de solfegii — concursurile de admitere Bucuresti, lasi, Cluj (A
Collection of Solfeggios — Admission Contests in Bucharest, lasi and Cluj),
Bucharest, Editura National, 1997 (in collaboration)

Here follows an absolutely impressive list of the Published Studies in
specialty magazines, national and international studies within international
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conferences, symposia and festivals (approximately thirty studies) in Bucharest
(Revista Muzica), lasi (Editura Artes), Timisoara (Editura Eurostampa),
Suceava (Editura Lidana), Cluj-Napoca (Editura MediaMusica) and in Prague
(the Czech Republic). His artistic production in the creation field is completed
by works of Choirs on equal voices, Mixed choirs, the genre of the instrumental
and cameral creation, Jazz and Pop music. The catalogue of his remarkable
achievements includes numerous awards, distinctions and prizes or prizes of his
students, approved brevets and applied products.

This extensive description of a completely special intellectual profile must
include the references to the scientific activity in the academic community: the
Project Manager at the Romanian Music Festival, the Manager of Artes
Publishing House, the Chairman in the Doctoral Studies Board, a Member in
contest committees for getting a job and a teaching position (lasi, Brasov,
Bucharest, Bucharest, Tirgoviste, Cluj and Oradea), a Member in committees of
doctoral habilitating and management (Cluj-Napoca), a Coordinator of specialty
magazines/ collections, the author of some prefaces, the Chairman within some
symposia / national and international communications. Also, he has another
academic acknowledgement a membre in the editorial office of the following
magazines/publishing houses, a membre in scientific collective/boards of the
specialty manifestations, important appearances Radio- T.V.

The evolution of the composer Gheorghe Dutica towards such various fields
IS not random. It is the natural result of his ambition to exceed himself and to
improve his artistic act in its refined and demanding elements. Moreover, it is
the sign of sternness, of the tendency to make everything essential and to focus
his powerful affective — reflexive combustion. Seated fully and convincingly in
the throne of value, the composer, the musicologist and the professor Gheorghe
Dutica PhD has as an argument the exclelence in the musical art.
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3. ROLUL INTERPRETULUI IN REDAREA PARTITURII
THE ROLE OF INTERPRETER IN THE PERFORMING ACT

TIoana Stanescu, Lecturer PhD.,
“ George Enescu” University of Arts from Iasi of Romania

Rezumat: Rolul interpretului in redarea partiturii reprezinta o latura esentiala in contextul
intregului fenomen muzical. ,,Misiunea” decodificarii partiturii muzicale si, implicit, a
traducerii imaginii sonore i revine interpretului, cel care se interpune astfel intre compozitor
si public. In consecintd, interpretul transformd starea , potentiald” a partiturii intr-0 stare
,actualizata” a acesteia, finalizand actul creatiei componistice. Rolul sau decisiv implica
responsabilitate Tn abordarea partiturii, asigurand atat reconstituirea acesteia cu fidelitate,
cat si insufletirea sa. Cea mai importanta cale a interpretului de a descoperi lumea
spirituala a compozitorului este intelegerea in profunzime a conceptiei si mesajului creatiei
artistice. Tn acelasi timp, cunoasterea intregii creatii a compozitorului conduce la
aprofundarea din partea interpretului a trasaturilor stilistice si de limbaj caracteristice.
Evolutia stilistica si spirituald a compozitorului pe parcursul intregii sale creatii trebuie
sa determine o atitudine distincta din partea interpretului fata de diferitele lucrari abordate.
Apoi, aprofundarea in detaliu a creatiei muzicale, ,,recompunerea’ imaginii sonore §i
reconstituirea unitdtii de conceptie sunt propuneri §i abordari necesare, care determind
largirea viziunii interpretative. Elocventa interpretarii depinde de capacitatea interpretului
de a reda muzica dintr-un punct de vedere mai profund decat cel muzical. In acest sens, o
interpretare elocventa reflecta vibratia la unison a interpretului cu creatorul partiturii sale,
exprimata cu originalitate la nivelul redarii interpretative. lar, in final, daca interpretul a
reugit sa convingd prin viziunea sa interpretativa, inseamnda ca ,, misiunea’’ sa artisticd a fost
indeplinita.
Cuvinte cheie: compozitor — interpret — concept — aprofundare — elocventa

Viata virtuala a creatiei muzicale este ,,reproiectatd” intr-o viziune unica
de catre fiecare interpret. Problematica artei muzicale releva existenta unei
legaturi indisolubile intre compozitor, interpret si public. In contextul acestui
»ansamblu”, interpretul poartd o mare responsabilitate prin rolul determinant pe
care il indeplineste la nivelul ,tdlmacirii” compozitiei s1 comunicdrii acesteia
catre public. Menirea sa contine o dimensiune profund umana, intelegand
semnificatia sociala a fenomenului muzical, ce educa si uneste auditoriul, prin
puternicul sdu impact cultural, spiritual si artistic.

Arta autentica a interpretarii trebuie sa convinga prin muzica sa, daruind
bucurie in sufletul auditorilor. Astfel gandirea, generatoare a unei conceptii clar
definite, precum si emotiile interpretului trebuie sa aiba ca scop artistic
producerea unor trairi patrunzatoare si imagini marcante n perceptia auditorului.
Dar, toate acestea sunt posibile prin autenticitatea si forta de convingere
exprimate de stilul interpretativ al solistului.

Misiunea de a ,reactualiza” creatia muzicala presupune un act de
identificare cu opera de arta asumat de interpret, gest ce nu trebuie sd anuleze
personalitatea sa artistica, ci dimpotriva, sd o evidentieze. Astfel, aprofundand
spiritul creatiel muzicale, interpretul va ,;re-crea” la randul lui, zamislind astfel o
»a doua creatie”, cuprinsa de filonul individualitatii si stilului sdu personal.
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Inovatia si indrazneala creativa a interpretului vor fuziona, in acest context, cu
spiritul creatiei componistice, oferind publicului un ,,intreg” armonios.

Comunicarea continutului de idei se configureaza a fi, cu necesitate,
crezul oricdrui act interpretativ, in care tehnica si mijloacele virtuozitatii
interpretului tind sd slujeasca ideii si semnificatiilor conceptuale. Din aceasta
perspectiva, interpretul trebuie sa fie, in acelasi timp, cautatorul neobosit al
asocierilor poetice si filosofice, precum si ganditorul meditativ al adevarului
artistic si al sensului vietii.

Actul interpretativ necesitd comunicarea unui mesaj spiritual bogat in
continutul de idei si imagini, realizat de catre interpret prin selectarea unor
procedee artistice adecvate. La acest nivel, cultura generala si artistica autentica
dobandite de catre acesta vor fi criterii in procesul sau selectiv, conducand
astfel, la desavirsirea artei sale interpretative.

O viata spirituala si artistica complexd, in care interpretul acumuleaza, in
timp, atat cunostinte muzicale, cat si notiuni despre alte forme de manifestare
artistica, precum literatura, teatrul sau artele plastice, vor largi orizontul
muzicianului, conturand perspective largi in sfera imaginatiei si a universului
sau de idei. Cunostintele astfel dobandite vor determina ulterior asocieri, prin
valente inrudite, conducand la facilitarea intelegerii mesajului spiritual de catre
interpret, precum si la imbogatirea viziunii sale artistice oferita publicului.

Pe de altd parte, educarea gandirii si spiritului prin insusirea notiunilor
filosofice vor desavarsi formarea unei constiinte artistice autentice, imperios
necesard actului interpretativ de valoare. Intelegerea creatiei muzicale de citre
interpret implica patrunderea pana in cele mai adanci profunzimi ale
individualitatii compozitorului si a stilisticii sale specifice, precum si 1n
universul de idei afirmate de creatia muzicald. Numai astfel se poate accede la
acea etapa superioara in abordarea unei partituri, in care protagonistul ajunge sa
se identifice cu muzica sa, sd avanseze spre ,,asimilarea” organicd a sensului
creatiei interpretate.

Dar, misiunea interpretului trebuie sa fie dezvaluirea imaginii sonore a
creatiei, si nu manifestarea propriului sdu ego. Prin potentialul sau intuitiv,
precum si cel cognitiv dobandit, interpretul are menirea de a reda semnificatiile
adanci, continutul spiritual si expresiv al creatiei. Maiestria sa interpretativa
consta in selectarea celor mai adecvate mijloace in scopul de a reda cu elocventa
caracterul, stilul si expresivitatea creatiei muzicale, transmise astfel printr-un
limbaj viu s1 generator de emotie.

Privind dintr-o alta perspectiva, virtuozitatea exprimarii creatiei de catre
interpret este necesar sa reflecte o atitudine constienta si responsabild din partea
acestuia, pentru ca viziunea sa interpretativa sa se incadreze in limitele
personalitatii si individualitatii sale artistice. Astfel, pe parcursul interpretarii,
virtuozitatea se va subordona continutului de idei, fara a tinde sa devina scop 1n
sine si afirmind cu claritate gandirea i imaginatia artisticd a interpretului in
demersul comunicarii tensiunii sale emotionale catre public.

Un alt aspect primordial in arta comunicarii cu auditoriul il reprezinta
entuziasmul cu care este sustinut actul interpretativ, exprimat cu sinceritate si

28



expresivitate de catre protagonist si cu rolul de a revela publicului sensul
declamator al creatiei. Simplitatea si naturaletea ,,intonarii”, dezinvoltura si
firescul exprimarii continutului semantic al partiturii sunt conditii definitorii in
realizarea unui moment artistic convingdtor si, in acelasi timp, profund
emotionant.

Simtul intregului si al legaturii organice dintre confinut si forma, calitate
vitald a oricdrui interpret de valoare, reflectd in fapt acea inzestrare extraordinara
de a sintetiza si reda unitar forma indisolubil legata de continut.

Astfel, universul spiritual si bogatia imaginativa a interpretului isi vor afla
proiectia in libertatea exprimarii sale artistice, in atitudinea cu care isi va asuma
responsabilitatea Indeplinirii misiunii sale de explorare a ideii §i apoi, de
intruchipare expresiva a acesteia in constiinta si simtirea auditoriului.

Abstract: The role of the performer when playing the score is essential taking into account
the entire musical phenomenon. The ,,mission” of decoding the musical score and implicitly
of translating the image of sound belongs to the performer, who thus stands between the
composer and the audience. Consequently, the performer turns the "potential™ status of the
musical score into an "updated™ status, finalizing thus the act of creation. The performer’s
role involves responsibility in approaching the musical score, ensuring its faithful
replenishment, as well as its liveliness. The most important way for the performer to discover
the spiritual world of the composer is the in-depth understanding of the concept and of the
artistic message. At the same time, knowing the entire work of the composer leads the
performer to deepening its stylistic and language appropriate features.

The spiritual and stylistic evolution of the composer throughout his work must determine a
distinctive attitude of the performer with respect to the various works being addressed. Then,
getting deeper into the details of the musical work, "recomposing” the image of sound and the
replenishment of the concept unit are proposals and necessary approaches that lead to the
enlargement of the interpretative vision. The eloquence of the interpretation depends on the
performer’s ability to play the music from a deeper than the musical perspective.

In this regard, an eloquent interpretation reflects the vibrancy of the performer in unison with
the creator of the score, a work originally expressed in the interpretative way. And finally, if
the performer managed to convince the audience through the power of his interpretative
vision, this means that his artistic ,,mission’” had been accomplished.

Key words: composer — performer — concept — deepening — eloguence

The virtual life of musical work is "redesigned" in an unique vision by
each performer. The issue of musical art reveals indissoluble link between
composer, performer and audience. In the context of this "ensemble" the
performer bears a heavy responsibility through the crucial role it fulfills in the
"Interpretation™ of composition and its communication to the public.

His mission contains a deep human dimension, understanding the social
significance of the musical phenomenon that educates and unites the audience
through its powerful cultural, spiritual and artistic impact. The authentic art of
interpretation must convince through his music, giving joy to the soul auditors.
So thinking generate a new defined, clear concept and the interpreter’s emotions
must have as artistic aim the production of intense feelings and outstanding
images in the audiance perception. But all this is possible through the
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authenticity and power of persuasion expressed by the interpreter’s playing
style.

The musical creation ,,refresh” mission requires an act of identification of
the interpreter with the artwork, gesture that should not override his artistic
personality, but rather highlight it. Thus, deepening the spirit of music, the
interpreter will "re-create™, conceiving a "second creation", comprised of his
personal style and individuality. Interpreter’s innovation and creative audacity
will merge in this context with the spirit of composition creation, offering the
public a harmonious “whole”.

The creed of any performing act is the communication of the content of
ideas, in which the performer’s technique and virtuosity means tend to serve the
idea and conceptual meanings. From this perspective, the performer must be at
the same time tireless seeker of poetic associations and philosophical and
meditative thinker of the artistic truth and the meaning of life.

The performing act requires the communication of a spiritual content rich
in ideas and images, created by the interpreter by selection of the appropriate
artistic procedures. The general knowledge and the artistic one aquired by the
performer will be the criteria in the selective process, thus leading to completion
of his interpretative art.

A spiritual and artistic complex life, in which the artist accumulates both
musical knowledge and notions about other forms of artistic expression, such as
literature, theater or visual arts, will broaden the musician outlining broad
prospects in the sphere of imagination and his universe of ideas. The knowledge
thus acquired will subsequently determine the association through related
meanings, leading the interpreter to easy understand the spiritual message and
enrich his artistic vision offered to the public.

On the other hand, thought and spirit education by learning philosophical
notions will complete the formation of an authentic artistic consciousness,
compulsory for a valuable performance act. Artist’s understanding of music
involves penetration to the deepest depths of the composer's individuality and
his specific style and ideas and in the universe of ideas asserted by the musical
creation. Only like this the protagonist will identify with his music and will
move towards the organic assimilation of the performed creation.

But the performer’s mission must be the disclosure of the creation’s sound
image, and not the manifestation of his own ego. The interpreter has the mission
to play deep meanings, the spiritual and expressive content of creation by using
his intuitive and cognitive aquired potential. Interpretative artistry lies in
selecting the most appropriate means in order to play with eloquence the
character, style and expressiveness of music, thus transmitted through a living
and excitement generating language.

Looking from another perspective, the virtuosity of creation expression
should reflect a conscious and responsible attitude of the performer, so his
interpretative vision will enter into the limits of his individuality and artistic
personality. Thus, during interpretation, virtuosity is subordinated to the content
of ideas, without tending to become a goal and clearly stating the thinking and
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artistic imagination of the performer in the process of communication of his
emotional approach to the audience.

Another key aspect in the art of communication with the audience is the
enthusiasm with which the interpretative act is performed, played with sincere
expression by the protagonist and having the mission to reveal the meaning of
work to the public. The simplicity and naturalness "tune", the ease and
naturalness of expression of semantic content of the music are defining
conditions for achieving a convincing artistic moment and at the same time,
deeply moving one.

The sense of the whole and organic link between content and form, vital
quality of any valuable performer, reflects in fact that extraordinary gift to
synthesize and play the inextricably linked content.

Thus, the spiritual universe and rich imagination of the interpreter will
find the projection in freedom of the artistic expression, in the attitude with
which he will assume responsibility for fulfilling his mission of exploring the
idea and then the expressive embodiment in the consciousness and feelings of
the audience.
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4. SUITELE SOLO PENTRU VIOLA DE MAX REGER. PROBLEME
DE INTERPRETARE
SUITES FOR SOLO VIOLIN BY MAX REGER. INTERPRETATION

PROBLEMS
Luminita Ciobanu, Lecturer PhD.,
“George Enescu” University of Arts from Iasi of Romania

Rezumat: Cele trei suite op. 131c de Max Reger figureaza printre cele mai importante
lucrari pentru viola solo. Pentru a ghida actul interpretarii, compozitorul noteaza toate
elementele tehnice, ca si arcusele, flageoletele, tempourile. Se vor respecta tempourile
indicate dar se va urmari o distributie in “valuri” a cantitatii de energie. Este necesara o
extraordinara flexibilitate din partea interpretului, pentru a simti si reda modificarile de
timbru si sau tempo. Nu se va utiliza vibrato continuu, ci in functie de locul din fraza si starea
care doreste a fi creeatd. Dublele coarde necesita o digitatie atent studiata. Acordurile se vor
realize rulat, cu crescendo catre sunetul din acut, care trebuie sda functioneze si sa se auda ca
un pilon melodic.

Cuvinte cheie: Reger, suita solo, viola, elemente tehnice, expresie, timbru

1.Introducere

Aparute cronologic intre piese de concert si studii, cele trei Suite pentru
viola (1915) de Max Reger sunt doar cateva dintre lucrarile solo deosebit de
importante pentru acest instrument. Dupa finalizarea Preludiilor si fugilor pentru
vioara solo op.131a si a suitelor pentru violoncel op.131c, intentia lui Reger era
ca acest opus dedicat violei sa completeze un mic ciclu de lucrari reprezentative
pentru toate cele trei instrumente de coarde, care sa evidentieze calitdtile lor
timbrale. Suitele sunt dedicate, in ordine numerica, prietenului sau, Heinrich
Walther, dirjjorului si virtuozului violonist Richard Sahla, si talentatului
violonist Joseph HOsl, cu care s-a consultat in privinta tehnicii instrumentelor de
coarde. O a patra Suitd urma sa fie dedicata lui Karl Doktor, violist din Busch
Cvartet, dar moartea lui Reger in 1916 a lisat acest plan neindeplinit. In secolul
al XX-lea multi compozitori au incercat sa depaseasca limitele limbajului
muzical existent si sd caute o cale de depdsire a expresiei traditionale.
Schoenberg a fost cel care a indraznit sa creeze un alt sistem tonal menit sa
deschida noi perspective artistice. Revolutia creativa s-a extins nu doar in ceea
ce priveste expresia armonicd, ci $i in ceea ce priveste tipul de notare: Liszt,
Mahler, Schoenberg si Reger au fost printre cei care au incarcat partiturile cu un
numar fard precedent de indicatii privitoare la variatii de tempo si
dinamica. Reger marca toate modificarile dinamice cu cerneala rosie, precum si
toate arcusele, tempo-urile, si chiar si flageoletele, atat in cazul pieselor mici cat
si in cazul celor orchestrale. Atentia sa pentru detalii in aceste privinte este unul
dintre cele mai importante aspecte atunci cand se abordeaza aceste Trei Suite.
2. Scurta analiza de limbaj

Cele 3 suite compuse de Max Reger op.131d respecta structura suitelor
compuse de J. S. Bach si care au prins contur datorita evolutiei dansurilor de
curte. Suita instrumental baroca era alcatuita din 4 parti: Allemande-Moderato,
Courante-Vivace, Sarabanda-Andante, Gigue-Presto. In toate cele sase suite
intalnim alternanta indicatiilor de tempo Moderato-Vivace, respectiv in
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Allemanda-Couranta. Reger pastreaza aceasta structura, in general, dar inoveaza
limbajul si forma interioara. Dacd in Suitele pentru violoncel op. 131c Reger
pastreazd denumirile traditionale ale partilor suitei, in cazul celor pentru viola
acestea sunt Tinlocuite cu indicatori temporali: Molto sostenuto, Andante
sostenuto, Moderato, Vivace etc. Reger abordeaza diferit si ideea de melodie,
armonie $i contrapunct. Dacd in epoca baroca si clasicd tonalitatea oferea
fundamentul pentru melodie si contrapunct, Reger procedeaza exact invers, la el
progresiile armonice iau nastere din melodie.

Tn interpretare, tempo-urile lente trebuie respectate, asa cum sunt indicate
in partiturd, dar actul de redare trebuie sd aducd o constantd modificare a
energiei. Se va utiliza rubato acolo unde este evidenta necesitatea, ca si in cazul
secventelor care contin progresii armonice. In cazul oricdrei miscari lente se
evitd interpretarea continuu metronomica ; Reger obisnuia sd spund, "Muzica
mea trebuie sa fie cantata in valuri." Pe de alta parte, tempo-urile rapide
trebuiesc bine controlate si sdpanite, prin raportarea la tempo-ul armonic
interior. Cel mai bun exemplu Tn acest sens poate fi intalnit in ultima parte a
suitei Tn sol minor, care este marcata cu molto vivace. Miscarea este deosebita de
Presto-ul din sonata pentru vioara solo in sol minor de Bach ; Leopold Mozart
plasa tempoul Vivace sub cel de Allegretto pe scara ierarhiei de viteza. In
compozitiile lui Reger existd un numar foarte mare de secvente pline de viata,
inventive si delicate iar expresia muzicald ar avea de pierdut daca interpretii nu
le-ar lua Tn considerare.

Reger creeazd de multe ori dialoguri in cadrul unor pasaje aparent
monotone, de exemplu, in masurile 11 si 12 din prima sectiune a Suitei in Sol
minor. Liniile trebuie sa fie interpretate ca doua voci si cantate cu usoare
diferente de sunet sau articulatie.
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Ex.1 Dialog ce trebuie interpretat ca un pasaj la doua voci

Un muzician adevarat are capacitatea de a simti i a avea o continua
preocupare pentru timbru, calitate, culoare sonord si tempo precum si de a reda
aceste trairi. Aceastd flexibilitate extraordinard este evidenta atunci cand
ascultam inregistrarile interpretarilor lui Mahler sau Saint-Saéns, sau cand citim
despre stilul de interpretare al lui Brahms. Putem fi de asemenea siguri ca
Beethoven interpreta cu o flexibilitatea alertd si naturald, desi considera
metronomul un instrument foarte util pentru stabilirea tempo-ului la inceputul
unei miscari, ca i pentru pastrarea raporturilor intre acestea. Sectiunile mediane
releva adesea un pasaj rapsodic sau Appassionato, cum este cazul celei de-a
doua sectiuni din Suita in Re Major. Putem simti o oarecare libertate de a parasi
exactitatea metronomica aici, astfel incat aceste pasaje sa se Imbine cu cele
cantabile, precum si un sentiment organic de libertate pentru a ne ghida dupa
intensitatea emotionala si expresiva.

b
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Ex. 2 Un anumit grad de libertate a miscarii
Notatiile dinamice de la sfarsitul crescendo-urilor sau diminuendo-urilor
aratd sfarsitul de dezvoltare a liniei precedente si/sau sfarsitul unei fraze.In
cazul in care noua dinamica este marcatd la Inceputul unei noi fraze, ca in
masurile 4 si 5 din cea de-a doua miscare a suitei in Re Major, este neceard o
diferentiere clara in interpretare.
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Ex. 3 Diferentierea clard a acestor doua masuri.

Semnele pentru diminuendo indica o filare a sunetelor si a energiei; cele
pentru crescendo inseamna exact opusul. Idicatiile de poco rit, ritenuto si
molto rit. sunt folosite mult mai des si de obicei ele indica sfarsitul unei fraze
mai lungi sau a unei intregi sectiuni. Este important sa se realizeze aceste
ritenuti putin diferentiat, in caz contrar intreaga arhitectura a lucrarii poate avea
de suferit

Utilizarea vibrato-ului este de mare interes si importanta. In epoca lui
Brahms, acesta era inca utilizat cu rol de infrumusetare a sunetului. De fapt,
ascultatorii considerau utilizarea constanta a vibrato-lui ca fiind lipsitd de gust si
care ducea la tendinta de “nivelare” a diferentei dintre dolce si espressivo.
Astazi, caracterul cantabil, de raportare a expresiei muzicii instrumentale la
vocea umana poate fi uneori pierdut din cauza tendintei artificiale a vibrato-ului
modern. De exemplu, 1n sectiunea Molto sostenuto a primei suite, ar trebui sa se
evite utilizarea unui vibrato excesiv la sfarsitul expozitiei (ex.4 masurile 14, 15).
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Ex. 4 Evitarea unui vibrato excesiv la finele expozitiei

Acest lucru ne permite sa-1 sporim la indicatia espressivo de la Tnceputul
sectiunii dezvoltatoare. Pasajul marcat cu portato trebuie cantat fara vibrato iar
urmatoarele motive credem ca trebuie realizate tot espressivo, chiar daca nu este
indicat.
Suita I in Sol minor

Existd multe puncte de interes in prima suitd in sol minor. In primele 3
masuri (ex.5), fiecare crescendo si diminuendo ar trebui sa se realizeze ca si cum

am elibera si acumula energia, in cadrul nuantei forte.
Molto sostenuto.
espress, —
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Ex. 5 Dinamica de inceput sugereaza energie eliberata

Nu este indicat sd se schimbe nuanta catre mp de fiecare datd, pentru ca
aceasta ar conduce la reducerea energiei frazei lungi din debut. Reger marcheaza
Cu tenuto notele care contin un sens al energiei care trebuie eliberata sau pentru
a afisa un caracter mai cantabil intr —un anumit context. Primul tenuto din
masura 4 clibereazad o noud energie pe timpul al doilea al masurii. Dublele
coarde necesita o digitatie extrem de elaborata, care se va realiza prin utilizarea
regulilor tehnice din manualele lui Dounis, Flesch sau Galamian, dar nu in
ultimul rand sau de mai redusd importantd, se va urmari frazarea si se vor evita
schimburile de pozitie sau de coardda daca prin aceasta se schimba timbrul,
rupandu —se expresia. Este nevoie de studiu pentru a putea sa simtim dublele
coarde ca si cum ar forma un singur sunet; se vor intona acorduri diferite la pian
si apoi se incearca transferarea senzatiei pe tastiera violei. Degetele se ridica si
se plaseaza concomitent, iar schimburile de pozitie se vor realiza foarte aproape
de coardad. Miscarea trebuie sa fie o alunecare usoarda, cu un grad redus de
contact si cu evitarea gesturilor bruste. Multe schimburi pe saisprezecimi pot fi
executate cu digitatie de tipul 1-2,1-2, 2-3,2-3 sau 3-4,3-4. Acestea digitatii nu
trebuiesc Intotdeauna evitate, pentru ca uneori contribuie la realizarea unor
sunete de calitate. Pozitia generald de mana si brat trebuie sa fie bine echilibrata
intre cele doua coarde. Armonicele naturale cum ar fi cele din masura 21 (Ex. 6)
dau o anumita culoare timbrala pe care Reger o prefera.

21 = paes
H_1 = ol - s o
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Ex. 6 Armonicele naturale realizeaza un colorit specific

Aceasta culoare poate fi reprodusa si prin intonarea corespunzdtoare a unui
sunet bine vibrat, dar aceasta ar insemna sd nu respectdm intentiile lui
Reger. Portato din sectiunea de dezvoltare a primei parti (ex. 4) provine din
traditia baroca si clasica, si de aceea se aseamana mai mult cu un legato decét cu
un staccato pe trasatura in sus. Prin urmare, cel mai bine este sd nu se opreasca
arcusul intre sunete. Cele mai multe dintre indrumarile pentru stilul Bach si
expresia barocd adnotate de Reger, ca in acest exemplu, sunt facute cu un
anumit scop si apar uneori subliniate de indicatia espressivo sau dolce, relevand
respectul si admiratia compozitorului pentru marele inaintas. In cea de-a doua
miscare, sunetele din debut vor fi realizate cu atentie in scopul de a se evita
asprimea. Ca si la Brahms, hemiolele vor fi subliniate, ca o schimbare de puls in
cadrul masurii. Aceasta sectiune reclama o nota de umor si ironie.

Sectiunea andante ritardando (ex. 7) aduce o nota de forta si tempo - ul se va
rarefia fata de urmatorul Andantino, care poate fi interpretat fluid si cu un sens
de respiratie intre modificarile subite de registru. Punctele din aceasta sectiune
reclama mai curand un spiccato si nu un staccato scurt.
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@ Andante rit. Andantino B e S
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Ex.7 Tempoul din andante rit. va fi mai diminuat fata de Andantino

In toate sectiunile finale se va realiza o trisiturd detache in coarda iar mana
stdnga trebuie sa anticipeze armoniile, ca un acord frant. Idicatia lui Reger este
arpegierea acordurilor de 3 si 4 sunete, traditie care aminteste de Mozart si
Haydn, care le scriu pentru a amplifica sonoritatea instrumentului. Aceasta
indicatie a sa trebuie inteleasa in maniera cd nu dorea executia unor acorduri
placate sau foarte rapide, ci mai curand o rulare pe crescendo catre sunetul din
acut care, la sfarsitul arpegierii trebuie s functioneze ca pilon melodic. In fine,
cea mai importantd reguld pentru cele trei suite este sd fie interpretate cu
bucurie. Ele pot fi percepute ca fiind lucrari mai aride, de genul studiilor si nu ca
lucrari de concert, dar secretul in interpretarea lor este de a face muzica sa sa
sune ca o improvizatie stralucitoare si sincera.

™

il

Abstract: The three suite op.131c by Max Reger, are among the most important works for
solo viola. To guide the act of interpretation, the composer write down all the technical issues
as bowings, harmonics, rhythms . Observe rhythms indicated but will pursue a distribution in
the amount of energy in so called “waves”. Extraordinary flexibility is needed from the
performer to feel and play timbre colour or tempo changes. Do not use continuous vibrato,
but depending on where the phrase and mood that wishes to be created . Doubles chords
requires carefully and exercised fingering. The chords will be made as a rolling crescendo
towards the upper note, which should function as a melodic tone.

Key words: Reger, solo suite, viola, technical elements, expression, timbre colour

1.Introduction

Chronologically appeared between concert pieces and studies, the Three
Suite for Viola (1915) by Max Reger are just a few of solo works particularly
important for this instrument. After completing Prelude and Fugue for violin
solo cello suites op.131a and op.131c, Reger's intent was that this opus
dedicated to the viola to complete a small cycle of works representative of all
three string instruments, highlighting their qualities timbre. The suites are
dedicated in numerical order to his friend Heinrich Walther, to conductor and
virtuoso violinist Richard Sahla, and to talented violinist Joseph Hosl, whom he
consulted on string instruments technique . A fourth suite to be dedicated to Karl
Doktor, the Busch Quartet violist, but Reger's death in 1916 left unfulfilled
plan.

In the twentieth century, composers have tried to go beyond existing
musical language and to seek a way of overcoming the traditional expression.
Schoenberg was one who dared to create another tonal system designed to open
new artistic perspectives. Revolution creative has expanded not only in terms of
expression harmonic but also in terms of the type of scoring: Liszt, Mahler,
Schoenberg and Reger were among those who uploaded the scores with an
unprecedented number of indications regarding the variations of tempo and
dynamic. Reger mark all dynamic changes in red ink andbowing, tempos, and
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even harmonics, both for small parts and for the orchestra. His attention to detail
in these matters is one of the most important aspects in interpretation of these
Three Suites.

2. Short musical language analysis

The 3 suite composed by Max Reger op.131d comply structure composed by
J.S. Bach suites that have emerged due to the evolution of court dances. Baroque
instrumental suite are made up of 4 parts: Moderato-Allemande, Courant-
Vivace, Sarabanda-Andante, Presto-Gigue. In all six suites we may find the
alternation of tempo indications Moderato-Vivace, respectively Allemande,
Courante. Reger keep this structure in general, but innovates language and inner
form. If the suites for cello op. Reger 131c suite keeps the traditional
expressions of the parties, in the Viola suite these are replaced by temporal
indicators: Molto sostenuto, Andante sostenuto, Moderato, Vivace etc. Reger
different approaches to the idea of melody, harmony and counterpoint. If the
tone of Baroque and Classical era provides the foundation for melody and
counterpoint, the exact opposite Reger at his harmonic progressions arise from
melody.

In interpretation, slow tempos should be respected, as indicated in the
score, but the act of playing must make a constant update of energy. Rubato
must be used where there is a need, as in the case of sequences containing the
harmonic progression. For any continuous slow movements avoids metronomic
interpretation; Reger used to say, "My music should be played waves alike." On
the other hand, fast tempos and slings must be well controlled by reference to
the tempo harmonic interior. The best example of this can be found in the latter
part of the suite in G minor, which is marked molto vivace. Presto movement is
different from the Sonata in G minor for solo violin by Bach; Leopold Mozart
place under the Allegretto Vivace tempo scale speed hierarchy. In Reger's
compositions there is a huge number of sequences lively and inventive and
delicate musical expression would lose if the interpreters would not consider.
Reger often creates dialogues within seemingly monotonous passages, for
example, in measures 11 and 12 of the first section of the Suite in G
minor. Lines must be interpreted as two voices and sung with slightly different
sound or articulation.

L hE b 53".“ o e :':1:\5 G ek e _f‘g\_ A bk
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[] ) : . o 1 { I1r 1 =l
s poeo a poco dim.
Ex.no. 1

A true musician has the ability to feel and to have constant concern for
timbre quality colour and tempo and to play these feelings. This extraordinary
flexibility is evident when listening to the recording of Saint-Saéns' or Mahler or
when we read about the style of Brahms interpretation. We can also be sure that
Beethoven played with natural flexibility and alert, although him considered the
metronome to be a very useful tool for setting the tempo at the beginning of a
movement, and for maintaining relations between them. The middle section
often reveals a rhapsodic passage or Appassionato, as is the case of the two
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sections of the Suite in D Major. We can feel some freedom to leave
metronomic accuracy here, so these passages flush with the quantity, and an
organic feeling of freedom to guide us as emotional and expressive intensity.

Ex.no 2
Dynamic notations on the end of crescendos or diminuendo show the end of
the development of previous line and / or end of a sentence. If new dynamics is
marked at the beginning of a new phrase, as in 4 and 5 bars of the second
movement of the Suite in D Major, it is necessary a clear difference in

interpretation.

o~
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Ex.no 3
Diminuendos are to indicate a spinning sound and energy; the crescendo means
the opposite. Poco rit, ritenuto and molto rit. indications are used more often
and usually they indicate the end of a longer phrases or whole sections. It is
important to realize these ritenuti a little differentiated, otherwise the whole
architecture of the work may suffer.

The use of vibrato is of great interest and importance. In the era of
Brahms, it was still used to the role of beauty of sound. In fact, the audience
opinion was that his constant use was tasteless and leading the trend of
"leveling" the difference between dolce and espressivo.

Today, the cantabile character, reporting the expression of instrumental
music in the human voice, can sometimes be lost because of the tendency of
modern artificial vibrato. For example, in the suite first section, Molto sostenuto,
should avoid excessive use of vibrato at the end of the exposition (eg 4 measures
14, 15).
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Ex.no 4

This allows us to increase it on the indication espressivo from the
beginning of development section. The passage marked portato must be played
without vibrato and the we believe that the next fragments must be played also
all espressivo, even if not shown.

Suite I in G minor
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There are many points of interest in the first suite in G minor. In the first
three bars (Ex.5), crescendo and diminuendo each should be done as we release
and harness the energy in the forte dynamics.

Molto sostenuto.
espress. —

i b f#e 22 _—— > é&: £E£L
H—jﬁ =170 _&%
S
_ — — b

_

sempre Jf

It is not advisable to change the dynamic to mp each time, because this
would lead to energy reduction in long phrase debut. Reger write tenuto on
every notes containing a sense of energy to be released or to display cantabile
character in certain context. The first tenuto on bar 4releases a new energy on
the second time of bar. Doubles string requires fingering highly developed,
which will be achieved through the use of technical rules of the manuals of
Dounis, Flesch or Galamian but not least or less importance, will follow
phrasing and will avoid the exchange of position or if this changes timbre,
breaking the expression. Study is needed to be able to feel double strings as if
they form a single sound. It s help to play chords on the piano and then try to
transfer the sensation on viola.

Fingers simultaneously rises and drops, and shiftings will be made very
close to the string. Movement should be a slight slip, with little contact and
avoiding sudden gestures. Many sixteenths shifts can be executed with fingering
type 1-2,1-2, 2-3,2-3 and 3-4,3-4. These fingerings should not always be
avoided, because sometimes contribute to achieving a quality sound. The
general position of the hand and arm should be well balanced between the two
strings. Natural harmonics such as the measure 21 (Ex. 6) give a specific color
stamps on which Reger prefer.

21
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Ex.no 6

This color can be reproduced also through appropriate intonation of a
goodvibrated sound, but it would show not respect to Reger intentions. Portato
on the development section of the first part (ex. 4) comes from baroque and
classical tradition, and therefore is more like a legato than a staccato on the
upstroke. Therefore, it is best not to stop the bow between sounds. Most of the
guidelines for the style of Bach and Reger annotated baroque expression, as in
this example, are made with a specific purpose and sometimes appear
highlighted by indications dolce or espressivo, showing respect and admiration
for the great composer predecessor. In the second movement, the sounds of the
debut will be carried out carefully in order to avoid harshness. Like the Brahms,
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the hemiolas will be highlighted as a change in the measure pulse. This section
requires a touch of humor and irony.

Andante ritardando section (ex. 7) brings a touch of strength and tempo -
will attenuate the Andantino to the next, which can be interpreted with a fluid
and breathing sense between sudden changes of register. The points in this
section must be interpreted rather as a spiccato and not a short staccato.

rit. Andantino P i
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Ex.no7

In all final sections the stroke must be a strong detache and the left hand
must anticipate the harmonies, broke chord alike. Reger's indication is
arpeggiato 3 and 4 chords, wich reminds us of Mozart and Haydn tradition, who
writing them in order to amplify the sound of the instrument. This indication has
to be understood in a manner that the composer did not want plated or very fast
chords, but rather a rolling on the higher sound in crescendo whom at the end of
the arpeggiato must function as a melodic pylon. Finally, the most important
rule for these three suite is to be interpreted with joy. They can be perceived as
less vivid works, like studies and not as concert works, but their interpretation
“secret” is making his music sound like a brilliant and honest improvisation.
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5. ORNAMENTICA TN CREATIA CAMERALA A LUI WOLFGANG
AMADEUS MOZART

THE ORNAMENTS IN CREATION CHAMBER'S WOLFGANG
AMADEUS MOZART

Lucia Diaconu, Associate Professor PhD.,
“George Enescu” University of Arts from Iasi of Romania

Rezumat: Integrate in linia melodica in mod natural (Leopold Mozart), ornamentele sunt,
,.In fapt, indispensabile” liniei melodice (Carl Phillip Emmanuel Bach). Leopold Mozart
detaliaza, in Partea a Ill-a a Metodei sale de vioara, noua tipuri de ornamente: apogiaturile,
trilul cu nota superioard (tremblement) si trilul cu nota inferioara (battement), vibrato-ul,
grupetto-ul, mordentul, ribattuta, grupetul tip cerc si semicerc si tirada (grupetul lung).
Sintetizand aceasta ampla referire la tipurile ornamentale (cu exceptia vibrato-ului, tehnica
proprie vocii umane, instrumentelor cu coarde §i arcus, precum si unora dintre instrumentele
de suflat), Eva si Paul Badura-Skoda determina patru grupe mari de ornamente:
apogiaturile, arpeggiato-urile, grupetti si trilurile.

Cuvinte cheie: clasicism, ornamente, muzica de camera

Pentru clasificarea apogiaturilor, L. Mozart utilizeaza criteriile directiei
melodice (apogiaturi ascendente si descendente, la intervale apropiate sau
departate) si al duratei (apogiaturi lungi sau scurte) in relatie directa cu modul
de interpretare - accentuat (in cazul apogiaturilor lungi) sau neaccentuat (in
cazul celor scurte). Badura-Skoda includ in grupa apogiaturilor si mordentele,
pe care le numesc apogiaturi compuse. In cazul apogiaturilor simple, ei opteazi
doar pentru doua tipuri de apogiaturi - accentuate si neaccentuate, subliniind ca
»este inutil sa se faca referire la apogiaturile lungi sau scurte, intrucdt diferenta
nu consta atdt in lungime cdt in accent, §i daca acesta este plasat pe timp sau
dupd atac”®, si mentioneazi cd oricum, Tn cazul pianului, ,apogiatura
accentuatd dupd atac este, practic, imposibila”.*" Apogiaturile accentuate sunt
in fapt note de pasaj accentuate, iar valoarea lor este egald cu jumatate din
valoarea sunetului principal, cu exceptia sunetelor cu valori mici (saisprezecimi,
treizecidoimi). De asemenea, W. A. Mozart precizeaza cazurile in care valoarea
apogiaturii accentuate se reduce la un sfert, prin notatie simbolicad (apogiatura cu
valoare taiatd):

S — o~

i care se canta

sau
Large . ~

prima stesura: ir—lr—):r— care se Cénté

sau
Tn cazul apogiaturilor neaccentuate, autorii specificd patru situatii:

4 BADURA-SKODA, Eva & Paul, pag. 91
47 ibidem
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a. Cand sunetul principal este acelasi cu o nota de pasaj accentuata:

b. Cand sunetul principal este marcat in staccato:
Allegro aperio

c. In cazul apogiaturilor inferioare sau ascendente:
Allegro

m “'#’. ] e

k'

d. Cand sunetul principal este accentuat, iar prin accentuarea apogiaturii s-ar
diminua eficacitatea accentului de expresie:

Apogiaturile compuse sau mordentele, denumite de L. Mozart Les
Pincés, sunt definite de acesta ca fiind ,,mici note in numar de 2, 3, etc., care
preced nota principala intr-o maniera rapida, astfel incat sa nu se auda clar
decdt aceastd notd principald”.*® Astfel, sunetul principal este accentuat, iar
mordentul conduce cursiv catre acesta. L. Mozart identifica trei specii de
mordente:

W

Autorul considera ca specia a Ill-a poate fi utilizata atat ascendent cat si

descendent, pentru a asigura continuitatea melodica a frazei. Astfel, intre doua

sunete cu sens melodic ascendent, se va utiliza mordentul ascendent, iar in sens
invers, mordentul descendent:

LY — So— | =
——

Din punct de vedere al accentuarii, mordentul este considerat de toti
autorii consultati drept un ornament neaccentuat. Badura-Skoda sugereaza
interpretarea acestor ornamente pe timp, dar cu o usoara subliniere a sunetului
principal:

O alta categorie de ornamente, in clasificarea autorilor Badura-Skoda o
constituie arpeggiato-urile, in diversele lor alcatuiri de doua, trei, patru si mai
multe sunete, cu mana dreaptd, cu mana stangad sau cu ambele maini. In cea mai

4 MOZART, Leopold, op. cit., pag. 64
42



mare parte, autorii recomanda ca arpeggiato-urile cu mana dreapta sa se cante
pe timp, si nu ca anticipatie, avand 1n vedere criteriile armonice:

In ceea ce priveste arpeggiato-urile cu ména stingi, ele trebuie
considerate in anumite cazuri ca anticipatie, astfel incat se cantd Tnainte de timp
(ex. Rondo alla Turca).

Grupetto-ul, un ornament intens utilizat de Mozart, poate fi intalnit in trei
Ipostaze:

a - pe o nota - de cele mai multe ori, acest tip de grupetto se incepe cu nota
superioara si se canta sub forma de triolet, pe timp, in special in tempo-urile
rapide sau cand sunetul principal este pe timpul accintuat:

este considerat ca anticipatie, si se canta inainte de timp:

Al . w. . ' . ey £). s

izt glrt—p—t1—i-riteteteseri—Ff f—t——

In tempo-uri rapide si pe timpii neaccentuati, grupetto-ul se alcatuieste din

patru sunete:

In unele cazuri, cand ornamentul este plasat pe un timp neaccentuat,
grupetto-ul se incepe cu sunetul principal si se alcatuieste din cinci sunete:

b - grupetto intre doud note - acest tip de ornament se alcatuieste din patru
sunete, emise cat mai aproape de sunetul urmator. Din acest motiv, realizarea
acestui tip de grupetto depinde de tempo-ul respectiv. Autorii Badura-Skoda
propun un exemplu, cu variantele de realizare intr-o agogica ascendenta:

)

EX.: ﬁ se canta e
Tn tempo mai rapid: == o %%

Tn tempo foarte rapid:
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C - grupetto dupa o nota cu punct - acest tip de ornament se realizeaza inainte de
punct, astfel Incat punctul sa-si pastreze valoarea reald. Structura grupetto-ului
poate fi de trei sau de patru sunete:

=
s e

Autorii propun, pentru cazul In care nota cu punct este urmatd de doua
subdiviziuni, doua modalitati de rezolvare:

Concluzionand, putem spune ca realizarea grupettelor trebuie sa fie agila
si fluenta, asigurand cursivitatea frazei muzicale. Autorii Badura-Skoda
considera ca reactia degetelor este determinantd in realizarea acestui tip de
ornament, astfel incat digitatia sa se constituic spontan in variante ca 4313,
4212, 4321, preferabile variantei 4323.

Un capitol vast al ornamenticii 1l constituie trilul. Leopold Mozart
defineste trilul ca fiind ,,0 articulare alternativa a doua note alaturate, dintre
care cea mai joasa este nota principald a melodiei”.*® Problematica trilului
consta Tn manierele de inceput si cele de incheiere.

Referitor la manierele de Tnceput al trilului, teoreticienii secolului al
XVIlll-lea nu au o opinie clard. Astfel, Giuseppe Tartini®® sugereazi, intr-0
scrisoare, inceputul trilului cu nota principala, iar in Trattato delle Appoggiature
opteazd pentru inceputul cu nota superioard. Vincenzo Manfredini®! este de
asemenea adeptul trilului inceput cu nota principald, ca si Johann Georg
Albrechtsberger®?, dar in opozitie cu Leopold Mozart, care prefera trilul inceput
cu nota superioard. In secolul al XIX-lea, Johann Nepomuk Hummel®, n
Metoda sa de pian, instaureaza regula inceputului trilului cu nota principala, dar
aceastd maniera se generalizeaza datoritd lui Carl Czery®*, odati cu publicarea
(in 1840) a Studiilor op. 500.

In creatia mozartiani, trilurile pot incepe in ambele maniere, cu nota
principald sau cu nota superioard, dupd anumite criterii melodice, armonice
metrice si expresive. Autorii Badura-Skoda formuleaza si argumenteaza aceste

4 MOZART, Leopold, op. cit., pag. 54

%0 Violonist si compozitor italian (1692-1770), autor al lucririi Trattato delle Appoggiature (Traité des
agrements), publicatd postum, in 1771, in Franta.

51 Comporzitor si teoretician italian (1737-1799), autor al tratatului Regole armoniche, o sieno Precetti ragionati,
tiparit la Venetia, in 1775.

52 Compozitor si muzicolog austriac (1736-1809), nascut langa Viena, prieten cu J. Haydn, autor al unui tratat de
compozitie si al unei culegeri de scrieri despre armonie, publicata postum.

53 Compozitor si pianist virtuoz austriac, de origine slovacd (1778-1837), elev al lui Mozart, Haydn si Salieri,
autor al unei metode de pian, Anweisung zum Pianofortespiel, publicatd in 1828, deosebit de importanta in
epoca.

% Compozitor, pianist §i profesor austriac (1791-1857), elev al lui Beethoven si profesor al lui Liszt, autor a
peste 900 de opus-uri de studii pentru pian.

44



criterii, pornind de la experienta interpretativa. Astfel, ei propun Tnceputul
trilului cu nota principala in urmatoarele situatii:
1. Cand nota superioara este nota imediat anterioara trilului:

2. Tn cazul trilurilor de tip baroc, precedate de trei sunete, ascendente sau
descendente, sau pentru a evita intervalul de tertd care s-ar forma intre nota
anterioara si cea superioara a trilului (dupa Leopold Mozart):
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3. In cazul intervalelor disonante:
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4. Cand trilul este plasat in bas, si s-ar putea crea confuzie in ceea ce priveste
functia armonica a basului:
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5. Cand trilul este plasat Tn finalul unei succesiuni ascendente, tot pentru a evita
intervalul de terta:

6. Cand nota superioara este nota imediat anterioard, cu valoare de anacruza
energica :

2. Lo,p £

b X ==
7. In cazul trilului continuu:
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Autorii exemplificd si alte situatii, cum ar fi intervalul de cvarta
descendenta dintre nota anterioara si nota principald (in acest caz, intre nota
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anterioara si nota superioara a trilului s-ar forma intervalul de terta), in preluarile
melodice de la o voce la alta pe acelasi sunet, al doilea fiind cu tril, etc.
Situatiile in care trilul se incepe cu nota superioara sunt urmatoarele:
1. Cand nota imediat anterioara este aceeasi cu nota principala, fara insa a avea
un caracter de anacruza energica:
fere, 370
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2. Cand trilul este plasat pe o parte neaccentuatd de timp (ex. optime), in

miscirile rapide. In acest caz, trilul poate fi realizat si sub forma de grupet:
ty -~ A e

In toate situatiile, se va evita insd intervalul de tertd dintre nota imediat
anterioara si nota de inceput a trilului, astfel incat un tril clasificat in a doua
categorie (fnceput cu nota superioard), va face exceptie de la regula:

Un alt aspect stilistic al trilului in constituie manierele de incheiere a
trilului, care sunt determinate de sensul melodic (ascendent ori descendent,
treptat ori cu salt) si de durata sunetului principal.

Astfel, in sensul melodic ascendent de regula trilul mozartian se realizeaza
cu incheiere de tip grupet, chiar daca nu este specificat in partitura:

LAY I ]
%.‘“ .q——m"l

Prin opozitie, in linia melodica descendenta trilul se realizeaza fara
incheiere, in special in cazul unui mers treptat:

gl tr I,.
—

Tn cazul in care trilul este plasat pe o durati punctata (chiar in situatia unei
linii melodice ascendente), punctul isi pastreaza valoarea reala (ca si in cazul
grupetto-ului), astfel incat trilul se realizeaza fara incheiere, mai cu seama daca

trilul este urmat de doua subdiviziuni:
ir

o
<
<

superior si se aplica in cazul tempo-urilor foarte rapide, atunci cand durata
sunetului principal nu permite realizarea unui tril complet. Acest tip de tril poate
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fi Tnceput atat cu nota superioard (grupetto de patru sunete)® - % cat si

cu nota principala (mordent superior) - ﬁ sau ﬁ? Intr-o linie

melodica descendenta, este de preferat mordentul superior de tipul trioletului,

inceput cu nota principala, Intrucat astfel se subliniaza sunetul de baza:
ot AT )

N —_—

Mordentul superior in aceste cazuri este de tip cruzic (pe timp).
In cazul in care trilul este plasat pe o duratd de saisprezecime, in tempo
1

foarte rapid, intr-o succesiune de valori egale - "=, acesta se realizeaza

sub forma de mordent anacruzic , pentru a nu denatura ritmul
grupului de patru saisprezecimi.

In concluzie, toate tipurile de tril mozartian necesita claritate si egalitate,
precizie si stralucire, viteza de realizare fiind un rezultat al expresiei.

Alte tipuri de ornamente, mentionate de Leopold Mozart si neclasificate
de autorii Badura-Skoda, se refera la melodica de tip ornamental, cum sunt
grupetele de tip cerc si semicerc si tirata. Tn clasificarea lui Leopold Mozart,
cercul si semicercul sunt grupete ascendente sau descendente, de opt si respectiv
patru sunete, dintre care al doilea si al patrulea se repeta:

Cerc (opt sunete):

Fara ornament:

Cu ornament:
Semicerc (patru sunete):

J}"xi

Fara ornament:

Cu ornament:

Leopold Mozart mentioneaza si tirata, ornamente lungi, specifice muzicii
baroce, dar utilizate de Mozart ca melodica de tip ornamental sau in cadente.
Acest tip de ornament, provenit din muzica vocald, se alcatuieste dintr-0
succesiune de sunete, cu aspect scalar, plasata intre doud sunete aflate in relatie
intervalica mare. Tiratele pot fi lente (ascendente si descendente) si rapide
(ascendente si descendente):

J% e p

Tirate lente - descendenta:

P ISP +
Tlldagio . - -

| e —

= l‘ i.. B. ;\—.—-._j( 41. 'he ¥ _a w Il
- ascendentd: Yddese. & . ﬁgﬂfh N

55 Leopold Mozart denumeste acest tip de ornament trilletto.
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Tirate rapide - descendenta:

T
ol
178
==
P

>
#

i
.

- ascendenta:

males ,,f/m, -
g 1eneses avggro | /,,d— .

, precum si

cele alcituite din terte o

Concluzionand, putem spune cd 1n creafia 1nstrumentala mozartiana
ornamentica reprezintd un subiect amplu, cu determinari semantice esentiale
pentru expresia muzicala. Generatd de practica interpretativa personala, prezenta
cercetare si-a propus sa determine particularitatile structurale, conceptuale si
stilistice ale genului cameral (trio-uri si cvartete) cu pian in creatia mozartiana,
cu referire la lucrarile pentru pian si instrumente de coarde. Daca trio-urile cu
pian sunt prefigurate ca gen in creatia lui Haydn, cvartetele sunt cristalizate
formal de Mozart. Intreaga creatie de gen apartine perioadei de maturitate a
compozitorului (cu exceptia Divertismentului in Sib Major), intre anii 1785-
1788. Virtuozitatea pianistica (in pasajele cu caracter arpegiat si in cele in terte
armonice in mers contrar intre cele douda maini), sonoritatea, in fragmentele in
care se suprapun maniere diferite de emisie (legato-non legato, staccato-non
legato), si in cele care contin legato-uri anacruzice si sincopate sunt probleme ce
reprezinta O preocupare a pianistului datorité suple‘;ei si rafinamentului,

R

dominantei ansamblului instrumentelor de coarde - Tn cvartete.

Abstract: Integrated into the naturally melodic line (Leopold Mozart), ornaments are "in
fact, indispensable” melodic line (Carl Phillip Emmanuel Bach). Leopold Mozart detail in
Part 11l of it,s method of violin, nine kinds of ornaments: grace note, trill note superior
(tremblement) and trill note lower (battement), vibrato site, grupetto site, mordents, ribattuta,
grupeta circle and half circle and tirade type (long grupeta).Summarizing this extensive
reference to the types ornamentals (except vibrato, own technical human voice, instruments
and stringed and some wind instruments), Eva and Paul Badura-Skoda, determine four broad
groups of ornaments: grace note, arpeggiato plants, grupetti and trills.

Key words: classical, ornaments, chamber music

In order to classify grace-notes, L. Mozart makes use of the melodic
direction (ascending and descending grace-notes, at near or distant intervals)
and duration criteria (long or short grace-notes), directly related to the
interpretation manner — accentuated (in the case of long grace-notes) or weak (in
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the case of the short ones). In the grace-notes group, the authors Badura-Skoda
also include the mordents, which they call composed grace-notes. For the simple
grace-notes, they choose only two types of grace-notes — accentuated and weak,
stressing the fact that “it is useless to refer to long or short grace-notes, as the
difference is given not by the length but by the accent and by its situation on
measure or after the attack’®® and state that, anyway, if the case of the piano,
“the after attack accentuated grace-note is, practically, impossible”>’. Actually,
accentuated grace-notes are accentuated passage notes, and their value is equal
to half of the main sound value, except the sound with low (sixteenths, thirty-
second-notes). Moreover, W. A. Mozart specifies the cases in which the value of
the accentuated grace-note is reduced to a quarter, through symbolic notation
(cut value grace-note):

1
2
4

whichis played
or
Largo . ~

prima stesura: ir—lr—):r— Wthh |S played

In the case of weak grace-notes, the authors specify four situations:
a. When the main sound is the same with an accentuated passage note:

b. When the main sound is marked staccato:
Allegro aperio

c. In the case of descending or ascending grace-notes:
Allegro

m “'#’. ] e

k'

d. When the main sound is accentuated and when the emphasizing of the grace-
note would diminish the effectiveness of the expression accent:

L. Mozart, which calls the composed grace-notes or the mordents Les
Pincés, defines them as “small notes in number of 2, 3, etc., that precede the

5% BADURA-SKODA, Eva & Paul, p. 91
57 ibidem
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main note in a rapid manner, so that only this main note is clearly heard”®® .
Thus, the main sound is accentuated and the mordent cursively leads to it. L.
Mozart identifies three species of mordents:

1. —
. an s =
J

The author believes that the third species can be used both ascending and
descending, to ensure the continuity of the melodic phrase. Thus, the ascending
mordent shall be used between two ascending melodic sounds, and in reverse,
the descending mordent:

> -4 .-"’/; Y
_75‘.‘ : e
i /- 1 =

L — o

In terms of accentuation, all the authors to whom we have turned to,
consider the mordent an unstressed ornament. Badura-Skoda suggest
interpreting these ornaments on time, but with a slight emphasis of the main
sound:

In the classification of the authors Badura-Skoda, another category of
ornaments is represented by arpeggios, in their various embodiments of two,
three, four, or more sounds, with the right hand, with the left hand or with both
hands. To the outmost extent, the authors recommend playing the arpeggios
with the right hand, on time, and not as anticipation, taking into consideration
the harmonic criteria:

As for the left hand arpeggios, they must be considered, in certain cases, as
anticipation; thus, they are played before measure (ex. Rondo Alla Turca).

The grupetto, an ornament extensively used by Mozart, can be met in three
situations:
a — on a note — most often, this type of grupetto begins with the upper note and
is played as a triolet, on time, especially in fast tempos, or when the main sound
Is on the accentuated measure:

% MOZART, Leopold, qtd. work, p. 64
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In a succession of small values, the triolet grupetto is considered
anticipation and is played before measure:

Ale —~ '-"E‘ E ./ & ; E. [ #ff‘? .:Qé= ——

J J <
In fast tempos and on weak measures, the grupetto is composed of four
sounds:

...
'S/

o ad

In some cases, when the ornament is placed on a weak measure, the

grupetto starts with the main sound and is composed of five sounds:
Angtine

e e — A e et — S s WA — So— e e ——

b — grupetto between two notes — this type of ornament is built of four sounds,
emitted as closely possible to the next one. Therefore, the execution of this type
of grupetto depends on the respective tempo. The authors Badura-Skoda
propose an example, with agogic avscending execution varieties:

Example : Eis played e

In faster tempo: e o %
oppure:

In very fast tempo: % %ﬁ

C — grupetto after a point note — this type of ornament is carried out before the
point so that the point preserves its real value. The structure of the grupetto may

consist of three or four sounds:
== cca=== p == iis==

For the situation in which the point note is followed by two subdivisions,
the authors propose two ways of solving:

and smooth, ensuring the flow of the musical phrase. The authors Badura-Skoda
believe that the reaction of the fingers is determining in achieving this type of
ornament, so that fingering is to be spontaneously built in variants as 4313,
4212, 4321, preferable to the 4323 variant.

A vast section of ornamentation is the trill. Leopold Mozart defines the trill
as “an alternative articulation of two adjacent notes, the lowest of which is the
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main note of the melody”®°. The beginning and closing manners are the issues
concerning the trill.

Regarding the beginning manners of the trill, the eighteenth century
theoreticians do not have a clear opinion. Thus, in a letter, Giuseppe Tartini®
suggests beginning the trill with the main note and, in Trattato delle
Appoggiature, chooses the high note beginning. Vincenzo Manfredini® is also
the adept of the main note trill beginning, as Johann Georg Albrechtsberger®?,
but in opposition to Leopold Mozart, who prefers the trill which begins with the
high note. In the nineteenth century, Johann Nepomuk Hummel® in his piano
Method, establishes the rule of beginning the trill with the main note, but this
manner becomes general thanks to Carl Czerny®*, with the publication (in 1840)
of Studies Op. 500.

In the works of Mozart, trills may begin in both manners, with the main or
the high note, after certain melodic, harmonic, expressive, and metric criteria.
Badura-Skoda formulate and argue these criteria, starting from the interpretative
experience. Thus, they propose beginning the trill with the main note in the
following situations:

1. When the high note is the note immediately preceding the trill:

Adagio

2. In the case of baroque trills, preceded by three ascending or descending
sounds, or to avoid the third interval that would form between the previous and
the higher note of the trill (according to Leopold Mozart):

*®

- 4
ot 0

T
o N%

,
R
b

3. In the case of dissonant intervals:

% MOZART, Leopold, op. cit., pag. 54. (MOZART, Leopold, gtd. work, p. 54).

% Jtalian violinist and composer (1692-1770), author of Trattato delle Appoggiature (Traité des agrements),
published posthumously, in 1771 in France.

61 Italian composer and theorist (1737-1799) and author of the Regole armoniche, o sieno Precetti ragionati,
printed in Venice in 1775.

62 Austrian composer and musicologist (1736-1809), born near Vienna, a friend of J. Haydn, author of a treatise
on composition and of a collection of writings on harmony, published posthumously.

63 Austrian composer and a virtuoso pianist of Slovak origin (1778-1837), a pupil of Mozart, Haydn and Salieri,
author of a piano method, Anweisung zum Pianofortespiel, published in 1828, very important at the time.
Austrian composer, pianist, and professor (1791-1857), a pupil of Beethoven and Liszt’s professor, author of
more than 900 opera studies for piano.
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4. When the trill is placed in bass, and a confusion regarding the harmonic
function of the bass might arise:

:“.7.-.‘«'.—'. ;"‘, -j' # :'FE
5. When the trill is placed at the end of an ascending succession, also to avoid
the third interval:

6. When the higher note is the immediately preceding note, with dynamic
anacrusis value:

2. Lo,p £

5 E=T
7. In the case of the continuous trill:

_p?_fg — : e £ E éf—‘
RIS ESE===——o== =
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The authors also illustrate other situations, such as the descendant interval
quart between the previous and the main note (in this case, the third interval
would form between the previous note and the high note of the trill), in the
melodic takeovers from one voice to another on the same sound, the second
being with trill, etc.

The situations in which the trill begins with high note are the following:

1. When the immediately previous note is the same with the main note, but
without having a dynamic anacrusis character:
' goptf e, g

* Lo ot "'Jn; f:*‘ﬂ'

x
¥

2. When the trill is placed on an unstressed measure part (e.g. optimal), in fast
movements. In this case, the trill can also be achieved as turn:
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However, in all cases, the third interval between the immediately preceding
note and the beginning note of the trill will be avoided, so that a trill classified in
the second category (began with high note) will be an exception to the rule:

t

The closing manners of the trill, which are determined by the melodic
direction (ascending or descending, gradually or hopping) and by the duration of
the main sound, constitute another stylistic aspect of the trill.

Thus, in the ascending melodic direction, the Mozart trill is usually
performed with a turn closing type, even if it is not specified in the score:

g LAY (W o
ST q——ﬁﬁ

By contrast, in the descending melodic line, the trill is performed without
closing, especially in the case of a gradual pace:

gl tr I,.
—

If the trill is placed on a dotted time value (even if in the case of a melodic
ascending line), the point keeps its real value (as in the case of the grupetto) so
that the trill is performed without closing, especially if it is followed by two

subdivisions:
ir

Another type of trill classmed by Badura-Skoda is called hlgh mordent and
it is applied in the case of very fast tempos, when the main sound time value
does not allow carrying out a full trill. This kind of trill can be started with the

high note (four-sound grupetto)®® — & as well as with the main note (high

mordent) — % or. In a descending melodic line, the triolet-type high
mordent, begun with the main note, is preferable, as it underlines the base

sound:
tr tr L )

ol S
In these cases, the high mordent is cruzic (on time).
If the trill is placed on a sixteenth time value, in very rapid tempo, in a
1ir

succession of equal values — "= it is carried out as anacrusis mordent,
so as not to distort the rhythm of the four sixteenths group.

In conclusion, all Mozart trills require clarity and equality, precision and
brilliance, the achievement speed being a result of the expression.

% eopold Mozart calls this type of ornament trilletto.
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Other types of ornaments, mentioned by Leopold Mozart and unclassified
by the authors Badura-Skoda, refer to the ornamental melodic type, such as the
circle, semicircle and tirata turn types. In Leopold Mozart’s classification, the
circle and the semicircle are ascending or descending turns, of eight and
respectively four sounds, of which the second and the fourth are repeating:

Circle (eight sounds):

I
1T

With ornament:
Semicircle (four rlngs)

With ornament:

Leopold Mozart also mentions the tirata, long ornaments, specific to the
Baroque music, but used by Mozart used as ornamental melodic or cadences.
This type of ornament derived from vocal music, is composed of a sequence of
scalar looking sounds, placed between two sounds in a large interval. The tiratas
can be slow (ascending or descendlng) and fast (ascending or descending)

Slow tiratas - descending: %‘qﬂ

(ldc agre .

- ascending: “adase. @ ——;%E*ﬁﬂh

¥
—r""
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Y 14

- ascending: 7 /f',fﬁm — e~

.('-n—

z&gﬁ:_-fr_._.___ = : === ﬂﬁfjﬁ
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and

those composed of thirds

In conclusion, we can say that in the Mozart mstrumental creation,
ornaments are a broad topic, with semantic determinations essential for the
musical expression. Generated by the personal interpretive practice, this
research aimed to determine the structural, the conceptual, and the stylistic
characteristics of piano chamber music (trios and quartets) in the Mozart works,
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referring to the piano and string instruments works. If piano trios are
foreshadowed as genre in the works of Haydn, quartets are formally crystallized
by Mozart. The whole genre creation belongs to the maturity period of the
composer (with the exception of the Diversion in Sib Major) between 1785-
1788. The piano virtuosity (in arpeggio-like passages and in those in harmonic
thirds, in contrary movement between the two hands), the sonority, in fragments
in which different ways of emission overlap (legato-non legato, staccato-non
legato), and in those containing anacrusis and syncopated legatos are issues that
are a concern of the pianist because of the flexibility, the refinement, the
transparency and the virtuosity in trios, and because of the diversity and
flexibility, adjusted to the dominance of the string instruments assembly — in
quartets.
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6. ANALIZA COMPARATIVA: BELLINI, DONIZETTI VOCI
ROSSINI-DIN PERSPECTIVA VOCII DE SOPRANA DE
COLORATURA
COMPARATIVE ANALYSIS: BELLINI, DONIZETTI ROSSINI-
PERSPECTIVE COLORATURA SOPRANO VOICES

Cristina Simionescu, Lecturer PhD.,
“George Enescu” University of Arts from Iasi of Romania

Rezumat: Din repertoriul de opera al compozitorului Gioacchino Rossini am ales pentru
analiza comparativa doud arii din lucrarile de referinta: Una voce poco fa din opera Il
Barbiere di Siviglia si Aria Clorindei Sventurata! Mi credea comandar din opera La
Cenerentola. Din repertoriul bellinian vom analiza comparativ aria Aminei Ah! non credea
mirarti din opera La Sonnambula si aria Elvirei Qui la voce din opera | Puritani iar in final
vom face analiza comparativa a ariei nebuniei 1l dolce suono din opera Lucia di
Lammermoor de Gaetano Donizetti si a cavatinei Norinei So anch’io la virtu magica din
opera Don Pasquale.

Cuvinte cheie: opera romantica, stil bel-canto, voce de soprana

1. Introducere

Tema aleasd s-a nascut tocmai din aceastd dorintd de a prezenta latura
interpretativa prin abordarea complexa a procesului muzical. Numai 0
cunoastere amanuntitd a specificului interpretativ va conduce la o expresivitate
desavarsita a textului muzical, din toate punctele de vedere, tindnd cont de toate
cerintele impuse de cele sase roluri din creatia celor trei mari compozitori ce
sunt reprezentative pentru tipul vocii de soprana.
2. Gioachino Rossini

Pentru prima analizd comparativa ne-am oprit la Cavatina Rosinei Una
voce poco fa din opera Il Barbiere di Siviglia in interpretarea celor doua dive:
Maria Callas®® (inregistrare privata dintr-un concert la Opera din Paris, dirijor
Georges Sebastian, 1958) si Joan Sutherland®” (Covent Garden - London
Symphony Orchestra, Richard Bonynge, Decca 425 481-2, 1966).

Pentru a descrie vocea si arta interpretativa a Mariei Callas s-au varsat
rauri de cernealda pana acum. Din pacate marea diva a cantat fara probleme
numai 13 ani din cariera, dar s-a impus ca un adevarat fenomen istoric, un model

% Maria Callas - Nascutd la data de 2 decembrie 1923 la New York, pe numele adevarat Cecilia Sophia
Annamaria Kalogeropoulos, Maria Callas, fiica unor emigranti greci, este consideratd de unii specialisti drept
cea mai mare soprand din a doua jumatate a secolului XX, supranumita si La Divina sau Regina della lirica.
Leonard Berstein 0 numea biblia operei. Callas a bulversat scena liricd a secolului XX prin calitatea timbrului
particular al vocii, prin ambitus, prin virtuozitatea si frazarea exceptionald, si nu in ultimul rand prin marele
talent actoricesc. Adultatd de unii, detestatd de altii, vocea lui Callas a fost si este inca controversata. Datorita
calitatilor vocale speciale, Callas a reusit sa reabiliteze idea de soprana dramatica de coloraturd, aga cum fusesera
Maria Malibran si Giuditta Pasta.

67 Joan Sutherland - S-a niscut in Australia, la data de 7 noiembrie 1926, fiind cunoscuti si sub numele de La
Stupenda (Minunata). Sutherland este cea care a redescoperit valoarea stilului bel-canto italian la jumatatea
secolului XX, iar supranumele dobandit se datoreaza calitatilor timbrale si tehnicii desavarsite in realizarea
coloraturilor. Desi la inceputul carierei a interpretat in special lucrari pentru voce de soprand dramatica
(debuteazd la Covent Garden cu Amelia din Bal mascat, apoi Aida de Giuseppe Verdi), in anul 1953 se
casdtoreste cu dirijorul si pianistul Richard Bonynge, care o sfétuieste sa-si descopere valentele registrului vocal
superior de coloraturd. Joan Sutherland a contribuit la redescoperirea operelor lui Donizetti.
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vocal si interpretativ de la care nicio cantareatd de opera nu ar trebui sa se abata.
Talentul artistic de exceptie corelat cu inteligenta, cultura si pregatirea extrem de
riguroasa, i-au oferit Mariei Callas posibilitatea de a jongla cu o paleta foarte
variata de culori timbrale in avantajul expresivitatii vocale. Artista a stiut sa
gaseascd accentele juste raportate la situatia dramaticd a personajului interpretat
avand capacitatea de a straluci 1n roluri care aparent nu corespundeau
caracterului vocii sale, dar pe care le-a Tmbogatit cu intentii, expresivitate si
prezenta scenica exceptionald. Gratie valentelor vocale deosebite, Callas era
capabila sa dea viata textului literar si miracolului interpretarii teatrale. Aceasta
voce care uneori era prea tubata, alteori nu tocmai impecabild pe pasajele de
agilitate, cu unele probleme de intonatie, a demonstrat grandoare si intensitate
inepuizabile.

Joan Sutherland a fost o stea absoluta a repertoriului liric de coloratura bel
canto, care a oferit interpretari spectaculare culminand cu executarea eleganta si
expresiva a fioriturilor. Tehnica de cant fenomenala, vocea diafana si siguranta
notelor acute o situeaza in randul celor mai mari cantarete de opera ale secolului
XX. La fel ca si Maria Callas, Joan Sutherland stapanea foarte bine arta de a
oferi un sens coloraturilor vocale, utilizdndu-le ca mijloc de expresivitate.
Marele tenor Luciano Pavarotti a afirmat in nenumarate randuri ca si-a
definitivat tehnica respiratiei si appoggio (sprijinul sunetul cu ajutorul coloanei
de aer) ca urmare a sfaturilor primite de la marea soprana. Sutherland a stiut sa
se exprime cu o mare siguranta, dobandita prin studiul deosebit de perseverent al
tehnicii de canto, cu sunetele emise pe appoggio si cu valentele vocale si
artistice proprii.

Ascultand cele doua variante interpretative propuse pentru analiza,
remarcam cateva aspecte care se evidentiaza chiar de la inceput: Maria Callas
acorda o atentie deosebita expresivitatii sensurilor muzicale si textului literar pe
fiecare sunet cantat, in timp ce Joan Sutherland este mai inexpresiva si pune
accent strict pe latura tehnico-vocala. Tehnica desavarsita a lui Sutherland se
evidentiazd prin egalitatea registrelor, in timp Callas din dorinta de a sombra
prea mult registrul grav (utilizeaza rezonanta de piept) realizeza diferentieri
foarte mari intre acesta si registrele mediu §i acut (vocea se mentine sustinuta pe
respiratie chiar si in registrul inferior). Vocea lui Sutherland 1isi pastreaza
moliciunea si catifeaua in toate registrele cu sprijinul coloanei de aer. Callas
dezvolta mari deosebiri intre culoarea inchisd a registrului grav si cea senina,
stralucitoare si exuberanta a registrului acut, pe fragmentele cu fiorituri sau note
repetate (cand vocea devine usor infantild), sau in pasajele descendente unde
remarcam sunete mult prea sombrate, asemeni unei mezzosoprane.

Timbrul intunecat al vocii lui Sutherland faciliteaza mentinerea sunetelor
omogene, rotunde, cupolate; soprana mentine pozitia corectd de emisie a
sunetelor pe tot ambitusul vocal gestionand corect dozarea aerului. La Maria
Callas distingem variate culori intre vocalele deschise (i, €) si cele inchise care
pot fi rotunjite mult mai usor (a, 0). Sutherland foloseste chiar de la Inceputul
ariei cadente bogate si fiorituri suplimentare fata de cele traditionale, in stil pur
bel-canto. Callas construieste frumos fraza muzicald cu cadente care o
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avantajeaza din punct de vedere tehnic, dar nu termina aria cu contra mi, Ci intr-
un registru convenabil vocii sale. Ambele soliste detin un control foarte bun al
respiratiei, care le permite emiterea facilda a sunetelor si executarea supla a
fioriturilor, apogiaturilor sau grupetelor. Pentru redarea expresiva a textului,
Maria Callas se sprijina foarte mult pe dictie, in timp ce Joan Sutherland a fost
mereu criticatd pentru deficientele dictiunii, expresivitatea sa vocala provenind
din conducerea inteligenta a frazelor muzicale si nuantelor.

Avand in vedere ca cele doua inregistrari nu sunt doar audio, am
descoperit expresivitatea si teatralitatea gestului si mimicii mult evoluata la
Callas, comparativ cu Sutherland. Modul in care Callas interpreteaza rolul
implicd Intregul corp, vocea sa transmite o emotie fantastica, In timp ce la
Sutherland nimic din gestica si fizionomie nu exprima verva, tineretea sau
gingasia personajului. Maria Callas nu a fost doar o cantdreata pur si simplu sau
o0 actrita cu voce de opera, ci a fost o cantareata dotata cu o voce de exceptie, cu
un farmec unic si un spirit artistic deosebit. Joan Sutherland a fost probabil cea
mai mare soprana de coloratura din toate timpurile, cu o voce ca un diamant pur,
egala pe toate registrele, cu o formidabild tehnicd vocald, care i-a permis sa
execute pasajele de coloratura imaculate, cu sonoritdti aproape supranaturale.

Aria Clorindei Sventuratal Mi credea comandar din opera La
Cenerentola de Rossini in variantele interpretative ale sopranelor Maria
Velasco® (Teatro Principal de Castellon sub bagheta lui Klaus Sallmann, alaturi
de Orquesta Synfénica y coro del Mediterraneo, Tn anul 2007) si Gianna
Rolandi®® (New York City Opera, 1980, dirijor Brian Salesky). La Maria
Velasco remarcam imperfectiuni tehnice si intonationale cauzate in primul rand
de gestionarea incorecta a aerului; solista nu realizeaza retentia, iar drumul cétre
registrul acut este construit gresit (pierde pozitia de emisie a sunetelor) si din
aceastd cauza vocea devine tot mai greoaie, aspra si coloraturile sunt lipsite de
suplete, ceea ce creazd disconfort auditoriului. Aceste aspecte se observa mai
ales pe finalul frazelor, cand coloana de aer este pe sfarsite si nu o ajuta la
sustinere, sunetele pierzand din culoare si concentratie.

Maria Velasco are o voce metalicd, ceea ce poate crea foarte usor
confuzia ca este cantata in afard. Preocuparea solistei pentru emisia sunetelor
este evidenta si impiedicd rezolvarea personajul din punct de vedere teatral.
Solista nu reuseste sa transmita starile afective ale eroinei unitar cu
expresivitatea vocald, iar mimica si gestica sunt uneori exagerate, mecanice, fara
viatd si neconvingitoare. In registrul mediu vocea Mariei Velasco prinde un

®Maria Velasco - S-a niscut in Spania, la Valencia, a absolvit Conservatorio Superior de Musica Joachim
Rodrigo de Valencia, specializandu-se apoi la Escuela Superior de Musica Reina Sofia de Madrid si la
Hochschule fiir Musik din Hamburg. Rolurile pe care le interpreteazd au o largd paletd dramatica si stilistica:
Norina din Don Pasquale si Adina din L'elisir d’amore de G. Donizetti, Susanna din Le Nozze di Figaro de
W. A. Mozart, Serpina din La serva padrona de G. B. Pergolesi, Frasquita din Carmen de G. Bizet, Monica din
La Medium de G. C. Menotti si altele.

8 Gianna Rolandi - S-a niscut in 1952 la New York. A studiat vioara de la virsta de 6 ani; la Brevard Music
Center incepe cursurile de canto, apoi timp de 4 ani studiazi la Curtis Institute of Music din Philadelphia. Tnainte
de absolvirea Institutului (1975) a semnat un contract cu Metropolitan Opera din New York. Dintre rolurile
reprezentative amintim: Lucia di Lammermoor, La Traviata, | Puritani, Rigoletto, Ariadne auf Naxos. Intre anii
2006-2012 a fost Director de Studii Vocale la Lyric Opera of Chicago.
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usor sprijin nazal si nu penetreaza intotdeauna peste orchestra, iar in registrul
acut devine stridenta, uneori tipatd, necupolatd si sub ton. Soprana executd
sunetele staccato fara sprijinul coloanei de aer (in gat) si din aceastd cauza
raman drepte, impersonale si dispersate.

Gianna Rolandi cantd rolul in limba engleza degajand o prospetime
nealterata, rezultatd din naturaletea si precizia cu care executa fiorituriile si
apogiaturile, din acuratetea liniei melodice (aproape instrumentald) si din
gestionarea corectd a aerului si nuantelor. Vocea sa placutad si cu un ambitus
extins degaja un temperament energic sustinut de o tehnica de cant impecabila.
Soprana reuseste sa transmitd aparenta senzatie de usurintd si lejeritate in
interpretare, verva, lipsa de gratie si multiplele ironii la adresa propriului
personaj utilizdnd o varietate de culori vocale care vin in sprijinul expresivitatii
textului literar, iar imensul talent actoricesc vine sa intregeasca tabloul complex
al starilor eroinei s1 umorul fin, specific rossinian.

Desi aria este foarte dificild atat vocal cat si regizoral, jocul scenic al
sopranei Gianna Rolandi este fard cusur, artista reusind sad ridice personajul
Clorindei la rang de primadona. Ea reuseste sa construiasca un personaj credibil
cu sprijinul tehnicii vocale pe care o stapaneste foarte bine si i1 faciliteaza
executarea cu lejeritate si naturalete a pasajelor de coloraturd si prin varietatea
coloristicii timbrale. Desi nu poseda calitati timbrale deosebite, vocea Giannei
Rolandi este foarte bine proiectatd in afard, supld, cu un ambitus generos,
omogena pe toate registrele, foarte sigura in acut si supraacut. Din interpretarea
ariei Clorindei pe care am analizat-o mai sus concluzionadm ca soprana Gianna
Rolandi a fost preocupatd atit de partea muzicald (care este rezolvata
ireprosabil), cat si de tratarea expresivd din punct de vedere actoricesc care 1si
lasa amprenta personala a artistei, fiind un exemplu concret demn de urmat in
genul de opera buffa (fara exagerari si grosolanii).

3. Vincenzo Bellini

Din analiza comparativa a ariei Aminei Ah! non credea mirarti din opera
La Sonnambula interpretata de sopranele Anna Moffo’® si Maria Callas, si aria
Elvirei Qui la voce din opera | Puritani in variantele Mariei Callas si Annei
Netrebko, vom sublinia stiluri vocale care au pus o amprenta puternica in scoala
de bel-canto. La Sonnambula Annei Moffo™ poate fi urmarita in inregistrarea

0 Anna Moffo - Cantireatd americand de origine italiani (ndscuti in Wayne, Pennsylvania), cu o voce de
soprand liricd cu un registru mediu particularizat prin amploare, apreciatd pentru tehnica de coloratura
formidabila. A studiat la Curtis Institut din Philadelphia cu Eufemia Gianninni Gregory, iar in 1954 a obtinut o
bursa la Academia Santa Cecilia din Roma, unde a studiat cu Mercedes Llopart si Luigi Ricci. A debutat in rolul
Norinei din opera Don Pasquale de Donizetti, iar cu Madama Buterfly de Puccini a devenit vedetd in Italia.
Dintre lucrarile interpretate amintim: Falstaff de Giuseppe Verdi — Nanetta, La Sonnabula de Bellini — Amina.
Sub conducerea lui Herbert von Karajan a cantat Musetta din Boema de Puccini aldturi de Maria Callas si
Giuseppe Di Stefano. A fost atrasd de lumea cinematografica, participdnd la realizarea versiunilor
cinematografice ale operelor La Traviata (1970) si Lucia di Lammermoor (1971). A murit Tn anul 2006 la New
York, in urma unei lupte indelungate cu cancerul de san.

I Anna Moffo - Cantireatd americand de origine italiani (ndscuti in Wayne, Pennsylvania), cu o voce de
soprand liricd cu un registru mediu particularizat prin amploare, apreciatd pentru tehnica de coloratura
formidabila. A studiat la Curtis Institut din Philadelphia cu Eufemia Gianninni Gregory, iar in 1954 a obtinut o
bursa la Academia Santa Cecilia din Roma, unde a studiat cu Mercedes Llopart si Luigi Ricci. A debutat in rolul
Norinei din opera Don Pasquale de Donizetti, iar cu Madama Buterfly de Puccini a devenit vedetd in Italia.
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video realizatd in anul 1956 aldturi de corul si orchestra RAI, dirijjor Bruno
Bartoletti, intr-o interpretare ce se evidentiaza atdt prin expresivitatea liniei
melodice (coloratura) cat si prin redarea caracterului Aminei, care i se potrivesc
perfect. Sensibilitatea si relationarea perfecta cu personajul rezultd din fiecare
gest si privire, puritatea Aminei fiind expusda cu modestie, rafinament si
acuratete scenicd si vocald. Inregistrarea video cu Maria Callas este din
Concertul de la Paris din 18 mai 1965, cu Orchestre National de I'ORTF, dirijor
Georges Prétre.

Primele sunete dezvaluie diferentele timbrale majore dintre cele doua
soprane: vocea Annei Moffo este calda, catifelatd si invaluitoare, comparativ cu
cea a Mariei Callas care este mai aspra si stridentd. Consideram ca interpretarea
Annei Moffo degaja mai multa sensibilitate si este mult mai nuantatd din punct
de vedere expresiv. Daca fraza Ah! non credea mirarti este redata de ambele
soliste aproape identic, urmatorul motiv muzical (Si presto estinto) difera.
Astfel, Anna Moffo realizeaza o frazare ampla si consistenta pe sunetele acute,
iar Callas incearcd sa obtind o fraza rarefiata, eterica, purd; din aceast motiv
sunetele Mariei nu au vigoare si par dispersate (mai ales in registrul acut).

In timp ce vocea Annei Moffo se mentine consistenta si pasionala, vocea
Mariei Callas capata o culoare mai deschisa, lipsita de patetism. Pe fraza che un
giorno sol durdo Moffo revarsa intreaga suferintd a personajului accentuand
fiecare sunet in parte (triole descendente pe vocalele o0 si u care se repetd), in
schimb Maria Callas construieste fraza mult mai liniar. Callas tensioneaza
Passasti al par d’amore intr-o nuan{d mai mare, iar Moffo o trateaza ca un
moment de delir al eroinei, in nuantd mica, diafand. Ambele soliste realizeaza
crescendo pe fraza Ma ravvivar I’amore, dar coroana (pianto) este tratata diferit:
pentru Callas reprezintd o posibilitate de a-si etala virtuozitatile, pe cand Moffo
o introduce in sensul ariei anticipand suspinul de pe ultima silaba a cuvanului
pianto. Sunetul Ia2 (coroana) este prea mult subtiat de Callas, fata de Moffo care
il canta plin, frumos si fara nicio diferenta fatd de sunetele intonate anterior in
registrul mediu. Pe cadenta (saisprezecimi) Moffo ofera valoare si sens fiecarei
note in parte, dar pentru Callas este un nou exercitiu de virtuozitate.

Tn cea de a doua parte a ariei, Anna Moffo incepe fraza Ah! non giunge
uman pensiero intr-o nuantd mai mare (care 1i pune in valoare caldura vocii) si
subliniaza accentele cerute de compozitor (doar pe timpul al doilea); Callas o
abordeaza cu o voce mai subtire, fard armonice, da un accent suplimentar pe
primul timp din masura si face glissando intre do2 si sol2 (desi in partitura este
scris legato). Anna Moffo realizeaza saltul intervalic de decima (Ah mi
abbraccia) pastrand pozitia sunetelor pe aer, fard sa se simta schimbarea de
registru, in timp ce Callas utilizeaza vocea de piept pe nota din registrul grav.
La Anna Moffo observam acuratete si articulatie pe toate wvalorile de

Dintre lucrarile interpretate amintim: Falstaff de Giuseppe Verdi — Nanetta, La Sonnabula de Bellini — Amina.
Sub conducerea lui Herbert von Karajan a cantat Musetta din Boema de Puccini alaturi de Maria Callas si
Giuseppe Di Stefano. A fost atrasd de lumea cinematografica, participand la realizarea versiunilor
cinematografice ale operelor La Traviata (1970) si Lucia di Lammermoor (1971). A murit in anul 2006 la New
York, Tn urma unei lupte indelungate cu cancerul de san.
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sasiprezecimi si gamele descendente din finalul ariei; la Callas nu se disting clar
toate sunetele. La repetarea sectiunii anterioare ambele soliste utilizeaza artificii
vocale, n limitele genului bel-canto italian.

Desi ambele soliste utilizeaza corect respiratia costo-diafragmatica, vocea
Mariei Callas ramane fard armonice in registrul acut (datoritd presdrii pe
laringe), iar in registrul grav abuzeazd de vocea de piept. Anna Moffo prezinta
omogenitate pe toate registrele vocale si se remarca prin claritatea articulatiei pe
melisme, pe care Callas le transforma uneori intr-o pasta sonora, sau da accente
nescrise in partiturd si face unele ,,alunecari® intre note (de factura pucciniana,
veristd). In privinta expresivititii textului literar prin intermediul vocii, Anna
Moffo se apropie cel mai mult de cerintele partiturii, fiecare cuvant fiind expus
astfel incat se redea atat sensul muzical cat si cel literar. Callas Incearca mai
mult sd dezvolte partea pur tehnica, astfel incat cuvintele isi pierd din valoare,
iar interpretarea capata valente impersonale, reci, care nu intotdeauna redau
caracterul personajului. Anna Moffo s-a bucurat de mari succese pentru ca si-a
insusit toate rolurile gratie calitatilor sale vocale si unei prezente scenice
fascinante, primind aprecieri remarcabile atat din partea publicului, cat si a
criticilor de specialitate. Maria Callas continua si astazi sa fie o legenda pentru
marele sdu profesionalism, pentru pasiunea, muzicalitatea si capacitatea de a se
contopi cu personajele cdrora le-a dat viata pe scena.

O scurta analiza comparativa a ariei Qui la voce sua soave din opera |
Puritani de Bellini interpretatd de Maria Callas si Anna Netrebko’2, doud artiste
celebre apartinand unor generatii diferite, care au avut parte de experiente
scenice si scoli de canto diferite. Tnregistrarea Mariei Callas este audio din anul
1949, cu Orchestra Simfonica din Torino, sub bagheta lui Arturo Basilio, iar cea
cu Anna Netrebko este video, din anul 2007, la Metropolitan Opera din New
York, dirijor Gary Halvorson.

Cu toate cd Maria Callas a fost deschizdtoarea de drumuri in privinta
jocului scenic, considerdm interpretarea Annei Netrebko mult mai calitativa din
punct de vedere vocal-stilistic. Pornind de la prima parte a ariei (partea lentd),
observam ca Maria Callas abuzeaza de multe glissando intre sunete, uneori chiar
si In cadrul aceleiasi fraze sau motiv muzical, dorinta sa de a exprima
slabiciunea eroinei parand exagerata si perimata. Nu acelasi lucru se poate spune
despre Anna Netrebko care emite sunete stralucitoare, clare, articulate pe
cadente, rotunjite, cupolate, fara asa-zisele ,sunete sparte”. Toate vocalele
Annei Netrebko se bazeaza pe acelasi concept de emisie, fara diferente de culori
(mai deschise sau mai intunecate), comparativ cu Maria Callas, ale carei vocale
e si a sunt foarte deschise.

2 Anna Netrebko — Este o soprani de coloraturd de origine rusi, niscutd la data de 18 septembrie 1971; in
prezent are si cetdtenie austriacd. A urmat Conservatorul din Sankt Petersburg in timp ce lucra la Teatrul
Marinskaia ca femeie de serviciu. In 1994 debuteaza in Susanna din Nunta lui Figaro, rol cu care va face o serie
de turnee in Finlanda, Germania si Israecl. Urmeaza: Amina — La Sonnambula, Pamina - Flautul fermecat, Rosina
— Barbierul din Sevilla, Michaela — Carmen, Lucia - Lucia di Lamermoor, Ludmila — Ruslan si Ludmila de
Glinka, Natacha — Rdzboi si pace de Prokofiev, Marfa — Logodnica tarului de Rimski Korsakov, Rigoletto —
Gilda, | Puritani — Elvira, Elixirul dragostei — Adina, Falstaff — Nanetta. Anna Netrebko are o voce de mare
amploare, cu un timbru bogat, iar talentul sdu actoricesc 1i permite s interpreteze rolurile cu naturalete.
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Anna Netrebko face mici rallentando pe finalul frazelor doar acolo unde
sunt notate in partiturd, in schimb Callas utilizeaza mai multe in cadrul aceleiasi
fraze muzicale (ceea ce contravine regulilor bel-canto). Maria Callas respira la
jumatatea frazei qui assorti insieme nella gioia ntrerupand mersul melodic,
deoarece nu si-a dozat corect volumul vocii pe saltul ascendent de sexta;
Netrebko conduce fraza cu eleganta si rafinament pana la final, fara a o intrerupe
si fara crescendo sau decrescendo pe acelasi sunet. Cu toate acestea, sunetele
filato ale Mariei Callas sunt mult mai clare si mai corect gradate decat ale
cantaretei ruse care, desi le stapaneste, ajunge mult prea repede la nuanta mica.
Netrebko preferd sa atace sunetul mai usor si sa-1 creasca treptat, sau sa-1 sustina
la aceeasi intensitate sonora. Deosebirea intre vocea mai plind a Mariei Callas si
cea lirica a Annei Netrebko se observa din modalitatea de abordare a rolului:
mai dramatica de cdtre Callas (unele sunete sunt mai greoaie) si mai sensibild si
tinereasca de catre Netrebko (lejeritate, senzatie de plutire a fiecarui sunet).

Tn partea a doua a ariei - Vien, diletto, & in ciel la luna! ambele soliste
redau caracterul legato al primelor fraze muzicale, insa la Callas se observa
marea diferenta intre registrele vocale. Pe cuvantul essa (Essa piange e ti
sospira) in interpretarea din 1949 se observa trecerea din registrul de piept spre
mediu, care la Netrebko este insesizabil, sunetele avand sprijinul coloanei de
aer. Anna Netrebko interpreteaza aria integral, addaugdnd si cadente
suplimentare. Un aspect care trebuie subliniat la Maria Callas este claritatea cu
care articuleaza pasajele de virtuozitate descendente, chiar daca trecerile de la
sunetele grave catre acut se fac cu diferentieri intre registre (acutul fiind mai
subtire si nonvibrato). Netrebko nu are aceeasi acuratete, insa vorbim de
egalitatea registrelor si de o sensibilitate remarcabild a momentului cadential.

Pentru a evidentia caracterul belcantist al finalului ariei (succesiuni de
game, rulade, pasaje si cromatisme) ambele soliste isi aduc aportul interpretativ:
Callas - printr-o voce ampla, dramatica, capabila de fiorituri cantate cu claritate
si acuratete, iar Netrebko prin usurinta cu care trece peste note, care desi nu sunt
atdt de clar articulate, apar ca un tot unitar, cu aceeasi culoare vocala.
Ambele soliste detin o tehnica corectd de cant, insa Anna Netrebko este mult
mai potrivita pentru acest rol datoritd caracteristicilor vocii lirice, comparativ cu
Callas - posesoarea unei voci puternice, bogat timbrata, care datorita
amplitudinii pare greoaie pe broderiile specifice stilului bel-canto.

4. Gaetano Donizetti

Analiza comparativa a ariei nebuniei Il dolce suono din opera Lucia di
Lammermoor de Gaetano Donizetti interpretatd de Maria Callas (Florenta,
1953, sub bagheta lui Tullio Serafin) si Joan Sutherland (Opera Coven Garden
din Londra, 1959, dirijor Tullio Serafin). Din Tnregistrarea Mariei Callas se
disting mari diferente de culori intre registrele vocale - registrul grav este
intunecat si sumbru fatd de acutul mult mai deschis, cu sunete drepte, iar
pasajele de coloratura sunt greoaie si executate intr-un tempo mai lent. Dictia
Mariei Callas are o expresivitate mult mai veridica si sensibila, oferindu-i
suportul pentru transmiterea mesajului artistic. Interpretarea lui Joan Sutherland
este vaduvitd de expunerea textuald, sensibilitatea provenind mai mult din
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modalitatea de exploatare a nuantelor si din conducerea corectd (cu ajutorul
respiratiel) a vocii catifelate, bogata in armonice, cristalina si lejera pe pasajele
de coloratura.

Niciuna din cele doua interpretdari nu speculeaza la maximum trairile,
sentimentele si nebunia personajului. Astfel, din executia lui Sutherland rezulta
o tehnica vocala desdvarsita, ordonata pe o voce cristalind care aduce in prim-
plan doar fragilitatea personajului. In cadenta cu flautul vocea lui Joan
Sutherland se apropie mult de sonoritatea instrumentului, dialogul celor doud
timbre asemanandu-se Cu cel dintre eroind si nalucirile ei, artista evidentiind si
valorificand foarte bine rafinamentele vocale din triluri si cadente cu ajutorul
tehnicii. Expresivitatea Mariei Callas este usor estompatd de uzura si
dramatismul vocii sale ample, bogatd in armonice grave. Cele doud inregistrari
sunt audio, astfel incat nu avem detalii legate de regie, de expresivitatea mimicii
sau a gesticil.

Timbrul vocii lui Callas nu se imbind cu sonoritatea flautului si dialogul
pierde din valoarea expresiva din cauza ca agilitatile nu sunt performante. Daca
la solista australiand nu vom auzi pe parcursul ariei atacuri de glota, nu acelasi
lucru putem spune despre Maria Callas care, pe sunetele din registrele mediu si
grav le utilizeaza frecvent, impreuna cu vocea de piept. Vocea Mariei Callas are
din constructie un sSpinto care o ajuta in exprimarea dramatismului muzical al
personajului. Maria Callas a fost inzestrata cu calitati vocale exceptionale, care
unite cu talentul scenic si temperamentul neobisnuit au ficut sd devina una
dintre cele mai remarcabile personalitati ale spectacolului de opera. Joan
Sutherland a avut puterea de a capta atentia publicului impunandu-se prin
vocalitatea bel-canto, perfectiunea emisiei, naturaletea cu care realiza pasajele
de coloraturd, cadldura si moliciunea timbrului vocal si prin nobletea cu care
realiza portamento si legato.

Analiza comparativa a cavatinei Norinei S0 anch’io la virtu magica din
opera Don Pasquale in interpretirile celebrelor soprane: Mirella Freni”® (EMI
Angel - USA, 1982, dirijor Riccardo Muti) si Beverly Sills’* (Orchestra

8 Mirella Freni (numele adevirat Mirella Fregni): S-a nascut la Modena, in Regio Emilia Romagna, la data 27
februarie 1935. La varsta de 10 ani a cantat la radio aria Un bel di vedremo din Madama Butterfly de Puccini, iar
la 19 ani isi face debutul la Opera din Modena cu rolul Micaela din Carmen de Georges Bizet. A avut o cariera
impresionantd, interpretand roluri ca: Mimi din Boema de Puccini, Adina din Elixirul dragostei de Gaetano
Donizetti, Susanna din Nunta lui Figaro de Mozart, Nanette din Falstaff de Giuseppe Verdi; in anul 1963 a
debutat la Scala din Milano, unde a cantat sub bagheta lui Herbert von Karajan. in anul 1965 debuteaza la
Metropolitan cu rolul Mimi, apoi interpreteaza Liu din Turandot de Puccini, Marguerite din Faust si Juliette din
Romeo si Julieta ambele de Gounod. Tn regia lui Jean-Pierre Ponelle a realizat doua filme cu rolurile Cio-Cio-
San si Susanna. Din repertoriul sdu mai amintim rolurile verdiene: Elisabetta din Don Carlo, Desdemona din
Otello, Amelia din Simon Boccanegra, Elvira din Ernani, Leonora din Forta destinului si Aida din opera cu
acelagi titlu.

4 Beverly Sills - S-a niscut la New York, in anul 1929 si a interpretat in special muzici din repertoriul francez si
bel-canto italian. Considerata un copil minune, a debutat la un post de radio local la varsta de trei ani. Inainte de
a-si incepe cariera in muzica de opera, a interpretat muzica populard in cabaretele new-yorkeze. Primul sau rol a
fost Frasquita din opera Carmen de Bizet la opera din Philadelphia, in anul 1947. Si-a facut apoi debutul cu rolul
Elenei din Mefistofele de Boito si apoi Elivira din Don Giovanni de Mozart. La opera din New York debuteaza
cu rolul Rosalinda din Liliacul de Johann Strauss; urmeaza Violetta din La Traviata de Verdi, Marguerite din
Faust de Gounod, cele patru eroine din Povestirile lui Hoffman de Offenbach, Regina din Cocosul de aur de
Rimski- Korsakov, Regina Noptii din Flautul fermecat, Lucia din opera Lucia di Lammermoor de Donizetti,
trilogia reginelor lui Donizetti: Anna Bolena, Maria Stuarda si Roberto Devereaux, apoi Barbierul din Sevilla
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Simfonica din Londra, sub bagheta lui Sarah Cadwell, 1979). Mirella Freni a
stiut sd-si conduca admirabil minunata voce de soprana lirico-dramaticd ampla,
rotunda si foarte frumos armonizata pe tot parcursul carierei. Desi repertoriul
abordat de Freni este unul dramatic, in aceastd arie solista isi etaleaza tehnica
vocala desadvarsita care ii faciliteaza executarea fara dificultate a pasajele lirice.
Interpretarea Mirellei Freni chiar dacd are claritate si precizie, este putin
ingreunata de pasajele de coloratura si observdam cd timbrul vocal nu are
amploarea pe care o cunoastem din alte lucrari, ceea ce demonstreaza marea arta
si stapanirea perfecta a tehnicii de cant. Soprana Beverly Sills are o voce mai
subtire si un timbru care se armonizeaza mai bine cu caracterul personajului
Norina, iar tehnica vocald 11 asigura acuratetea timbrald si o deosebita lejeritate
in executia fioriturilor. Ea executa apogiaturile si ornamentele ariei cu o claritate
apropiata sunetului de cristal, cu placere, simplu, fara efort, oferind auditoriului
confort si bund dispozitie. Beverly Sills a realizat aceastda inregistrare in anul
1979, la 40 de ani de la debut; cu toate acestea vocea are inca siguranta pe
pasajele lirice, dovedind o tehnica de cant bine controlata.

Sorgintea italiand a Mirellei Freni 1si spune cuvantul in privinta dictiei: o
pronuntie clard a textului, a finalului de cuvant si consoanelor duble. La
Beverly Sills insd, accentul englezesc isi face simtitd prezenta datorita
deficitentelor de pronuntie a vocalelor, aspect evident mai ales in fragmentele cu
caracter recitativic (ho testa bizarra, son pronta, vivace, brillare mi piace, mi
piace scherzar). Chiar daca inregistrarile sunt audio, cele doua artiste reusesc sa
redea ariei valoarea expresiva cerutd de compozitor. Desi Beverly Sills are o
voce mai potrivitd Norinei, consideram cd Freni reuseste mult mai rapid sa
dezvaluie capriciile, trdirile si sentimentele contradictorii cu care se confrunta
personajul deoarece utilizeaza o paletd coloristica timbrala mult mai bogata.
Freni construieste un personaj tanar, feminin, pur si jucaus, comparativ cu Sills,
a carei Norina pare o femeie blazata, obosita, fara vigoare tinereasca, in special
din cauza vocii mai mature si a faptului ca apogiaturile nu sunt destul de suple.
Mirella Freni intdmpina usoare probleme pe nota do3 din cauza constitutitei
vocii si nu introduce coloraturi suplimentare in cadente, ci pastreaza textul
muzical scris de Donizetti. Trilul lui Freni este expresiv si curat, iar legato vocii
sale este unic in lumea bel-canto. Din dorinta de a accentua expresivitatea
textului, pe replica di menzognera lagrima utilizeaza vocea de piept.
Consideram ca utilizarea acestui tip de voce nu este benefica realizarii unei
opere buffe.

Diferentele de expunere a cuvantului languor dezvaluie viziunile asupra
rolului: Freni realizeaza o mica cezura inaintea cuvantului (pe care il lasa apoi sa
curgd), iar Sills intoneaza in staccato - cu sens de gluma si usoard ironie.
Ambele soliste realizeaza alunecari de pe sunete ce se doresc a avea un efect
artistic, dar care ies din tiparele tehnici bel-canto (Mirella Freni — i vezzi, e I’arti
facili, iar Beverly Sills — conosco). Sills efectueaza trecerile din acut spre grav

de Rossini si operele lui Bellini: Puritanii, Norma si Capuleti si Montecchi. In 2007 se stinge din viata la New
York, bolnava de cancer pulmonar.
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prin portamento, utilizeaza cadente bogate care se apropie de stilul bel-canto si
fiorituri care completeaza linia melodica valoarificand valentele vocale. Ea nu
respecta rallentando scris de compozitor (se monto in furore, di rado sto al
segno) decat pe cea de a doua jumatate a frazei (ma in riso lo sdegno, fo presto a
cangiar). Trilul de pe sunetul fa2 (care face legatura cu repriza) este la fel de
clar la ambele soliste, dar Sills il intoneaza uniform pe toatd durata, iar Freni
accentueaza usor fiecare timp tare din masura.

Repriza ariei, asa cum este interpretatd de Mirella Freni are mai multa
culoare expresiva, ca si cum personajul a prins curaj in a-si exprima
sentimentele in fata publicului. Beverly Sills utilizeaza alunecari de pe sunete
care nu au nimic comun cu tehnica bel-canto (conosco i mille modi, dell’
amorose frodi), introduce un rallentendo pe fraza i vezzi e I’arti facili per
adescare un cor, anticipand coroana (pe cor) si executd o cadentd cu caracter
bel-canto, care nu este scrisa de compozitor. Fioriturile acestei cadente
intercalate au rolul de a infrumuseta linia melodica si de a evidentia calitatile
vocale. Fiind foarte apropiata genului musical pe care il interpretase Tnainte de
cariera operistica, Sills foloseste in cadentd rasul natural intercalat intre notele
cadentei scrise de Donizetti si glissando (un alt efect al genului musical). Cele
douad soliste pastreaza cadenta finala scrisda de Donizetti, cu diferenta ca Freni
incheie pe sunetul lal, iar Sills pe 1a2. Ambele soliste isi conduc vocea in mod
constient, avand tehnica vocala corecta, bazata in primul rdnd pe respiratie,
rezultatul fiind Tmbinarea cantului cu jocul actoricesc propriu-zis. Imaginea
muzicala se dezvolta fara incetare, traversand intregul parcurs muzical, oferind
expresivitate, sensibilitate si rafinament fiecarui amanunt cerut de partitura.

5. Concluzii

Dincolo de abordarea rolurilor din perspectiva strictd a interpretului, fiecare
artist resimte, la un moment dat, nevoia unei documentari suplimentare. Arta de
sinteza, opera presupune interdisciplinaritate, literatura, coregrafia si artele
vizuale fiind cele mai importante arte co-participante la constructia actiunii
dramatice. Modalitatea de a patrunde ,,cvasi-sincretic” in lumea ce aparent
apartine doar muzicii, a fost investigarea esteticd a unui domeniu pe care il
cunoastem destul de bine din perspectiva ,,cantaretului-actor”. Pentru artistul
obignuit cu rigorile si emotiile scenei, o abordare teoreticd pare exterioara
fenomenului, dar, pe masurd ce cunoasterea devine mai adanca, o viziune
scenicd ce s-a bucurat succes, cu toatd aplicarea intuitivd a principiilor
universale ale artei, pare a cdpata alte sensuri. Revelatia este reald si
tulburatoare, si cu siguranta, are efecte extraordinare in procesul interpretativ.

Abstract: The repertoire of the composer Gioacchino Rossini opera | chose two arias
benchmarking reference works: Una voce poco fa from the opera Il Barbiere di Siviglia and
aria of Clorinda Sventurata! Mi credea comandar from the opera La Cenerentola. The
repertoire will bellinian comparative analysis Amina area Ah! non credea mirarti from the
opera La Sonnambula and aria of Elvira Qui la voce in | Puritani opera and in the end we
make a comparative analysis of insanity area Il dolce suono from the opera Lucia di
Lammermoor by Gaetano Donizetti Lucia and Cavatina of Norine So anch’io la virtu magica
of opera Don Pasquale.
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1. Introduction

The chosen theme was born from the very desire to present the
interpretative side by addressing the complex approach of the musical process.
Only a thorough knowledge of the interpretative specific will lead to a perfect
expression of the musical text — from all points of view — taking into account all
the requirements imposed by the six roles of the three great composers’ works,
who are representative for the soprano voice.

2. Gioachino Rossini

For the first comparative analysis, we have stopped at Rosina’s Cavatina,
Una voce poco fa from the opera Il Barbiere di Siviglia, in the interpretation of
the two divas: Maria Callas™ (private recording of a concert at the Paris Opera,
conductor Georges Sebastian, 1958) and Joan Sutherland’® (Covent Garden —
London Symphony Orchestra, Richard Bonynge, Decca 425 481-2, 1966).

Ink rivers have been spilled to describe the Maria Callas’ voice and her
interpretative art. Unfortunately, the great diva sang without difficulty only 13
years of her career, but she has arrived as a real historical phenomenon, as a
vocal and interpretative model from which no opera singer should deviate. The
exceptional artistic talent, correlated with the intelligence, the culture, and the
rigorous preparation, have given Maria Callas the opportunity to juggle with a
very broad range of timbral colors, in the advantage of vocal expressiveness.
The artist knew how to find the right accents, relative to the interpreted
character’s dramatic situation, having the ability to shine in roles that,
apparently, did not correspond to the character of her voice, but which she has
enriched with intentions, with expressiveness and with an exceptional stage
presence. Thanks to the great vocal valences, Callas was able to bring the
literary text to life and the miracle in the theatrical interpretation. This voice,
which was sometimes too cased and, other times, not exactly flawless in agility
passages, with some intonation problems, proved an inexhaustible grandeur and
intensity.

Joan Sutherland was an absolute star of the bel canto coloring lyrical
repertoire, who offered spectacular performances, culminating with the elegant

> Maria Callas - Born on December 2, 1923 in New York, on her real name Cecilia Sophia Annamaria
Kalogeropoulos, Maria Callas, the daughter of some Greek immigrant, is viewed by some experts as the greatest
soprano of the second half of the twentieth century, also called La Divina or Regina della lirica. Leonard
Berstein called her the bible of the opera. Callas overturned the lyrical scene of the twentieth century through the
particularity of the voice timbre, through the ambitus, through the exceptional virtuosity and phrasing, and last
but not least, through her great acting talent. Worshiped by some, loathed by others, Callas' voice was and still is
controversial. Due to the special vocal qualities, Callas managed to rehabilitate the idea of dramatic coloratura
soprano, as Maria Malibran and Giuditta Pasta had.

6 Joan Sutherland - Born in Australia on November 7, 1926, is known as La Stupenda (the Wonderful).
Sutherland is the one who rediscovered the value of the Italian bel-canto style in mid-twentieth century, and the
acquired nickname is due to the timbre qualities and to the achieving perfect grace-notes technique. Although in
her early career, she performed especially works for the dramatic soprano voice (debut at Covent Garden with
Amelia in Masquerade, and Aida by Giuseppe Verdi) in 1953 she marries the conductor and pianist Richard
Bonynge, who advises her to discover the valences of the coloratura superior vocal register. Joan Sutherland has
contributed to the rediscovery of Donizetti’s works.
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and expressive performance of the fioriture. The phenomenal singing technique,
the gracious voice, and the safety of acute notes place her among the greatest
opera singers of the twentieth century. Like Maria Callas, Joan Sutherland
mastered very well the art of providing sense to vocal colorings, using them as
means of expression. The great tenor Luciano Pavarotti has repeatedly said that
she has completed her breathing technique and the appoggio (supporting the
sound using the air column) following the great soprano’s pieces of advice.
Sutherland knew how to express with great safety, gained through the
particularly persevering study of the canto technique, with the sounds emitted on
appoggio and with her own vocal and artistic valences.

Listening to the two interpretative versions proposed for analysis, we note
some aspects that stand out from the very beginning: Maria Callas pays special
attention to the expressiveness of the meanings musical and the literary text on
every sung sound, while Joan Sutherland is more inexpressive and focuses
strictly on the technical-vocal side. Sutherland’s perfect technique is highlighted
through the equality of the registers, while Callas, from the desire to gloom too
much the solemn registry (using chest resonance) achieves very big
differentiations between it and the medium and the acute (the voice remains
supported on breathing even in the low register). Sutherland’s voice retains its
mildness and softness in all registers with, the support of the air column. Callas
develops large differences between the dark color of the solemn registry and the
clear, bright and the exuberant one of the acute register, on the bearing fioriture
fragments or repeated notes (the voice becomes slightly childish), or in
descending passages, where we note too gloomy sounds, like those of a mezzo-
soprano.

Sutherland’s dark voice timbre sounds facilitates maintaining
homogeneous, round, dome-like sounds; the soprano maintains the correct
sound emission position throughout the entire vocal ambitus, properly managing
the air dosage. In Maria Callas, we distinguish different colors between the open
vowels (i, €) and those closed, which can more easily rounded (a, 0). From the
very beginning of the aria, Sutherland uses rich cadences and additional
fioriture, in contrast to the traditional ones, in pure bel-canto style. Callas
beautifully builds the musical phrase with technically advantageous cadences,
but does not finish the aria with contre mi, but in a register convenient to her
voice. Both soloits have a very good control of their breathing, which allows the
facile sound emission and the flexible execution of the fioriture, the grace-notes
or of the grupettos. For the expressive rendering of the text, Maria Callas relies
heavily on diction, while Joan Sutherland has always been criticized for diction
shortcomings, the expressivity of her voice coming from the intelligent leading
of musical phrases and nuances.

Taking into consideration that the two recordings are not just audio, we
have found Callas’ more evolved gesture and mimic theatricality and
expressiveness, compared to Sutherland. The way in which Callas plays the role
involves the whole body, her voice conveys a fantastic emotion, while in
Sutherland, nothing of her gestures and physiognomy expresses the character’s
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verve, youth or tenderness. Maria Callas was not a mere singer or an actress
with opera voice, but a singer endowed with an exceptional voice, with a unique
charm and with a special artistic spirit. Joan Sutherland was, perhaps, the
greatest coloratura soprano of all times, with a pure diamond like voice, equal
on all registers, with a formidable vocal technique, which enabled her to execute
immaculately the coloratura passages, with almost supernatural sonorities.

Clorinda’s aria, Sventurata! Mi credea comandar, from the opera La
Cenerentola by Rossini, in the interpretative variants of the sopranos Maria
Velasco”” (Teatro Principal de Castellén, conducted by Klaus Sallmann, along
with Orquesta Synfdnica y Coro del Mediterraneo, 2007) and Gianna Rolandi™®
(New York City Opera, 1980, conductor Brian Salesky). In Maria Velasco we
note intonation and technical imperfections, primarily caused by air
mismanagement; the soloist does not achieve retention and the way towards the
acute register is wrongly built (loses the sound emission position) and, therefore,
the voice becomes more cumbersome, rough and coloratura lacks flexibility,
which discomforts the audience. These aspects can be noticed especially on end-
phrases, when the air column is almost over and does not help sustaining, the
sounds losing color and concentration.

Maria Velasco has a metallic voice, which can easily create the confusion
that is sung out. The soloist’s concern for sound emission is evident and impedes
solving the character from a theatrical point of view. The soloist fails to convey
the heroine’s moods unitary with the voice expressiveness, and, sometimes, the
facial expressions and the gestures are exaggerated, mechanical, lifeless and
unconvincing. In the medium register, Maria Velasco’s voice catches a slight
nasal support and does not always penetrate over the orchestra, and in the acute
register it becomes strident, sometimes crying, not-domed and under tone. The
soprano performs the staccato sounds without the support of the air column (in
the throat) and therefore, they remain straight, impersonal, and dispersed.

Gianna Rolandi sings the role in English, releasing an unspoiled freshness,
resulting from the naturalness and the precision with which she executes the
fioriture and the grace-notes, from the accuracy of the melodic line (almost
instrumental) and from the proper air and nuances management. Her pleasant
voice, with an extensive ambitus, liberates a vigorous temperament, supported
by an impeccable singing technique. The soprano manages to convey the
apparent ease and lightness in interpretation, the verve, the lack of grace and the

7 Maria Velasco - was born in Spain, in Valencia, she graduated from the Conservatorio Superior de Musica
Joachim Rodrigo de Valencia, specializing afterwards in Escuela Superior de Mdsica Reina Sofia de Madrid and
at the Hochschule fir Musik in Hamburg. The roles she interprets have a wide dramatic and stylistic range:
Norina in Don Pasquale and Adina in L'elisir d'amore by G. Donizetti , Susana in Le Nozze di Figaro by
Mozart, Serpina in La serva padrona by GB Pergole, Frasquita in Carmen by G.Bizet, Monica in La Medium
by G. C. Menotti and others.

8 Gianna Rolandi - was born in 1952, in New York. She studied violin from the age of 6; at the Brevard Music
Center she starts canto courses, then for four years, she studies at the Curtis Institute of Music in Philadelphia.
Before graduating the Institute (1975), she signed a contract with the Metropolitan Opera in New York. Of the
representative roles we mention: Lucia di Lammermoor, La Traviata, | Puritani, Rigoletto, Ariadne auf Naxos.
From 2006 to 2012, she was Director of Vocal Studies at the Lyric Opera of Chicago.
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many ironies addressed to her own character using a variety of vocal colors that
come to support the expressiveness of the literary text, and the immense acting
talent completes the complex picture of the heroine’s conditions and fine humor,
specific to Rossini.

Although the aria is very difficult from both vocal and directing point of
view, the scenic game of the soprano Gianna Rolandi is flawless, the artist
managing to raise the character of Clorinda to the rank of prima donna. She
manages to build a believable character with the support of the vocal technique
that she masters very well and facilitates the execution of the coloratura
passages with lightness and naturalness and through the variety of the timbral
coloring. Although she does not possess great timbral qualities, Gianna
Rolandi’s voice is very well projected outward, supple, with a generous ambitus,
homogeneous in all registers, very confident in acute and supra acute. From the
interpretation of Clorinda’s aria, that we have analyzed above, we conclude that
the soprano Gianna Rolandi was concerned with both musical part (which is
solved flawlessly) and with the expressive treating, from an acting point of view,
that leaves the artist’s personal imprint, being a concrete example, worth
following in the opera buffa genre (without exaggerations and vulgarities).

3. Vincenzo Bellini

From the comparative analysis of Amina’s aria Ah! non credea mirarti
from the opera La Sonnambula, interpreted by the soprano Anna Moffo” and
Maria Callas, and of Elvira’s aria, Qui la voce, from the opera I Puritani, in the
versions of Maria Callas and Anna Netrebko, we will emphasize the vocal
styles that put a strong imprint on the bel-canto school. Anna Moffo’s La
Sonnambula can be watched in the video recording made in 1956, along with
the RAI choir and orchestra, conducted by Bruno Bartoletti, in an interpretation
that stands out through both the expressivity of the melodic line (coloratura) and
through the rendering of the character of Amina, which fit her perfectly. The
sensitivity and the perfect relationship with the character results from each look
and gesture, Amina’s purity being exposed modestly, with scenic and vocal
refinement and accuracy. The video recording is from the concert with Maria
Callas from Paris, dated the 18" of May 1965, with the Orchestre National de
I'ORTF, conductor Georges Prétre.

The first sounds reveal major timbral differences between the two
sopranos: Anna Moffo’s voice is warm, soft, and enveloping compared to that of
Maria Callas, which is rougher and more strident. We believe that Anna Moffo’s
interpretation releases more sensitivity and that it is more nuanced, expressively

 Anna Moffo - American singer of Italian origin (born in Wayne, Pennsylvania), with a lyric soprano voice,
with a medium register characterized by largeness, valued for her formidable coloratura technique. She studied at
the Curtis Institute in Philadelphia with Gianninni Eufemia Gregory, and in 1954, won a scholarship to the
Academy of Santa Cecilia in Rome, where she studied with Luigi Ricci and Mercedes Llopart. She made her
debut with the role of Norina in Donizetti’s opera Don Pasquale and with Puccini’s Madame Buterfly, became a
star in Italy. From the performed works we mention: Falstaff by Giuseppe Verdi - Nanetta, La Sonnabula by
Bellini - Amina. Under the leadership of Herbert von Karajan, she sang Musetta in La Bohéme byPuccini
alongside Maria Callas and Giuseppe Di Stefano. She was drawn to the cinematographic world, participating in
the making of the film versions of the works La Traviata (1970) and Lucia di Lammermoor (1971). She died in
2006, in New York, after a long battle with breast cancer.
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speaking. If the phrase Ah! non credea mirarti is sung by both soloists almost
identically, the following musical reason (si presto estinto) differs. Thus, Anna
Moffo achieves a broad and consistent phrasing on acute sounds and Callas tries
to get a rarefied, ethereal, pure sentence; from this reason, Maria’s sounds are
weak and seem scattered (especially in the acute register).

While Anna Moffo’s voice remains consistent and passionate, Maria
Callas’ voice takes on a lighter color, lacking pathos. On the phrase a che un
giorno sol duro, Moffo pours all the character’s suffering, emphasizing each
sound (descending trios on the repeating vowels o and u), whereas Maria Callas
builds the sentence more linear. Callas strains Passasti al par d’amore in a
higher a shade, and Moffo treats it like a heroine’s delirium moment, in a
lighter, diaphanous shade. Both singers perform crescendo on the phrase Ma
ravvivar I’amore, but the crown (pianto) is treated differently: for Callas it is an
opportunity to display her virtuosities, while Moffo introduces it in sense of the
aria, anticipating the sigh on the last syllable of the word pianto. The a2 sound
(crown) is too thinned by Callas, in comparison with Moffo sings it fully,
beautifully and with no difference from the previously sung sounds in the
medium register. On cadence (sixteenths), Moffo provides each note with value
and sense but, for Callas, it is a new virtuosity exercise.

In the second part of the aria, Anna Moffo begins the phrase Ah! non
giunge uman pensiero in a stronger shade (which highlights the warmth of her
voice) and emphasizes the accents required by the composer (only on the second
measure); Callas approaches it with a thinner voice; without harmonics, giving
the first measure tempo an additional emphasis and performs glissando between
do2 and sol2 (though, in the score, it is written legato). Anna Moffo performs
the decimal interval jump (Ah mi abbracia) keeping on air the position of the
sounds, without noticing the register change, while Callas uses the chest on the
grave register note. In Anna Moffo we notice accuracy and articulation on all
sixteenth-values and the descending gamut from the end of the aria; in Callas
not all sounds are clearly distinguished. When repeating the previous section,
both soloists use vocal artifices, within the limits of the Italian bel-canto genre.

While both soloists properly use the costo-diaphragmatic breathing, Maria
Callas’ voice runs out of harmonics in the acute register (due to pressing on the
larynx), and in grave registry, she abuses the chest voice. Anna Moffo presents
homogeneity in all vocal registers voice and stands out through the clarity of the
articulation on melismata, that Callas sometimes turns them into an audio paste,
or gives unwritten score accents “slips” between notes (Puccinian, verist-like).
Regarding the expressiveness of the literary text through voice, Anna Moffo
comes closest to the requirements of the score, every word being exposed to
render both the musical and the literary purpose. Callas tries harder to develop
the purely technical side, so the words lose their value, and the interpretation
acquires impersonal, cold meaning, that do not always render the character’s
personality. Anna Moffo enjoyed great successes because she appropriated all
the roles thanks to her vocal qualities and to a fascinating stage presence,
receiving outstanding appraisals from both the public and specialized critics.
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Maria Callas continues even today to be a legend for her great professionalism,
passion, for the musicality and the ability to fuse with the characters to whom
she gave life on stage.

A brief comparative analysis of the Qui la voce sua soave aria of the opera
| Puritani by Bellini, interpreted by Maria Callas and Anna Netrebko®, two
famous artists belonging to different generations, who lived different stage
experiences and were part of different canto schools. Maria Callas’ recording is
audio, from, 1949 with the Torino Symphony Orchestra, under Arturo Basilio’s,
and Anna Netrebko’s is video, from 2007, at the Metropolitan Opera in New
York, conductor Gary Halvorson.

Although Maria Callas was the forerunner of stage acting, we consider that
Anna Netrebko’s interpretation more qualitative, in vocal stylistic terms.
Starting from the first part of the aria (the slow part), we see that Maria Callas
abuses many glissandos between sounds, sometimes even within the same
musical phrases or motif, her desire to express the heroine’s weakness seeming
exaggerated and outdated. We cannot state the same of Anna Netrebko, who
gives forth to bright, clear, articulated on cadences, rounded, dome-like sounds,
without the so-called “broken sounds”. All Anna Netrebko’s vowels are based
on the same emission concept, without color differences (lighter or darker)
compared with Maria Callas, whose e and a vowels are very open.

Anna Netrebko makes small rallentandos at the end of the sentences, only
where noted on the score; instead, Callas uses more in the same musical
sentence (which is against the bel-canto rules). Maria Callas breaths in mid qui
assorti insieme nella gioia sentence, interrupting the melodic course, because
she did not properly dose her voice volume on the ascending sextant leap;
Netrebko leads the sentence with elegance and refinement until the end, without
interrupting it and without crescendo or decrescendo on the same sound.
However, Maria Callas’ filato sounds are clearer and more accurately graded
than those of the Russian singer who, although she masters them, arrives too
quickly to the small nuance. Netrebko prefers attacking the sound easier and
increasing it gradually, or supporting it at the same sound intensity. The
difference between Maria Callas’ more rounded voice and Anna Netrebko’s
lyrical one is seen in the approaching of the role: more dramatic by Callas (some
sounds are more cumbersome) and more sensitive and youthful by Netrebko
(light, the floating sensation of every sound).

In the second part of the aria - Vien, diletto, € in ciel la luna! both soloists
render the legato character of the first musical phrases, but in Callas the big

80Anna Netrebko - is a coloratura soprano of Russian origin, born on 18" of September 1971; now she has
Austrian citizenship. She attended the St. Petersburg Conservatory while working as a maid at the Marinskaia
Theatre. In 1994, she makes her debut in Susanna from The Marriage of Figaro, a role with which she will make
a series of tournaments in Finland, Germany, and Israel. Amen - La Sonnambula, Pamina — The Magic Flute,
Rosina - The Barber of Seville, Michaela — Carmen, Lucia - Lucia di Lamermoor, Ludmila - Ruslan and Ludmila
by Glinka, Natacha - War and Peace by Prokofiev, The Goods — The Tsar’s fiancée by Rimsky Korsakov,
Rigoletto - Gilda, | Puritani - Elvira, The Elixir of Love - Adina, Falstaff — Nanetta follow. Anna Netrebko has a
large voice with a rich timbre and her acting talent allows her to interpret roles with naturalness.
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difference between the vocal registers is noticed. On the word essa (Essa piange
e ti sospira), in the 1949 interpretation, the transition from the chest to the
medium register is noticed, which, in Netrebko’s case is imperceptible, the
sounds being supported by the air column. Anna Netrebko fully performs the
aria, adding additional cadences. One aspect that should be emphasized
regarding Maria Callas is the clarity with which she articulates the descending
passages of virtuosity even if the transitions from serious to acute sounds are
carried through register differences (the acute is thinner and nonvibrato).
Netrebko does not have the same accuracy, but we are talking of register
equality and of a remarkable sensitivity of the cadence timing.

To emphasize the belcantist character of the final aria (scales succession,
rolls, passages and chromaticisms), both singers bring their interpretative
contribution: Callas — through an ample, dramatic voice, able of fioriture sung
with clarity and accuracy, and Netrebko, with the ease with which she passes
over the notes, which, although not as clearly articulated, appear as a whole,
with the same voice color. Both singers have a proper singing technique, but
Anna Netrebko is more suited to this role because of the lyrical characteristics of
her voice, compared with Callas - possessor of a strong voice, with a rich
timbre, that, because of its amplitude seems blunt on the bel-canto specific
embroideries.

4. Gaetano Donizetti

Comparative analysis of the insanity aria Il dolce suono from the Lucia di
Lammermoor opera by Gaetano Donizetti, interpreted by Maria Callas
(Florence, 1953, conducted by Tullio Serafin) and Joan Sutherland (London
Coven Garden, 1959, conductor Tullio Serafin). From Maria Callas’ recording,
we distinguish big color differences between the vocal registers — the grave
register is dark and gloomy in comparison with the more open acute one, with
straight sounds, and the coloratura passages are cumbersome and executed in a
slower tempo. Maria Callas’ diction has a much more accurate and sensitive
expressiveness, supporting the conveying of the artistic message. Joan
Sutherland’s performance is deprived of textual exposure, sensitivity coming
more from the exploitation manner of the nuances and from the correct leading
(through breathing) of the velvety voice, rich in harmonics, crystalline and easy
on coloratura passages.

None of the two interpretations fully speculates the character’s experiences,
feelings, and madness. Thus, from Sutherland’s execution results a perfect vocal
technique, ordered on a crystalline voice that brings to the fore only the
character’s fragility. In the flute cadence, Joan Sutherland’s voice is closer to the
sonority of the instrument, the dialogue of the two timbres resembling the one
between the heroine and her visions, the artist emphasizing and valorizing very
well the vocal refinements from the trills and cadences with the help of the
technique. Maria Callas’ expressiveness is slightly blurred by the weariness and
the dramatic nature of her voice, rich in grave harmonics. The two recordings
are audio, so we have no details regarding the direction, or the expressiveness of
the mimic or gestures.
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Callas’ voice timbre does not match with the sound of the flute and the
dialogue loses expressive value because the agilities are not performed. If during
the aria we do not hear glottis attacks from the Australian singer, the same
cannot be said about Maria Callas who, on medium and grave register sounds,
frequently uses them along the chest voice. Maria Callas’ voice has, from its
building, a spinto which helps her in expressing the character’s musical drama.
Maria Callas was endowed with exceptional vocal qualities which, merged with
the scenic talent and with the unusual temper, made her one of the most
remarkable personalities of the opera. Joan Sutherland had the power to capture
the public’s attention imposing herself through the bel-canto vocality, the
perfect emission, through the naturalness with which she performed the
coloratura passages, through the warmth and softness of the vocal timbre and
through the nobility with which she performed the portamento and the legato.

The comparative analysis of Norina’s cavatina So anch’io la virtu magica
from the opera Don Pasquale, in the interpretations of the famous sopranos:
Mirella Freni8! (EMI Angel - USA 1982, conductor Riccardo Muti) and Beverly
Sills®? (London Symphony Orchestra, conducted by Sarah Cadwell, 1979).
Mirella Freni knew how to admirably run her wonderful broad soprano
dramatic-lyrical voice, round and very nicely harmonized throughout her career.
Although the repertoire approached by Freni is a dramatic one, in this aria the
soloist displays her perfect vocal technique, that facilitates the easy execution of
the lyrical passages. Mirella Freni’s interpretation, despite its clarity and
precision, is slightly saddled by the coloratura passages and we notice that the
vocal timbre does not have the largeness we know from other works, which
demonstrates the high art and the art singing mastery. The soprano Beverly Sills
has a thinner voice and timbre which harmonizes better with the character of
Norina, and the vocal technique ensures her the timbral accuracy and a great

81 Mirella Freni (Mirella Fregni real name) was born in Modena, in Emilia Romagna Regio, on February 27t ,
1935. At the age of 10 she sang on the radio Un bel di vedremo aria of Puccini’s Madama Butterfly, and at the
age of 19 she makes her debut at the Opera of Modena, in the role of Micaela in Carmen by Georges Bizet. She
had an impressive career, performing roles such as: Mimi in La Bohéme by Puccini, Adina in The Elixir of Love
by Gaetano Donizetti, Susanna in The Marriage of Figaro by Mozart, Nanette from Falstaff by Giuseppe Verdi;
in 1963 she made her debut at La Scala of Milan, where she played under the baton of Herbert von Karajan. In
1965, she makes her debut at the Metropolitan as Mimi, then she interprets Liu in Turandot by Puccini,
Marguerite in Faust and Juliette in Romeo and Juliet, both by Gounod. Directed by Jean-Pierre Ponelle, she
made two films with the roles of Cio-Cio-San and Susanna. From her repertoire, we mention the Verdi roles:
Elisabetta in Don Carlo, Desdemona in Otello, Amelia in Simon Boccanegra, Elvira in Ernani, Leonora in The
Force of Destiny and Aida in the opera bearing the same title.

82 Beverly Sills - was born in New York, in 1929, and mainly sang music of from the French repertoire and the
Italian bel-canto. Considered a prodigy child prodigy, she made her debut at a local radio station, at the age of
three. Before commencing her career in opera, she sang popular music in New York cabarets. Her first role was
Frasquita, in Carmen by Bizet, at the opera of Philadelphia in 1947. She then made her debut with the role of
Elena in Mefistofele of Boito and then with that of Elivira in Mozart’s Don Giovanni. At the New York Opera ,
she makes her debut in the role of Rosalinda in The Bat by Johann Strauss; then she continues with Violetta in
La Traviata by Verdi, with Marguerite in Gounod's Faust, with the four heroines in Offenbach’s Hoffman’s
Tales, with the Queen from The Golden Rooster by Rimski-Korsakov, with The Night Queen in The Magic
Flute, with Lucia in Lucia di Lammermoor by Donizetti, with Donizetti’s queen trilogy: Anna Bolena, Maria
Stuarda and Roberto Devereux, then with the role from The Barber of Seville by Rossini and with Bellini’s
works: The Puritans, Norma and Capuleti and Montecchi. In 2007, she dies in New York, of lung cancer.

74



ease in performing the fioriture. She sings the ornaments and the grace-notes of
the aria with an almost crystal-clear sound, joyfully, simply, without effort,
offering the audience fun and comfort. Beverly Sills made this record in 1979,
40 years after her debut; however, the voice is still confident on the lyrical
passages, proving a well-controlled singing technique.

Mirella Freni’s Italian origin has its say regarding diction: a clear
pronunciation of the text, of the end of the word and of double consonants.
However, in Beverly Sills, the English accent makes its presence felt because of
the vowel pronunciation deficiencies, particularly evident recitative fragments
(ho testa bizarra, son pronta, vivace, brillare mi piace, mi piace scherzar). Even
if the records are audio, the two artists manage to convey the aria the expressive
value required by the composer. Although Beverly Sills has a voice more suited
for Norin, we believe that Freni manages faster to reveal the whims, the
emotions, and the contradictory feelings faced by the character because she uses
a richer timbre palette. Freni creates a young, feminine, pure and playful
character, compared to Sills, whose Norina seems a weary, tired, lacking
youthful vigor woman, especially because of the more mature voice and of the
fact that grace-notes are not supple enough. Mirella Freni experiences light
problems on the do3 note, because of the constitution of the voice and does not
introduce additional colorations in cadences, but keeps the musical text written
by Donizetti. Freni’s trill is expressive and clean, and the legato of her voice is
unique in the bel-canto world. Wishing to emphasize the expressiveness of the
text, on the replica di menzognera lagrima, she uses the chest voice. We believe
that using this type of voice is not beneficial to achieving a buffe opera.

The exposure differences of the word languor reveal the visions regarding
the role: Freni performs a little caesura before the word (which, afterwards,
allows it to flow), and Sills intonates in staccato - with a slight sense of humor
and irony. Both soloists perform slides on sounds that are intended to have an
artistic effect, but that come out of the bel-canto technique patterns (Mirella
Freni — i vezzi, e I’arti facili, iar Beverly Sills — conosco). Sills performs the
transition from the acute towards the grave through portamento, uses rich
cadences approaching the bel-canto style and fioriture that complement the
melodic line, valorizing the vocal valences. She respects the written rallentando
of the composer (se monto in furore, di rado sto al segno) only in the second
half of the sentence (ma in riso lo sdegno, fo presto a cangiar). The trill on the
fa2 sound (which connects with the reprise) is equally clear in both soloists, but
Sills sings it evenly throughout the whole time, and Freni easily emphasizes the
strong movement from each measure.

The reprise of the aria, as interpreted by Mirella Freni, has more colorful
expressiveness, as if the character took courage to express her feelings in front
of the audience. Beverly Sills uses slides on sounds that have nothing to do with
the bel-canto technique (conosco i mille modi, dell” amorose frodi), introduces a
rallentendo on the sentence i vezzi e I’arti facili per adescare un cor,
anticipating the crown (on cor) and executes a bel-canto characteristic, which is
not written by the composer. The fioriture of this interspersed cadence serve to
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embellish the melody and to highlight the vocal qualities. Being very close to
the genre that she had played before her opera career, Sills uses in cadence the
natural laughter, intercalated between the notes of Donizetti’s cadence and the
glissando (another effect of the musical genre). The two soloists maintain the
final cadence written by Donizetti, with the difference that Freni finishes on the
lal sound and Sills on la2. Both soloists consciously manage their voices, with
the proper vocal technique, based primarily on breathing, the result being the
combining of the singing with the acting itself. The musical image grows
unabated across the entire musical journey, offering expressiveness, sensitivity,
and refinement to every detail required by the score.
5. Conclusions

Beyond the approaching of the roles from the performer’s strict
perspective, each artist feels, at some point, the need of an additional
documentation. Synthesis art, the opera involves interdisciplinary, literature,
choreography, the visual arts being the most important co-participant arts in the
construction of the dramatic action. The “quasi-syncretic” method of entering
the apparently belonging to the music world has been the aesthetic investigation
of a field that we know quite well from the “singer-actor” perspective. For the
artist accustomed to the rigors and the excitements of the stage, a theoretical
approach seems outside the phenomenon, but as knowledge becomes deeper, a
scenic vision that has enjoyed success with all the intuitive application of the
universal art principles, seems to acquire other meanings. The revelation is real
and disturbing, and it certainly has extraordinary effects in the interpretive
process.

References

1. Black, John — Donizetti's Operas in Naples 1822-1848, London: The
Donizetti Society, 1982

2. Carmen Chelaru — Cui i-e frica de istoria muzicii, Vol. | - Stramogii, Povestea
operei, Editura Artes, lasi, 2007 (Carmen Chelaru - Who's afraid of music
history, Vol. | - Ancestors, the story of the opera, Artes Publishing House, Iasi,
2007)

3. Sbaércea, George — Rossini sau triumful operei bufe, Editura Muzicala,
Bucuresti, 1960 (Sbarcea, George - Rossini or the triumph of the buffe opera
Musical Publishing Houshe, Bucharest, 1960)

4. Stefanescu, loana — O istorie a muzicii universale, vol. 111, Editura Fundatiei
Culturale Romane, Bucuresti, 1998 (Stefanescu, loana - A History of universal
music, vol. Ill, Romanian Cultural Foundation Publishing House, Bucharest,
1998)

5. Stefanescu, loana — O istorie a muzicii universale, vol. IV, Editura Fundatiei
Culturale Romane, Bucuresti, 2002 (Stefanescu, loana - A History of universal
music, vol. 1V, Romanian Cultural Foundation Publishing House, Bucharest,
2002)

6. *** The Complete Dictionary of Opera & Operetta, Wings Books, New
York,1989

76



7. GIMNASTICA PRETACTALA. TIPURILE DE EXERCITII SI
IMPORTANTA LOR iN FORMAREA TEHNICII DIRIJORALE
CONDUCTING WARM-UPS. TYPES OF EXERCISES AND THEIR
IMPORTANCE IN DETERMINING THE CONDUCTING TECHNIQUE

Luminita Gutanu Stoian, Lecturer PhD.,
“Spiru Haret” University from Bucharest of Romania

Rezumat: Gimnastica pretactald presupune pregdtirea §i formarea aparatului dirijoral.In
consecintd, exista mai multe tipuri de exercitii, precum, cele de eliberare a bratelor, cele de
relaxare a mugschilor dar si cele pentru formarea gestului dirijoral si perfectionarea lui.Acest
studiu nu detine doar enumerarea tipurilor de exercitii, este un studiu ce evoca toate
posibilele probleme in formarea aparatului dirijoral, modalitdatile de rezolvare a acestora si
argumentarea necesitatii fiecarui tip de exercitiu.

Cuvinte cheie: Gimnastica pretactala, dirijat coral, aparatul dirijoral, tehnica dirijorala

“Tehnica dirijorala este un instrument ce va fi folosit in scopul relatarii
conceptului mental interpretativ si in  conducerea instrumentului
muzical(corul)”.[1] Gimnastica pretactala presupune pregatirca si formarea
aparatului dirijoral. Exista doua tipuri de exercitii:
= exercitil de eliberarea bratelor si de relaxarea muschilor
= exercitii pentru formarea gestului dirijoral si perfectionarea lui.

Cu ajutorul gimnasticii pretactale studentul-dirijor isi formeaza primele
deprinderi dirijorale:
= 1si elibereaza bratele
= 1sirelaxeaza muschii
= capata deprinderea de corelare a mainilor
= 1si formeaza exactitatea pulsatiei metrice si a impulsurilor
» 1isi fixeaza nivelul planului mediu dirijoral

Toate exercitiile vor fi secondate vocal, prin enumerarea tuturor timpilor
din cadrul masurii in caracterul si modul de atac propus. In aceasti ecuatie vocea
dirijorului=corul, iar méainile=dirijorul.

Mainile = Dirijorul < » Vocea dirijorului = Corul

\ Pulsatia interioara /

Dirijjorul — Intentia < » Corul - Rezultatul intentied

Acest binom utilizat in exercitii si in lucrul individual este foarte util
pentru dezvoltarea pulsatiei interioare a studentului-dirijor, mentinerea pulsatiei
pe parcursul intregii lucrari, precum si la corelarea gesticii dirijorului cu
intentiile sale, lucru care mai tarziu va facilita dialogul gestual al dirijorului cu
corul. Iar, ,,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”.[2] Inainte de expunerea setului de exercitii, vom enumera pirtile
componente ale méinii:
= palma
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» poignet-ul (din limba franceza semnifica incheietura mainii)

= antebratul-partea mainii de la poignet pana la cot

» bratul-partea de la cot pana la umar.

II1.1. Exercitii pentru eliberarea bratelor si de relaxare a muschilor
Exercitiul nr. 1

Incepe exercitiul stand cu picioarele departate la nivelul umerilor, bratele vor fi
in jos atarnand firesc pe langa corp. Din aceastd pozitie vom executa miscari
circulare cu umerii, la inceput in spate, apoi in fata.

Exercitiul nr. 2

Revenind 1n pozitia initiald a mainilor vom efectua miscari circulare cu ambele
brate, alternandu-le, vom incepe cu mana dreapta, apoi cu cea stanga.

Exercitiul nr. 3

Cu bratele extinse lateral, flexate in articulatia cotului vom executa miscari
circulare (de la cot) cu ambele maini spre exterior, apoi in interior.

Exercitiul nr. 4

Cu bratele aproape de corp, flexate in articulatia cotului vom executa miscari
circulare din poignet, cu ambele maini spre exterior, apoi in interior.

Exercitiul nr. 5

Din pozitia initiala ridicam bratele la nivelul osului stern cu poignet-ul
suspendat. Se va sta in aceasta pozitie cateva secunde dupa care se vor lasa
bratele n jos in cadere libera (dupa cadere se vor lasa citeva secunde sa se
balanseze 1n virtutea inertiei).

Exercitiul nr. 6

Din pozitia initiald ridicam bratele cat de sus putem cu poignet-ul suspendat. Se
va sta in aceasta pozitie cateva secunde dupa care se vor lasa bratele in jos in
cadere liberad (dupa cadere se vor ldsa cateva secunde sa se balanseze in virtutea
inertiei).

I11.2. Exercitii pentru formarea gestului dirijoral

Vom incepe prin realizarea gestuald a impulsului:

Exercitiul nr. 1

Stand pe scaun in fata mesei (care va fi la nivelul osului stern sau la nivelul
diafragmei a studentului-dirijor) cu mainile in pozitia de avertizare (fixata pe
masa), vom ridica mainile pana la nivelul umerilor, apoi le ldsam sa cada brusc,
in virtutea inertiei pe aceeasi suprafatd a mesei. La ridicarea mainilor studentul-
dirijor va inspira, la impactul cu masa (la loviturd) va expira.

Exercitiul nr. 2

Din aceeasi pozitie se vor realiza aleatoriu lovituri pe suprafata mesei (punctul
de sprijin va ramane in buricele degetelor aratator si cel mijlociu).

Exercitiul nr. 3

Pe aceeasi suprafatd se va efectua un lant de masuri dirijorale de 4 timpi, cu
enumerarea timpilor de catre studentul-dirijor.

Exerctiul nr. 4

Se va efectua exercitiul nr. 3 din pozitie fireasca de dirijat (din picioare),
utilizand planul mediu dirijoral, schema se va dirija prin ‘scuturare’ de maini,
enumerarea timpilor raimane valabila.
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Exercitiul nr. 5

In acest exercitiu se va trece treptat de la ,,scuturat” la o tactare fireasca,
temperand treptat gestul, pastrand lejeritatea mainii si exactitatea impulsului.
Pentru asimilarea rapida si corecta a efectudrii auftakt-ului va propunem un set
de exercitii practice:

Exercitiul nr. 1

Vom exersa cele doud faze de efectuare ale auftakt-ului. Stand pe scaun in fata
biroului sau a unei mese (ideal este sa existe un dispozitiv pentru dirijat), masa
fiind la nivelul planului mediu de dirijat, studentul-dirijor isi va fixa mainile pe
aceasta in pozitia de avertizare, sprijinindu-se pe buricele degetelor (in special
pe aratator si cel mijlociu), fixandu-si punctul de pornire. Dupa ce si 1-a fixat va
efectua avantul (mana va merge in sus) mimand respiratia, apoi lasand-0 in
cadere liberd mana va reveni 1n pozifia initiald. Dupa ce se va exersa de mai
multe ori, acest exercitiu va fi realizat de catre studentul-dirijor si din picioare pe
planul mediu de dirijat (pe planul imaginar).

Exercitiul nr. 2

Stand pe scaun in fata biroului sau a unei mese, masa fiind la nivelul planului
mediu de dirijat, studentul-dirijor isi va fixa mainile pe aceasta in pozitia de
avertizare, sprijinindu-se pe buricele degetelor (in special pe aratator si cel
mijlociu), fixandu-si punctul de pornire. Se va efectua un lant de batai dirijorale
in schema de 4 timpi cu oprire dupa fiecare bataie (atentie! — oprirea presupune
prezenta binomului impuls - recul). Revenirea in schemd sau continuarea
lantului de batai dirijorale se va face cu ajutorul auftakt-ului, gestual se va pleca
de pe bataia pe care s-a oprit catre urmatoarea, mimand respiratia. Pe acelasi
principiu se va proceda la fiecare bataie din cadrul masurii. Acest exercitiu se va
efectua si Tn scheme dirijorale de 3 si 2 timpi. Dupa ce se va exersa de mai multe
ori, acest exercitiu va fi realizat de catre studentul-dirijor si din picioare pe
planul mediu de dirijat.

Exercitiul nr. 3

Acest exercitiu se va efectua dupa principiul exercitiului nr. 2, doar ca fiecare
lant de batai dirijorale va incepe de pe un alt timp. De exemplu: primul lant de
batai dirijorale va incepe de pe timpul 2 din masura de 4 timpi, aceasta
presupunand ca studentul-dirijor sa dea auftakt-ul de pe timpul intai, daca va
incepe de pe timpul 3, auftakt-ul va fi de pe timpul 2 etc. Si acest exercitiu se va
efectua in scheme de 3 si 2 timpi.

Exercitiu nr. 4.

Se va efectua pe principiul exercitiului nr. 3, dar fara opriri in cadrul masurii; se
pot alterna tipurile de contur.

Exercitiul nr. 5

Se vor dirija urmatoarele exercitii ritmice:
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Atentie ! Toate exercitiile vor fi secondate vocal de catre studentul-dirijor
prin enumerarea tuturor timpilor din cadrul masurii in caracterul, pulsatia
metricd si modul de atac propus. La fel, toate auftakt-ele (respiratiile)
obligatoriu vor fi executate. Este foarte important ca in timpul efectuarii
exercitiilor studentul-dirijor sa-si urmareasca toate senzatiile (momentele de
eliberare a intregului aparat dirijoral, momentele de lovituri (impuls-recul)) si
coordonarea celor trei piloni:pulsatia interioara, enumerarea timpilor si binomul
impuls-recul. In concluzie: ,,Realizarile artistice si pedagogice ale unui student,
viitor profesor-dirijor depind de o educatie corecta, de capacitatile sale creatoare
si de o pregatire corecta profesionala.[3].

Abstract: The conducting warm-ups entail the preparation and shaping of the conducting
apparatus. Consequently, there are several types of exercises, such as releasing the arms,
relaxing the muscles, but also those that help shape and perfect the conducting gesture. This
study comprises not only an enumeration of the types of exercises, but it also displays all the
potential problems one may encounter in the formation of the conducting apparatus and the
methods of solving them. It also explains the need for every type of exercise.

Key words: The coducting warm-ups, choral conducting, conducting apparatus, conducting
technique
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The conducting technique is a tool to be used for the purpose of
displaying the performing mental approach and for leading the musical
instrument (the choir).[1] The conducting warm-ups entail the preparation and
formation of the conducting apparatus. There are two types of exercises:
= Exercises for releasing the arms and relaxing the muscles;
= Exercises for forming and perfecting the conducting gesture.

By means of the conducting warm-ups, student conductors acquire their first
conducting skills:

= they release their arms;

= relax the muscles;

= |earn to correlate their hands;

= develop precision in performing the metric pulsation and the conducting
impulses;

= set the level of the median conducting plane.

All the exercises are to be seconded by voice, by enumerating all the beats
within the measure, in the intended character and manner of attack. In this
equation, the conductor’s voice represents the choir and his/her hands — the
conductor.

Mainile = Dirijorul = » Vocea dirijorului = Corul

\ Pulsatia interioara /

Dirijorul — Intentia - » Corul — Rezultatul intentiei

The hands = The conductor The conductor’s voice = The choir
Inner pulsation

The conductor — The intent The choir — The intent’s result

Used in exercises and in the individual study, this binomial is very useful in
developing the inner pulsation of the student conductor, in maintaining the
pulsation throughout the entire work, as well as in correlating the conductor’s
gestures with his or her own intents, which would later on facilitate the
conductor’s gestural dialogue with the choir. “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.”[2] Before
presenting the set of exercises, we shall enumerate the constituent parts of the
hand:
= the palm;

» the poignet (the French term for the hand’s wrist);

» the forearm — the area between wrist and elbow;

= the arm — the area between elbow and shoulder.

I11.1. Exercises for releasing the arms and relaxing the muscles
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Exercise no. 1

Start by placing your feet shoulder-width apart, with both arms down, in a
natural position. From this posture, we shall start rotating the shoulders, at first —
to the back, and then — to the front.

Exercise no. 2

By reverting to the initial position of the hands, we shall rotate both arms, one
after the other, starting with the right arm and, then, with the left one.

Exercise no. 3

With both arms extended laterally and flexed from the elbow joint, we shall
execute circulatory movements with both hands (from the elbow), first towards
the exterior, and then, to the interior.

Exercise no. 4

With our arms next to the body, flexed at the elbow joint, we shall rotate both
hands from the wrists, first to the exterior and then — towards the interior.
Exercise no. 5

From the initial position, we must raise our arms to the level of the breastbone,
keeping the wrists suspended. We shall hold this posture for a few seconds and,
then, let the arms fall down freely (after the fall, they must be allowed to sway
freely for a few seconds, based on their inertia).

Exercise no. 6

From the initial position, we must raise our arms, as high as possible, while
keeping the wrists suspended. We must hold this position for a few seconds, and
then let the arms fall down freely (after the fall, they must be allowed to sway
freely for as few seconds, based on their inertia).

111.2. Exercises for forming the conducting gesture.

We shall start by making the gesture of the impulse:

Exercise no. 1

Sit down on a chair, in front of a table (which must be at the level of the
breastbone or diaphragm of the student conductor), with the hands in “warning”
position (fixed on the table). We must raise our hands up to the shoulders’ level,
and then let them fall back suddenly, based on their inertia, on the same table
surface. The student conductor must breathe in, when lifting the hands, and
breathe out — when the hands hit the table.

Exercise no. 2

From the same position, we are to make random hits on the surface of the table
(the handhold shall remain in the tips of the index and middle fingers).

Exercise no. 3

On the same surface, the student conductor is to make a chain of 4-beat
conducting measures, while enumerating each beat.

Exercise no. 4

It consists of Exercise no. 3, executed from a natural conducting stance (from
standing position), using the median conducting plane. The pattern shall be
conducted by “shaking’ the hands. The enumeration of beats remains valid.
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Exercise no. 5

In this exercise, one must shift gradually from ,,shaking” the hands to a natural
conducting gesture, while gradually moderating the gesture and keeping the
legerity of the hand and the precision of the impulse. In order to facilitate a fast
and correct learning of the upbeat gesture, here is a set of practical exercises:
Exercise no. 1

We will practice the two stages of performing the upbeat. Sitting on a chair in
front of a desk or table (positioned at the median conducting level), or, ideally,
in front of a conductor’s music stand, the student conductor shall put their hands
on the table, in warning position, while leaning against the fingertips (especially
on the index and middle fingers), setting their starting point. After they have set
it, they shall give impetus (the hand will go upwards), whilst mimicking
breathing, and then, they shall let the hand fall back freely to the starting
position. After practicing this several times, this exercise must be repeated by
the student conductor, this time from standing position, from the median
conducting plane (an imaginary plane).

Exercise no. 2

Sitting on a chair in front of a desk or table (positioned at the median conducting
plane), the student conductor shall put their hands on the table, in warning
position, while leaning against the fingertips (especially on the index and middle
fingers), setting their starting point. A chain of conducting strokes shall be
made, on a 4-beat pattern, with a stopping after each stroke (attention! — the
stopping entails the presence of the impulse — recoil binomial). The return to the
beat pattern or the continuation of the chain of conducting strokes shall be made
through the upbeat. In terms of gestures, the conductor shall start from the stroke
that they stopped on, towards the next one, while mimicking inhalation. The
same principle shall be applied for each stroke within the measure. This exercise
shall also be made in 3 and 2-beat patterns. After practicing several times, the
student conductor must also repeat this exercise from standing position, from the
median conducting plane.

Exercise 3

This exercise follows the same principle as exercise 2, only, this time, each
chain of conducting strokes shall start from a different beat. For instance: the
first chain of conducting strokes shall start on the second beat of the 4-beat
measure. This entails that the student conductor give the upbeat on the first beat.
Should the chain of strokes start on the third beat, then the upbeat will come on
the second beat, etc. This exercise is also to be carried out in 3 and 2-beat
patterns.

Exercise 4.

Ex. 4 follows the same principle as exercise 3, only without stopping within the
measure; the types of beat patterns can be alternated.

Exercise 5

The following rhythmic exercises shall be conducted:
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Attention! All the exercises must be vocally seconded by the student
conductor, by enumerating all the beats within the measure, with the intended
character, metric pulsation and manner of attack. Similarly, it is compulsory that
all the upbeats (the inhalations) be mimicked. While carrying out the exercises,
it is highly important that the student conductor monitor all of his/her sensations
(the moments of release of the entire conducting apparatus, the moments of hits
(impulse — recoil) and the coordination of the three pillars: the inner pulsation,
the enumeration of beats and the impulse — recoil binomial. The conclusion: “
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.”[3]
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Rezumat: Lectia de educatie muzicala se constituie din citeva tipuri de activitati muzicale:
audierea, interpetarea la un instrument muzical, discutii pe marginea artei muzicale, facindu-
se apel la cunostintele actuale in domeniu, la terminologia adecvata, la exercitiul de
interpretare elementar la cele mai simple/ elementare intrumente muzicale. Demersul
nostru stiintific releva modul de formare a culturii muzicale la elevi Tn cadrul procesului
didactic in scoala, precum si rolul si importanta instrumentului muzical in acest proces, ca
modelare a activitatii intregii clase de elevi, asemenea unei orchestre.

Cuvinte cheie: lectia de educatie muzicala, activitatea instrumentala

1. Introducere

Considerata ,,cea dintai facultate”, muzica a ocupat un loc important in
evolutia societatii. Interpretarea la un instrument muzical a reprezentat,
dintotdeauna, un mijloc actual de studiere a muzicii. Tn acest context, amintim
de arta Egiptului antic, sec. al XVIII-XV i.e.n., de paleta colorata de pe peretii
pictati ai necropolei de la Deir el Bahari, de relieful statuielor din cadrul
compozitiei sub forma de cub a faraonului Amenophis Son of Hapu, dominate
de scene ritualice si caracterizate printr-o mare muzicalitate a compozitiile
traditionale, reprezentind artistii-interpreti la instrumente de percutie, de suflat si
cele cu coarde. Acelasi lucru ne sugereaza si figurile muzicienilor avind diferite
pozitii, gesturi lor, expresiile faciale spiritualizate ale celor ce bat ritmul cu
palmele etc. Istoria confirma faptul cd oamenii de artd din antichitate erau
renumiti pentru nivelul ridicat de spiritualitate, intelect si creativitate in ce
priveste exercitiul de interpretare la diverse instrumente muzicale.

,Muzica, dupa cum afirma Platon, ofera un suflet universului, aripi
mintii, zbor imaginatiei si viata oricui”. Ea reprezintd un raspuns uman bazal.
Muzica poate fi motivanta si agreabild; ea poate incuraja relationarea, relaxarea,
invatarea si auto-exprimarea. Astfel, muzica constituie unul dintre
fundamentele umanitatii sufletului omului. Formarea culturii muzicale la elevi,
in conditiile unei scoli de culturd generald, constituie o problema importanta a
pedagogiei muzicale moderne... ,,Educarea copiilor prin muzica si pentru muzica
este o tema de permanenta actualitate” [3, p. 273]. Posedind valente cognitive,
dar si afective, si volitionale, muzica imbogateste sufletul elevilor, modelindu-i
pentru viata de zi cu zi.

2. Rolul capacitatilor muzicale in activitatea instrumentala

Drumul dezvoltarii capacitatilor muzicale urmeaza sa aiba un mers gradat
de la cunoscut la necunoscut, de la simplu la complex si se bazeaza, in principal,
pe auditie si pe largirea orizontului de cunoastere si culturd. Educatia muzicala,
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ca si celelalte discipline scolare, se supune acelorasi principii §i etape, facind uz
de mijloace si procedee specifice fiecdrui ciclu de invitimint. Inteleasa ca
fenomen artistic cu implicatii in viata spirituald, muzica contribuie la realizarea
obiectivului de baza al societatii — educatia personalitatii umane, cultivarea unor
sentimente deosebite, cu efecte polivalente asupra vietii lor spirituale. Or,
celebrele opere muzicale constituie niste valori culturale veritabile ale omenirii
si reprezinta elemente fundamentale de cunoastere si creatie, puse in slujba
marilor idealuri umane — Binele, Adevarul, Frumosul etc. La lectiile de educatie
muzicala sint integrate diferite tipuri de activitdti muzical-didactice: auditia,
interpretarea vocal-corald, care urmareste cultivarea vocii si a auzului muzical,
formarea deprinderilor de a cinta expresiv, dar una din activitatile muzical-
didactice este exercitiul de interpretare la instrumente muzicale.

Conform acestor afirmatii lectia de educatie muzicald trebui si fie
construitd in asa fel incit fiecare elev sd poatd fi parte activd a procesului,
indiferent de particularititile, aptitudinile personale si dotarea muzicala. In acest
sens, elevul trebuie sa se simta purtator de har, co-creator i co-participant, al
actului de creatie muzicald, fapt ce ar contribui substantial la dezvoltarea unei
multitudini de abilitati muzicale. Or, dupa cum afirma Vygotsky, ,,Dezvoltarea
este un continuu proces de auto-miscare, in vederea crearii a ceva nou, initierea
copilului pe treptele cunoasterii” [10, 248]. La aceastad etapa de formare si
educatie, este necesar de a fi gasite astfel de metode, tehnici, modele,
instrumente, forme, abordari, care ar permite elevului sd manifeste maximum de
creativitate in baza cunostintelor acumulate, sa gaseasca raspunsuri la intrebarile
aparute, ceea ce ar spori semnificativ formarea diverselor abilitdfi muzicale.
»ACtivitatea centrala a intregului proces de educatie muzicala (din punct de
vedere senzorial, cognitiv si afectiv) o constituie cintarea (vocala si
instrumentald). Prin aceasta se realizeaza: educarea auzului muzical, cultivarea
memoriei muzicale, a atentiei auditive, formarea i dezvoltarea deprinderilor de
interpretare, asimilarea unui repertoriu de cintece si piese instrumentale etc.” [6,
86].

3. Realizarea procesului de activitate muzical-didactica instrumentala la
lectia de educatie muzicala

Realizarea repetata si sistematica, constientd a unor exercitii muzicale ce
urmaresc formarea capacitatilor, abilitatilor de executie, interpretarea si
decodificarea limbajului muzical, a notelor muzicale, prin intermediul jocului
didactic, dezvoltarea capacitatilor interpretative la un instrument muzical — toate
contribuie la consolidarea unor capacitati, dezvoltarea unor aptitudini muzicale
si cultivarea personalitatii  din perspectivd muzicald. ,,Practicarea cintarii
instrumentale la lectie sa fie infaptuitd pe cai cit mai eficiente in lumina
modernizarii Intregului proces instructiv-educativ” [4, p. 125].

Formarea deprinderilor interpretative la instrumente muzicale la copii
depinde, in mare masura, de conditiile de lucru al profesorul. Mai intii de toate,
aceasta depinde de instrumentele de care dispune, precum si de particularititile
de virstad ale copiilor si experienta lor anterioard in ce priveste interpretarea la
instrumente muzicale. Acest tip de activitate muzical-didactica introduce un
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element ludic in cadrul lectiei, fiind un procedeu ce are mari beneficii in
educatia muzicald, Intrucit faciliteaza dezvoltarea unor facultati latente privind
memoria, simtul ritmic, auzul muzical, vocea. E demn de mentionat si faptul ca
jocul apropie copiii de muzica fara efort, pe o cale adecvata si proprie virstei lor,
contribuind la cultivarea creativitatii, fanteziei si imaginatiei. De asemenea, un
avantaj al jocului muzical ar fi contributia la depasirea timiditatii, formarea
spiritului de echipa etc. Sarcina profesorului este aceea ca, in sala de clasa, sa
dezvolte tot spectrul de capacitati de perceptie complexe, s dezvolte talentul de
interpretare si de creatie.

Extrem de valoroase, din perspectiva pedagogica, sint reprezentarile privind
premisele psihologice si fiziologice ale dezvoltarii capacitatilor muzicale.
Formarea muzicalitdtii este un proces mental complex ce tine de activitatea
nervoasd superioarda integratd a emisferelor creierului, cortexului cerebral si
structurilor subcorticale. Ele asigurda posibilitatea dezvoltarii abilitdtilor de
interpretare la un instrument muzical - ca mijloc de cunoastere estetica si
intelectuala a elevului. Studiile in domeniu aratd ca analizorul kinestezic se afla
intr-o legatura indispensabila cu analizorul tactil, iar abilitatile locomotorii sint
determinate de factori externi. Analizatorii tactili se caracterizeaza printr-0
sensibilitate sporitd la virsta scolarului mic, de aceea calitatea sunetului,
intonatia, coloratura timbrald trebuie cultivate anume la aceasta virstd. Ca
urmare a unei asemenea educatii, care vizeaza formarea si reglarea mobilitatii,
elevul devine mult mai receptiv fata de arta muzicala.

Rezultatele cercetarilor lui B.M.Teplova reprezintd o confirmare a ipotezei
de naturd psiho-pedagogica privind legdtura existentd intre miscarea musculara
si analizorul locomotor al ritmului. Aceasta denota faptul ca ,,interpretarea la
instrumente muzicale ritmice implica integrarea activitatii locomotorii” [8, p.
210]. Tn acest context, profesorul Weiss mentiona: ,,.La baza lectiei de educatie
muzicala trebuie sa stea o piesd muzicala integrala, iar educatia ritmica trebuie
sa fie o parte integrantd a tuturor tipurilor de activitate muzicala” [11, 3-4]. E
demna de remarcat, in aceasta ordine de idei, si opinia lui G.Tsypin, care
considera urmatoarele: ,,Actul decodarii expresiv-poetice a ritmului in procesul
de reproducere a unei piese muzicale creeaza un mediu propice pentru cultivarea
simtului ritmic in muzica” [9, 26].

O serie de lucrari denotd formarea la elevi de virsta scolard mica a vocii i
a auzului muzical fin/rafinat datoritda interpretarii la instrumentele muzicale
pentru copii. E foarte important cd auzul muzical fin si capacitatea
intonarii/interpretarii corecte sint cultivate in mod activ la copii cu ajutorul
instrumentelor muzicale. Urmeaza sa raspundem la intrebarea in ce mod decurge
acest proces destul de complex, dar atit de util si important? Un interes sporit, in
acest sens, 1l prezinta cercetarea profesorului lituanian A.Pilichauchkas, care
releva fezabilitatea insusirii muzicii utilizind diverse instrumente muzicale
ritmice, cu diferite Tndlfimi, ca metoda de activizare a capacitatilor muzical-
senzoriale: metoda constientizarii semnificatiei intonate, metoda constientizarii
semnificatiei individuale a operelor muzicale [7].
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,uUrechea mea percepe vocile zglobii ale copiilor”, subliniaza profesorul
georgian Sh. Amonashvili [1, p. 10]. Capacitatea de percepere si reproducere
auditiv-senzoriale reprezinta un factor important in formarea/cultivarea auzului
fin. Nivelul de dezvoltare a auzului e determinat, ntr-o anumita masura, atit de
perceperea interioard a evolutiei melodice, cit si de reproducerea melodiei cu
ajutorul vocii. In cazul copiilor care nu au dezvoltati intonarea melodiei
cintecului, interpretarea la instrumenle muzicale devine cel mai eficent mijloc de
dezvoltare a coordondrii dintre auz si voce. Printre capacitatile muzicale de baza
dupa savantul B.M.Teplov releva simtul modal, adica capacitatea de a distinge,
in plan emotional, functiile modale ale sunetelor in planul tonal major $i minor.
In practica pedagogica, profesorul pune in fata interpretului de muzici diferite
sarcini:

e dezvoltarea capacitatilor muzicale ale elevilor;

e asimilarea cunostintelor de ordin teoretic;

e familiarizarea cu traditiile populare prin intermediul instrumentelor muzicale;
e consolidarea cunostintelor in ce priveste operele muzicale de diferite genuri,
studiate anterior etc.

Teoria educatiei muzicale in scoala are la baza  aspectul practic,
introducerea in procesul lectiei a interpretdrii la un instrument muzical, ceea ce
contribuie, In mod considerabil, la activizarea formarii capacitdtilor muzicale la
elevi. Exersarea la instrumentul muzical la lectie implicd dezvoltarea tuturor
capacitdfilor muzicale ale elevilor, printre care subliniem auzul muzical rafinat
melodic, armonic, modal, tonal, dinamic, polifonic etc. Acestea reprezinta
conditii favorabile pentru insusirea de catre elevi a notatiei muzicale.

De regula, profesorii au la dispozitie cele mai simple instrumentele de
percutie: tambur, doba, maracas, instrumente galagioase, etc. Profesorul I.Gagim
instrumentele muzicale pentru copii le clasificd in: instrumente de percutie
acustice (ritmice, sonore: toba, tamburina, triangul, maracasele etc.);
instrumente de percutie melodice: xilofonul, metalofonul, pianul etc.;
instrumentele de suflat: armonicile de suflat, muzicute, fluerase, flaute etc.;
instrumente de coarde ciupite: tambal, harpa etc.; instrumente electronice: orgile
etc. [2, p. 165]. E.M. Pasca prin cercetdrile sale instrumentele muzicale le
clasifica: obiecte sonore — fluerul cu apa, cutiute rezonatoare, betisoare pentru
ritm, ciocanelul pneumatic; instrumente de percutie — tobita, tamburina, triangul,
xilofonul, clopoteii etc.; instrumentele de suflat — fluerul, triola (clavieta),
muzicuta [5, p.35].

Exersarea interpretarii chiar si la astfel de instrumente muzicale contribuie
la aprofundarea cunostintelor elevilor in domeniu. Diverse modalitati de
interpretare necesitd o munca diligenta, asidud in vederea formari competentelor
de interpretare muzicald, coordonarea miscarilor, distingerea sunetelor dinamice
si a celor timbrale. Dobindirea acestor abilitdfi dezvoltd capacitatea de a
patrunde in imaginea artistica a operei, precum si cea de re-creare in procesul de
interpretare. O importantd deosebitd o are formarea de competente auditive si de
auto-control auditiv privind calitatea sunetului si capacitatea de a urma
instructiunile dirijorului.
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Propunem citeva directii metodice pentru desfasurarea acestui tip de
activitate:
 prezentarea elevilor a fiecarui instrument muzical, astfel incit acestia sa fie
interesati de activitatea in cauza si sa-si aleaga instrumentul preferat;
 sarcini metodice bine gindite si structurate pentru un asemenea tip de
activitate, ce asigura asimilarea consecventda a competentelor necesare pentru a
cinta la un anumit instrument muzical, facind uz de improvizatie, dezvoltind
creativitatea, imaginatia si fantezia copiilor;
» o atentie deosebitd a se acorda fragmentelor muzicale bazate pe creatia
studiata, in vederea dezvoltarii simfului ritmului la elevi, precum si intelegerea
logicii perceperii imaginii auditiv-sonore, constientizarea simtului modal si a
formei muzicale;
* perceptia materialului muzical-artistic asociat cu activitatea vocal-corala;
* selectarea materialului muzical legat de muzica populara, constructii modal-
intonationale ale folclorului muzical, exercitii vocalizate, varieri melodice etc.
4. Concluzii

Integrarea acestui tip de activitate muzical-didactica in lectia de educatia
muzicald contribuie la formarea diferitelor competente, una dintre competentele
date apropie capacitdtile interpretative ale elevilor, transformind clasa intr-0
orchestra de performantd. Utilizarea metodelor de invatare a interpretarii la un
instrument muzical, elaborate in pedagogia clasica, asigura integrarea fiecarui
copil ce Tnvatad interpretarea unei opere muzicale in procesul muzical. Acest tip
de activitate implica asimilarea de catre elevi a diferitelor tipuri de intonatii
muzicale, a principiilor polifoniei: elevii se obisnuiesc cu audierea tesaturii
polifonice a operei artistice, a distinge functia de orchestra, partiturile diferitelor
instrumente, a supune rezonanta instrumentului sdu rezonantei ansamblului in
intregime.

Abstract: The music lesson is based on various kinds of musical activities: listening to music,
vocal and choral performance, talking about the music art, using music terminology as well
as music theory knowledge are integrated into the lesson through movements and music
played on elementary musical instruments. The present article reveals the formation of
students’ musical culture in a secondary school, and namely the role and importance of
instrumental activity in the shaping of a whole class of students as a cohesive band.

Key words: musical education, instrumental activity

1. Introduction

Throughout the time, instrumental music playing has been a unique means
of learning music. History takes us to the art of Ancient Egypt, the middle of
the XVIIIth-XVth century BC., to a colorful palette of wall manuscripts of Deir
el-Bahari necropolis, to the reliefs of the cube statue of Amenhotep at Thebes
composition, dominated by scenes of rituals characterized by high musicality
ceremonial songs, which contribute to the presentation of the performers on
percussion, string and wind instruments. It also takes us to the testimony of
musicians in various positions, with varying gestures, and inspiring individuals
beating the rhythm of hands, etc. History attests that the ancient artists were
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famous for their high level of spirituality, exceptional intellect and creative
instrumental music playing.

Music constitutes one of the foundations of the human soul humanity.
Formation of pupils’ musical culture in the comprehensive school is a topical
problem of modern music pedagogy. Musical development is the "spiral”
accumulation of musical experience, it is a gradual transition of music forms
from simple to more complex matter, it is improvement of musicality ... "The
influence, through music, on students and their whole spiritual world and their
morality” [3, p. 273]. The art of music serves for the main purpose of society,
which is formation of a new man, sensible and possessing high spiritual culture.
Interest in the art of music, passion for music, and love for it is a prerequisite for
its opening widely and sharing its beauty, fulfilling its educational and cognitive
role, serving as a form of spiritual culture.

2. The role of musical abilities in instrumental activities

The teacher goes to the lesson with the music score, hears the music of the
score in the sounds of children's performance (agility of childish play), sees
him/herself at the conductor's desk with a magic education wand, believing that
the miracle of education lies in his/her spirituality and devotion to children.
Different kinds of musical activities are integrated at the lesson of musical
education: listening to music, vocal and choral singing, musical-theoretical
work, playing musical instruments and others. The music lesson should be
designed so that each student could take an active part in this process, regardless
of their personal characteristics and natural inclinations. A man must feel co-
creator and partner, bearer and embodiment of this wonderful art form. Personal
involvement in music playing develops a variety of musical abilities.

"Development, wrote L.S. Vygotsky, is a continuous process of self-
movement, the emergence and formation of something new, the child’s
climbing the ladder of development™ [p. 248]. Based on reproductive
knowledge, training and education should find such methods, techniques,
models, tools, forms, approaches that would allow the student to be creative, to
find answers to raised questions, which, in consequence, will significantly
increase the formation of various musical abilities. ,,The central activity of the
whole process of music education (in terms of sensory, cognitive and affective)
the song is the vocal and instrumental. This is achieved: education of hearing
music, cultivating musical memory, auditory attention, training and skills
development interpretation, assimilation of a repertoire of songs and
instrumental pieces etc.” [5, 86].

From the standpoint of developing pupils’ musicality in instrumental
activity the transition from mastering methods and techniques of playing music
to mastering the music scores, the execution of instrumental exercises, playing
in music bands leads to technical and artistic work on a piece of music, forming
the musical level of the individual. ,,Practicing songs to instrumental lesson to
be done in the most efficient ways of modernizing the light of the whole
educational process” [4, p. 125].
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3. Achievmentof the process of musical didactic activity at musical
education lesson

Children’s organizition in playing musical instruments is largely determined
by the conditions in which the teacher works. First of all, this is the set of
instruments available and at the teacher’s disposal, as well as the age
characteristics of children and their prior experience in playing musical
instruments. This kind of musical activity adds liveliness to the lesson, in the
form of a game pupils grasp the material of various difficulties. In addition, the
need for artistic expression is identified, which contributes to creating an
atmosphere of eagerness and interest in music lessons. Collective
communication, extensive self-updating of students’ knowledge promotes
creativity in the classroom, as well as the comprehension of art and aesthetic
phenomena of life. The teacher’ task in the classroom is to develop abilities of
complex perception as well as the talent of creative play, the talent of complicity
with the artistic work.

Ideas about the psychological and physiological prerequisites for the
formation of musicality are rather valuable to the pedagogical aspect.
Developing musicality is a complex mental process of the higher nervous
activity, implemented within an integrated activity of the cerebral cortex and sub
cortical structures. They provide ground for objective justification of
opportunities for mastering playing musical instruments skills as a means of
aesthetic and intellectual knowledge of a pupil. Studies show that the Kinesthetic
analyzer is closely associated skin analyzer and mobility and with the cognitive
process are regulated by external influences. Tactile analyzers are particularly
sensitive in the early school year, which means it is better to initiate to form the
sound quality, the height intonation, tonal coloration at this age. Pupils may
learn to feel musical art better provided that training takes place in accordance
with their motor and autonomy peculiarities.

In B.M.Teplov’s work we find psycho-pedagogical confirmation of the
thesis related to the muscular movement as an objective analyzer of the motor
nature of the sense of rhythm. It attests that "when playing rhythm instruments
motor and musculoskeletal system activities are integrated” [8, p. 210].
Practitioner P. F. Weis said: “An integral piece of music should be chosen for a
music lesson, rhythmic education should be an organic part of all kinds of
musical activity” [10, p. 3-4]. Researcher G.M. Tsypin confirms: "Expressive
and poetic decoding of rhythm when playing a piece of music produces the best
environment for the education of musical rhythmic sense” [9, p. 26].

Many studies point to the formation of the elementary school students’
singing voice and high pitch hearing ability by playing children's musical
instruments. A valuable conclusion is that children’s high pitch hearing and the
ability to intone correctly is actively formed through playing a musical
instrument. How does this very complex, but also very useful and important
process advance? Lithuanian teacher A. Pilichauskas’ research is of interest, in
which the author proves the feasibility of making music using a variety of pitch
and rhythm musical instruments as a method of music and sensory abilities
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activation: the method of realization of intoned meaning; method of individual’s
awareness of musical works [7]. ”I can hear loud voices of children in my ears”,
said the Georgian educator Sh. Amonashvili [1, p. 10].

Correct perception and reproduction of pitch relations is a factor in the
formation of high pitch hearing, which is the basis of ability to auditory
presentation. The level of pitch hearing development, to a certain extent, is
linked to both the inner sensitivity of melodic development and voice
reproduction of melody. For children who have developed poor intoning
abilities, playing musical instruments becomes the best way to develop
coordination between the ear and the voice. Among basic musical abilities B. M.
Teplov singled the frets feeling, i.e. the ability to distinguish emotionally modal
functions of melody sounds of major and minor tonality. In practice, the music
teacher addresses to instrumental performing, setting different tasks:

* developing students’ musical abilities;

* mastering theoretical knowledge;

« introduction to the folk traditions through musical instruments;

« reinforcing knowledge on musical works belonging to various genres, etc.

The theory of musical education is basically confirmed by practical
experience in the school, including in the course of the lesson playing musical
instruments, activating the students’ formation of musical abilities. Instrumental
performance in the classroom for music education contributes to the
development of musical abilities, one of which is more strongly developed in
this type of activity - an ear for music: high pitch, melodic, tonal, dynamic,
harmonic, polyphonic, and the like; with this development favorable conditions
for the development of students’ music notation literacy are insured. Professor I.
Gagim musical instruments for kids classified as: acoustic percussion (rhythmic
sound: drum, tambourine, triangle, maracasele etc.); melodic percussion
instruments: xylophone, metalofonul, piano etc .; wind instruments: wind
harmonics, harmonicas, whistles, etc .; plucked string instruments: dulcimer,
harp, etc .; electronic tools: orgy etc. [2, p. 165]. Researcher EM Pasca classifies
musical instruments: sound objects - whistle with water, boxes resonators,
rhythm sticks, pneumatic hammer; percussion - Tobit, tambourine, triangle,
xylophone, bells etc .; wind instruments - flute, triola (melodica), music [6,
p.35].

As a rule, teachers have at their disposal the most simple, mainly
percussion instruments: the frame drum, drums, the triangle, the maracas, rattles,
etc. Playing even such instruments extends the range of students' knowledge,
ways of playing them and requires purposeful work on formation of sound and
sound recognition skills, coordination of movements, distinguishing features of
timbre and dynamic sound. The acquisition of these skills forms the ability to
perceive the artistic image of the product and the ability to creatively reproduce
it while performing it. Of particular importance is the formation of auditory
skills and self-control for the sound quality and the ability to follow the
conductor's instructions.
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The methodological guidelines which follow describe how this type of
activity carried out in practice:
e demonstration of each musical instrument to students, so that students get
interested in playing them , and choose an instrument they like best;
e development of purposeful activities supported by  methodological
guidelines, ensuring consistent absorption of the necessary skills to play a
particular instrument, free improvisation by children, which develop their
creativity, imagination, and fantasy;
e particular attention to studying basics of musical literacy in order to develop
pupils’ sense of rhythm, as well as their understanding of the pitch pattern
logics, understanding of musical frets and musical form;
e perception of musical imagery in combination with vocal and choral
activities;
e selection of musical material associated with folk music: Music popevki, fret
intonation revolutions of folk music, henchmen, varying melodies, etc.
4. Conclusions

The integration of this type of activity in the music lesson contributes to
the formation of a number of competencies, one of the competencies bridging
the students’ performance capabilities, turning the class of students into a
performing orchestra. Using the teaching methods of playing a musical
instrument set in the depths of folk pedagogy each child gradually integrates into
the musical performance when learning to play a piece of music. Within this
type of activity, students learn different types of musical tones, the principles of
polyphony, they get accustomed to hear the polyphonic fabric of the work, to
distinguish between the function of the orchestra, the party of different
instruments, and they subdue the sound of their instrument to the sound of the
whole orchestra.
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9. PROBLEMELE PERIODIZARII ISTORICE IN DEZVOLTAREA
MUZICII PENTRU PIAN DIN REPUBLICA MOLDOVA
THE PROBLEMS OF HISTORICAL PERIODIZATION IN THE
DEVELOPMENT OF PIANO MUSIC IN THE REPUBLIC OF
MOLDOVA

Inna Hatipova, Associate Professor PhD.,
Academy of Music, Drama and Visual Arts, Chisinau, Republic of Moldavia

Rezumat: Muzica pentru pian din Republica Moldova reprezinta un complex amplu in
sistemul istoric format. Create in diferite perioade istorice, lucrarile pentru pian ale autorilor
autohtoni reprezinta diferite directii stilistice, tehnici de scriitura componistica, tipuri de
orientare folclorica, precum si diversitatea facturii pianistice. Ildentificarea principalelor
etape istorice in dezvoltarea muzicii pentru pian din Republica Moldova si caracteristica ei
ne permit sa intelegem legitatile de dezvoltare a artei muzicale nationale. Periodizarea
istorica este determinata de factorii istorici obiectivi de caracter socio-politic si economic,
precum $i de momentele subiective legate de activitatea unor autori concrefi.

Pe baza lor, dezvoltarea muzicii pentru pian a compozitorilor din Republica Moldova
poate fi impartita in trei etape: anii 1930 — 1950, 1960 — 1970, 1980 — pana in prezent. Etapa
initiala este legata de primele experimente ale lucrarilor pentru pian in diferite genuri, care
vizeazd canoanele existente in lumea muzicii. A doua perioada a fost marcata de cresterea
activitatii componistice, aparitia multor nume noi, crearea unui numar semnificativ de piese
pentru pian, in care este largit domeniul de aplicare a mijloacelor de expresie, este imbogatit
limbajul muzical. O particularitate a perioadei a treia consta in reducerea activitatii
componistice si in aprofundarea tendintei de individualizare a ideilor artistice, aparitia mai
multor tehnici moderne de comporzitie.

Scopul acestui articol este de a dezvalui legitatile obiective ale dezvoltarii istorice a
creatiei pentru pian a compozitorilor din Republica Moldova, de a identifica principalele
tendinte in formarea acesteia, de a caracteriza evolutia atitudinii compozitorilor autohtoni
fata de domeniul studiat al creatiei muzicale, precum si (intr-o oarecare mdasurd) de a
prognozarea dezvoltarea ulterioara a ei. Analiza periodizarii istorice a muzicii pentru pian
autohtone va permite de pe pozitii contemporane de a aprecia valoarea artistica a lucrarilor
pentru pian create de compozitorii din Republica Moldova, de a determina contributia
autorilor in dezvoltarea istorica a artei pianistice.

Cuvinte cheie: invatamdnt muzical, repertoriu concertistic, miniaturi pianistice, stil
componistic

Arta pianisticd ocupd un loc aparte in cultura muzicald contemporana din
Republica Moldova, ceea ce se explicd prin posibilitdtile universale si
diversitatea functiilor pianului. Pianul este nu doar un instrument solistic, dar, de
asemenea, intrd in componenta diferitor grupuri: ansambluri camerale, orchestre
simfonice si de estrada. Partida pianului de multe ori reprezintd un
acompaniament muzical in lucrarile vocale, corale si instrumentale. Pianul este
un instrument indispensabil 1n colectivele de dans pentru amatori si
profesionisti, in repetitiile formatiilor corale si la lectiile cu cantaretii de opera.
In cele din urma, pianul este utilizat pe scara larga in procesul didactic la scolile,
liceele, colegiile si academiile de muzicd; acest instrument ajuta elevii de la
toate specialitdtile n studierea disciplinelor muzical-teoretice si istorice, pentru
dezvoltarea la ei a gandirii armonice si polifonice, a unui orizont larg de
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cunostinte muzicale, pentru a face cunostintd cu muzica noua. Toate acestea
evidentiaza rolul conducator al pianului in sistemul de invatamant muzical, in
creatia componistica si viata concertistica a Republicii Moldova.

Multi reprezentanti ai traditiei interpretative pianistice din Republica
Moldova, cum ar fi M. Zelter, A. Bondureanski, O. Maizenberg, S. Covalenco,
R. Seinfeld, A. Palei, au devenit celebri pianisti concertanti, castigand aprecierea
publicului din tara si de peste hotare. Despre importanta deosebitd si interesul
sporit pentru pian marturisesc numeroasele concursuri ale tinerilor pianisti, care
au avut loc in diferite orase ale Moldovei. Concursuri nationale si internationale
pentru tinerii pianisti se organizeaza la Chisinau (de exemplu, concursul ,,E.
Coca”). Procesul de pregitire a pianistilor profesionisti din tara noastrd este
acum realizat in institutiile de invatdmant muzical mediu (liceele de muzica ,,C.
Porumbescu” si ,,S. Rahmaninov”, colegiul de muzica ,,St.Neaga) si superior
(Academia de Muzicd, Teatru si Arte Plastice).

Printre profesorii de vaza, care au adus un aport semnificativ in dezvoltarea
interpretarii pianistice din Republica Moldova, trebuie numiti Tu. Guz, A.
Stadnitcaia, A. Socovnin, T. Voitehovscaia, E. Revzo, G. Strahilevici, E. Zac, V.
Levinzon, L. Vaverco, V. Secikin, S. Covalenco si multi altii. In activitatea lor
didactica, ei tindeau la redarea unei intonatii expresive a instrumentului si a
libertatii pianului, la formarea unei tehnici impecabile si la realizarea unei forme
muzicale clare. Ei intotdeauna isi puneau sarcina sa educe la elevi bunul gust,
imaginatia artisticd, sd dezvolte initiativa creatoare. Rolul important al
interpretarii pianistice si succesele pedagogiei pianistice iIn Republica Moldova
se datoreaza interesului special cu care compozitorii autohtoni s-au adresat la
muzica pentru pian.

Primele lucrari pentru pian pe teritoriul actualei Republici Moldova au fost
scrise deja in anii 20-30 ai secolului XX de L. Gurov si St. Neaga. Amintim
printre ele Doua preludii, Trei piese, Sonata pentru pian de L. Gurov, Sonata si
Suita francezd pentru pian de St.Neaga. In timpul celui de-al doilea rizboi
mondial au aparut, de asemenea, cateva compozitii pentru pian. Cele mai reusite
au fost piesele lui St.Neaga Parafraza, Douda nocturne, Dans, Basarabeasca,
Oleandra. Dupa 1945 cercul de autori care au scris muzica pentru pian s-a largit,
fiind prezentat de V. Zagorschi, L. Gurov, V. Masiucov, S. Lobel, D. Fedov, G.
Bogaciov. Printre cele mai importante opusuri numim Doua piese de St.Neaga,
Zece piese de V. Zagorschi, Preludiu, Doua rondouri si Sonata de S. Lobel,
Suita de D. Fedov.

In anii 1950, numirul de lucriri pianistice ale autorilor din Republica
Moldova a crescut. Principalul loc printre ele il ocupd miniaturile si variatiunile.
Mentiondam, spre exemplu, Umoresca de A. Mulear, Corul de S.Lungul,
Ostropatul si Dansul moldovenesc de St.Neaga, sapte culegeri de piese ale lui S.
Lobel, Hora, Batuta si Umoresca de D. Fedov. La genul de variatiuni s-au
adresat P. Rivilis, Gh. Neaga, S. Lungul, Z. Tkaci. Toate aceste opusuri se
caracterizeaza prin concepte optimiste, caracterul luminos al muzicii, sprijinul
pe mijloacele de expresie muzicala tipice folclorului moldovenesc.
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In anii 1960 muzica pentru pian din Moldova capiti aceleasi caracteristici,
care au fost observate si in alte genuri ale creatiei componistice din republica:
limbajul muzical se complicd, devine vizibild tendinta spre intelectualizarea
continutului, spre reinnoirea genurilor traditionale. Calitati similare au aparut in
piesele lui O. Tarasenco, Suita de T. Tarasenco, Suita orientala de G. Bogaciov,
Preludiile de P. Rusu, Scherzo de S.Sapiro, Burlesca si Novela de V. Zagorschi,
Poemul de S.Lungul, Suita pentru copii de Z.Tkaci. Dupa cum remarca E.
Cletinici, creatia unuia dintre corifeii scolii componistice nationale V. Zagorschi
din anii 1960 se distinge prin ,tendinta spre muzica programatica, obiectivitatea
emotiilor, interesul sporit pentru folclorul muzical moldovenesc, insusit in
traditiile clasice rusesti” [1, p. 128]. Anii 70-80 ai secolului XX au fost cele mai
productive pentru muzica de pian din Moldova. Impreuni cu maestrii
recunoscuti, cum ar fi S. Lungul, Z.Tkaci, Gh. Neaga, S. Lobel, V. Rotaru, in
acest domeniu s-au manifestat autori relativ tineri, precum B. Dubosarschi, G.
Cuzmina, G. Mustea.

Se remarca o diversitate 1n alegerea genurilor. Pe langad un numar
impunator de miniaturi pentru pian apar mai multe sonate si suite. Autorii
sonatelor pentru pian sunt T. Tarasenco, A. Sokireanski, P. Rusu, Gh. Neaga, B.
Dubosarschi, A. Mulear, I. Macovei, V. Ciolac, S. Buzila V. Verhola, S. Lobel.
La genul de suita se adreseaza de L. Gurov (Suita pentru copii), A. Luxenburg
(Acuarele), T. Chiriac (Suita), S. Lungul (Mdsti), Gh. Mustea (Suita). In
ultimele doud decenii ale secolului XX au fost scrise o0 multime de compozitii
muzicale pentru pian diverse dupa caracter: Sarba si Brduletul de E. Mamot,
Invitatie la dans de V. Bitkin, Hora de S. Lungul, Martisor de |. Macovei,
Cantecul ciocarliei de G. Cuzmina, Scherzo si Tocata de V. Ciolac, Zana viselor
si Razaseasca de V. Beleaev, Improvizatie in stil popular si Cinci novelete pe o
tema de V. Rotaru, Din vremuri vechi, Capriccio si Natura statica cu flori,
melodii si armonii de Gh. Ciobanu.

Aceasta trecere in revistd permite de a afirma ca creatia pentru pian a
compozitorilor din Republica Moldova este foarte diversd, fiind reprezentata
printr-o paleta bogata de genuri, inclusiv piese, ciclurile de piese, compozitii
monopartite de proportii, sonate si concerte. Create in diferite perioade istorice,
lucrarile pianistice ale autorilor autohtoni reflectd diverse directii stilistice,
tehnici ale scriiturit componistice, tipuri de orientare folclorica, precum si
varietati ale facturii pianistice. Determinarea principalelor etape istorice in
dezvoltarea muzicii pentru pian a Republicii Moldova si caracteristicile lor ne
permit sa intelegem legile de dezvoltare a artei muzicale nationale. Sd notam ca
problemele periodizarii istorice a muzicii pianistice create de compozitorii
autohtoni sunt analizate, de asemenea, in tezele de doctorat ale E. Gupalova [2]
si R. Roman [3].

Periodizarea istoricad este determinata de factori istorici obiectivi de natura
socio-politica si economica si de momente subiective, legate de activitatea unor
autori concreti. Reiesind din cele mentionate mai sus, remarcam ca in
dezvoltarea muzicii pentru pian a compozitorilor din Republica Moldova se
evidentiaza trei etape: anii 1930-1950, 1960-1970, din 1980 péana in prezent.
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Etapa initiald este asociatd cu primele experiente de lucrdri pentru pian in
diferite genuri, care vizeaza canoanele existente Tn muzica universald. A doua
perioadd a fost marcata de cresterea activitatii componistice, aparitia unui numar
mare de nume noi, crearea unei cantitdti semnificative de piese pentru pian, in
care sfera mijloacelor de expresie se largeste, limbajul muzical este imbogatit
considerabil. O particularitate a perioadei a treia devine reducerea activitdtii
componistice si aprofundarea tendintei spre individualizare conceptelor artistice,
aparitia mai multor tehnici moderne de compozitie.

Piesele pentru pian ale autorilor autohtoni poartd amprenta trasaturilor
stilistice si genuistice ale timpului sau, reflecta cele mai importante repere ale
evolutiei istorice a artei muzicale din perioada istoricd examinatd. Timpul
scrierii s-a reflectat mai intéi de toate Tn limbajul muzical al pieselor pentru pian,
in alegerea de catre compozitori a mijloacelor de expresie artistica. Lucrarile
pentru pian, scrise de cdtre compozitorii din Republica Moldova in anii 1930-
1950, au indicat o linie principiala, care devine magistrala pentru literatura
pianistica nationald din urmatoarele decenii, determinand trasaturile specifice
ale miniaturi lirice nationale. Este vorba despre o unitate organica a formei
muzicale clasice, bazata pe diferite tipuri de factura pianistica cristalizata in
muzica europeand, pe de o parte, si, pe de alta parte, a unui tematism muzical
national specific, reflectand caracteristicile modale, ritmice si1 genuistice ale
folclorului national vocal si instrumental.

Lucrarile pianistice, create de compozitorii din Moldova 1n anii 1930-1950,
au un sir de trasdturi comune In ceea ce priveste atat continutul muzicii, cat si
mijloacele limbajului muzical. Aceste opusuri se caracterizeaza prin perceptie
optimista, imagini viguroase, energice, de multe ori asociate cu dansurile
populare. Dramaturgia neconflictuala dicteaza adresarea predominanta la forme
compozitionale constitutive (simple sau complexe). Dominatia tempourilor
rapide, structurilor metroritmice si tematice simple, simetrice contribuie ca
aceste lucrari sa fie usor de perceput. Factura pianisticd este stabilitd de
caracteristicile genuistice ale tematismului; factura omofono-armonica
determina functiile respective ale elementelor tesutului muzical.

Piesele de pian ale compozitorilor din Republica Moldova din anii 1960-
1970 sunt mai numeroase in comparatie cu lucrarile din deceniile anterioare. Cu
toate acestea, ele se caracterizeaza printr-un nou nivel de gandire componistica
a autorilor autohtoni. Tn primul rand aceasta se refera la individualizarea ideilor
artistice. Compozitorii in lucrarile sale de multe ori renunta la imaginile lirice n
favoarea unor concepte generalizatoare folclorice. Pozitia autorului asimileaza si
subordoneaza mijloacele de expresie muzicald tipice pentru creatia populara.
Limbajul muzical al lucrarilor pentru pian este mai modern, ceea ce reflecta
cunoasterea de catre compozitorii autohtoni a realizarilor muzicienilor din alte
republici ale fostei Uniuni Sovietice si din straindtate.

Aparitia lucrdrilor pentru pian create de compozitorii din Republica
Moldova in anii 1960-1970 a fost stimulata de cresterea maiestriei interpretative
a tinerilor pianisti din republica, participarea intensd a lor la concursuri nationale
si internationale. Posibilitatea de a prezenta muzica pianistica nationala la nivel
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international, de a o interpreta la concursurile din alte tari a stimulat atentia
compozitorilor pentru acest gen. Compozitori nu se limiteaza la mijloacele
traditionale ale major-minorului, utilizand forme mai complexe ale organizarii
modal-tonale. Verticala armonica se complica prin disonante, are loc refuzul de
la structura tertard a acordurilor. Factura pianistica in lucrdrile din aceastd
perioadd este destul de variatd, adesea se utilizeazd diverse combinatii
individualizate de tip omofono-armonic si imitativ-polifonic, care necesita
utilizarea diferitor tipuri ale tehnicii pianistice n realizarea ideilor interpretative.
in lucrarile de pian din anii 1960-1970 continutul ideatic-emotional devine mai
divers, structura scriiturii pianistice este mai complicata, limbajul componistic al
autorilor fiind mai expresiv. Amintim aici piesele pentru pian ale lui Gh. Neaga,
S. Lungul, P. Rusu, Gh. Mustea.

O parte semnificativa a creatiilor de la sfargitul sec. XX — Tnceputul sec.
XXI se deosebesc prin utilizarea diferitelor tipuri de tehnici ale compozitiei
moderne, actualizarea genurilor traditionale (miniaturile de A. Luxenburg, V.
Beleaev, Gh. Ciobanu, V. Burlea, S. Pislari). Un numdr mic de lucrari pentru
pian, create in sec. XX sub influenta momentelor de naturd socio-politica,
confirma clar tendinta autorilor spre individualizarea conceptelor artistice, spre
gasirea cailor proprii 1n arta. E. Mironenco scrie despre Natura statica cu flori,
melodii si armonii de Gh. Ciobanu: ,,Aceastd lucrare muzicald se deosebeste
printr-o scriitura componistica contemporana. Contine numeroase aluzii la
romantismul, postromantismul si impresionismul muzical. Acestea sunt
reproduse fin prin mijloacele limbajului muzical, tipic pentru arta din ultimele
decenii ale secolului XX” [2, p. 5]. Astfel, linia generald a dezvoltarii istorice,
caracteristicd pentru muzica de pian a Moldovei si reflectatd in tendinta de
dezvoltare a creatiei componistice profesioniste in general, poate fi definitd ca
miscarea de la general la particular, de la tipic la individual.

Abstract: Piano music in the Republic of Moldova is a highly extensive, historically
developing system. Being created in various historical periods, piano compositions of the
autochthonous composers represent various style trends, techniques of composers’ writing,
types of folk orientation, as well as the variations of piano texture. The determination of the
main stages of Moldavian piano music development and their characterization allow the
understanding of the consistent patterns of the national music art. The historical
periodization is determined by the objective historical factors of sociopolitical and economic
nature and by the subjective aspects connected to the activity of certain authors.

On this basis, the three stages in Moldavian composers’ piano music development can be
distinguished: the 1930s-1950s, the 1960s-1970s, and the 1980s—present. The initial stage is
connected to the first experiments in piano composing in various genres oriented to the
existing world music canons. The second period is marked by an intensification of composers’
activity, the appearance of many new names, the creation of a great number of piano works
with an extending set of expressive means and an enriching musical language. The
particularity of the third period is the shrinking of composers’ activity and the growing
tendency of artistic design complication, the emergence of more modern composing
techniques.

The goal of the given analysis is the revelation of the objective consistent patterns of the
historical development of Moldavian composers’ piano works, the identification of the main
trends in its formation, the characterization of the evolution of the autochthonous composers’
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attitude towards the examined domain of music creation, and also (to a certain extent) the
prognosis of its future development. The examination and the analysis of the historical
periodization of the autochthonous piano music will allow to determine the artistic value of
Moldavian composers’ piano works from a modern standpoint, to spot the authors’
contribution to the historical process of pianistic art development.

Key words: musical education, concert repertoire, miniatures for piano, composer style

The piano art takes a special stance in the nowadays musical culture of the
Republic of Moldova, which fact could be easily explained by the broadest
performance capabilities offered by the grand piano as well as by the diversity
of its functions. The piano apart from being a solo instrument is also an entrant
of all sorts of ensembles, such as chamber, band stand and symphony orchestras.
The piano part is often stands out as a background in vocal, chorus and
instrumental pieces. The piano is seen as the right hand counterpart of the
amateur and professional dancing groups, during rehearsals of choral groups and
training for opera singers. And finally, the piano finds its wide range application
in the educational excellence at musical schools, lyceums, colleges and
academies; this instrument is a must for the learners of all skills when studying
musical-theoretical and historical disciplines serving to development of
harmonious and polyphonic thinking, broadening general musical purview and
getting familiar with the new music. All of the above demonstrates the de facto
leading role played by the piano in the system of musical education, composing
arts and in the concert life of the Republic of Moldova.

Many of the outstanding representatives of the Moldovan piano
performance tradition, such as M. Zeltser, A. Bonduryansky, O. Mayzenberg, S.
Kovalenko, R. Seinfeld and A. Palei, became bright concerting piano players
gaining public recognition in their own land as well as overseas. Highlighting
importance and live interest to piano are numerous contests of young piano
players conducted in different cities of Moldova as well as the Republican and
international competitions of young piano players hosted in Chisinau (for
example, Eugen Coca’s International Competition). Nowadays, the process of
training professional musicians in our country is done at the grounds of musical
educational institutions of secondary (C. Porumbescu and S. Rachmaninov
musical lyceums and Stefan Neaga musical college) and higher educational level
(Academy of Music, Theatre and Fine Arts).

Among the leading pedagogues that have generously contributed to the
development of piano performance of Moldova it is worth mentioning Yu. Guz,
A. Standnitskaya, A. Sokovnin, T. Voytsehovskaya, E. Revzo, G. Strahilevich,
E. Zak, V. Levinzon, L. Vaverko, V. Sechkin, S. Kovalenko and many others. In
their teaching work they were persistently aspiring to achieve expressiveness of
intoning, pianistic freedom as well as to shaping up excellent technique at the
background of explicit understanding of musical form. The longstanding
paramount objective was confined to fostering good taste and developing
creative imagination and creative initiative with their disciples. That very
notable interest attained by the national composers to piano music could be
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explained by the important role played by the piano instrumental performance as
well as by the achievements of piano teaching arts in the Republic of Moldova.

The first compositions for piano in the territory of nowadays Republic of
Moldova appeared during the twentieth-thirties of the XX century and were
written by L. Gurov and Stefan Neaga; herewith one could mention Two
preludes, Three pieces and Sonata for piano by L. Gurov, Sonata and French
suite for piano by Stefan Neaga. A small number of piano compositions also
appeared during the Second World War of which the most successful were
Paraphrase, Two nocturnes, Dance, Bessarabca and Oleandra by Stefan Neaga.
After 1945, the cohort of piano composing musicians was replenished by V.
Zagorsky, L. Gurov, V. Masyukov, S. Lobel, D. Fedov and G. Bogachev. The
most notable compositions are Two pieces by Stefan Neaga, Ten pieces by V.
Zagorsky, Preludes, Two rondos and Sonata by S. Lobel and Suite by D. Fedov.

In fiftieth of the last century the number of piano compositions by the
Moldovan musicians takes a notable increase. The major place among these
belongs to miniatures and variations. For example, we could point out to genre-
specific Humoresque by A. Mulyar, Hora by S. Lungul, Ostropats and
Moldovan dance by Stefan Neaga, seven collections of pieces by S. Lobel,
Hora, Batuta and Humoresque by D. Fedov. Reaching out to variations genre
were P. Rivilis, G. Neaga, S. Lungul and Z. Tkach. All of herewith mentioned
compositions are marked by optimistic approach to the concept, bright character
of music bearing on musical expression means typical of Moldovan folklore.

In the sixtieth of last century the piano music in Moldova is acquiring same
features as one could notice in other genres of composers’ creation: more
sophisticated musical language; more clearly outlined pursuance of
intellectualization of image structure along with desire to update the traditional
genres. To certain extent, the like qualities have manifested themselves in the
pieces by O. Tarasenko, Suite by T. Tarasenko, Oriental suite by G. Bogachev,
Preludes P. Rusu, Scherzo by S. Shapiro, Burlesque and Novella by V.
Zagorsky, Poem by S. Lungul and . Children’s suite by Z. Tkach. According to
E. Kletinich, the creativity of one of the coryphaeus of the Moldovan
composers’ school V. Zagorsky during the 60" of last century was marked by
“...the attraction academic nature, objective arrangement of emotions, enhanced
interest to Moldovan musical folklore mastered in best traditions of Russian
classics” [1, p. 128]. The 70" and 80™ of the last century appeared to by the
most productive for the Moldovan piano music. Alongside with such renowned
masters as S. Lungul, Z. Tkach, G. Neaga, S. Lobel and V. Rotaru, there
emerged a cohort of relatively young composers, such as B. Dubossarsky, G.
Kuzmina and G. Mustea.

The range of genre solutions becomes more versatile. Concomitantly with
an avalanche of piano miniatures there emerge a rather impressive number of
sonatas and suites. The authors of sonatas for piano were T. Tarasenko, A.
Sokiryansky, P. Rusu, G. Neaga, B. Dubossarsky, A. Mulyar, 1. Makovey, V.
Ciolac, S. Buzila, V. Verhola, and S. Lobel. Addressing the suite genre were L.
Gurov (Children’s suite), A. Luxenburg (Aquarelle), T. Ciriac (Suite), S. Lungul
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(Masks), and G. Mustea (Suite). During the last two decades of the XX century
composed for piano was a large number of works different in character: Syrba
and Bryulets by E. Mamot, Invitation to a dance by B. Bitkin, Hora by S.
Lungul, Matisor by I.Macovei, Lark song by G. Kuzmina, Scherzo and Toccata
by V. Ciolac, Dreams fairy and Razaseasca By V. Belyaev, Improvising folk
style and Five novelettes on the same theme by V. Rotaru, From the old times,
Capriccio and Still life with flowers, melodies and harmonies by G. Ciobanu.

This review allows one to assert that the piano creation by the Moldovan
composers is rather versatile and represented by broad genre spectrum of
concepts, including pieces, cycles of pieces, large single movement
compositions, sonatas and concerts. Created in different historical periods piano
compositions by national authors represent a spectrum of style directions,
technique of composer’s writing, types of folkloristic orientation as well as
varieties of piano texture. Outlining main historical stages in the development of
piano music of the Republic of Moldova and their characteristics allows us to
understand the regularities of development of the national musical art.The
historical periodization is determined by the objective historical factors of
social-political and economic nature as well as by the subjective instances bound
to the activity of the specific authors.

Bearing on herewith mentioned data, one could identify three stages in the
development of piano music of the Moldovan composers: from 1930 to 1950,
from 1960 to 1970, and from 1980 up to date. The incipient stage is bound with
the first experience of piano compositions in different genres, oriented towards
the canons existing in the world’s music. The second stage was marked by the
enhancement of composing activity, emergence of a large number of new
names, creation of a notable number of piano opuses in which the sphere of
expressive means is broadened while the musical language is enriched. A
distinguished feature of the third period lies with a slumping pace of composers’
activity and deepening trend of moving towards individualization of the artistic
plans and emergence of more advanced compositional techniques of
composition.

The piano pieces by national composers bear the imprint of style and genre
features of its time while mirroring the most important milestones of historical
evolution of musical art specific for the considered period. The time of
composing was primarily reflected in the musical language of piano pieces as
well as in the choice of artistic expressiveness by the composers. Pieces for
piano written by the Moldovan composers during 1930-1950, have outlined the
baseline that would become the mainstream for the national piano literature
during the subsequent decades and determined specific features of the national
lyrical miniature. The issue is about organic merger of classical musical creation
of form, bearing on already crystallized in the European music different types of
piano texture, on the one hand, and on the nationally-specific musical thematic
line repeating the modal, rhythmic and genre features of the Moldovan
instrumental and songlike folklore, on the other hand.
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The piano pieces created by the Moldovan composers during 1930-1950,
share a number of similar features in what concerns the image structure of music
as well as the musical language means. These creations are distinguished by
optimistic perception of world, personified images of vigorous, assertive
movement, which is rather often linked with the world of dance folklore. The
dramaturgy of non-conflicting comparison is mainly targeted towards integral
(simple or complex) composition forms. Domination of vivace, simple metro-
rhythmic relations and symmetric scale-thematic structures makes these pieces
easily perceptible. The piano texture is determined by image-genre features of
thematic invention while the dominating homophonic-harmonious texture
determines the respective functions of texture elements.

The piano pieces by the Moldovan composers created during 1960-1970,
are much more advanced compared such created in the previous decades.
Nonetheless, these pieces reflect the new quality level of composer’s thinking by
the national authors. First of all it applies to the individualization of artistic
concepts. Rather often the composers are stepping away from the specific genre
lyrical expressiveness moving towards the sphere of generalized folkloric
approach. The author’s position assimilates and subordinates musical
expressiveness means associated with the folklore. The musical language of
piano pieces appears to be more contemporary thus reflecting acquaintance of
national composers with the achievements of musicians of other republics of the
former Soviet Union as well as such of foreign countries. Emergence of piano
pieces created by the Moldovan composers during 1960-1970, resulted from
ever growing masterly performance manifested by the young piano players,
intensive participation in the republican and inter-republican music
competitions. Chances to represent the national piano music at the international
level, to show it through competition practice of other countries served to
enhance composers’ attention to this type of creation.

The composers abstain from being restricted by traditional dur-moll and
using more complex tonal forms of organization instead. The harmonic vertical
IS getting complicated due to dissonantness, renouncing on tertian texture of
chords. The piano texture in the pieces of this period is rather versatile with
frequent use of different individualized combinations of homophonic-
harmonious and imitation-polyphonic textures, which requires application of
various types of piano techniqgue when implementing the performance
conception. In piano pieces created during 1960-1970, one could see a
diversification of image-emotional arrangement, complication of the character
of piano writing structure at the background of brighter creative script of the
authors. It is worth pointing out here to piano pieces by G. Neaga, S. Lungul, P.
Rusu and G. Mustea.

A rather substantial part of the pieces created at the end of XX —
beginning of XXI century is distinguished by the use of various types of modern
composing technique, renewal of traditional genres (miniatures by A.
Luxenburg, V. Belyaev, G. Ciobanu, V. Burlya and S. Pislari). Small number of
piano pieces created at the end of the XX century, could be explained by socio-
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political and social nature of such and show rather vividly the desire of their
authors to move towards individualization of artistic conceptions while pursuing
their own ways in arts. “This musical piece is distinguished by modern
composer’s writing. It reveals multiple allusions of musical Romanism, Post-
Romanism and Impressionism, which are finely reproduced by means of
musical language typical for the art of the last decades of the XX century,” —
comments E. Mironenko on the G. Ciobanu’s Still life with flowers, melodies
and harmonies [2, p. 5]. Thus, the general line of historical development
characteristic of piano music of Moldova that has reflected the trend of
development of the professional composer creation as a whole could be
determined as a movement from common towards particular, from typical
towards individual.
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10. ANALIZA INTERPRETATIVA COMPARATA SI VIZIUNE
PERSONALA ASUPRA ARIEI VISSI D’ARTE DIN OPERA TOSCA DE
GIACCOMO PUCCINI
COMPARATIVE INTERPRETATIVE ANALYSIS ON VISSI D’ARTE
ARIA FROM THE TOSCA OPERA BY GIACCOMO PUCCINI

Doina Dimitriu Ursachi, Lecturer PhD.,
»George Enescu” University of Arts, Iasi, Romania

Rezumat: Tn domeniul artei scenice, Puccini ramdne un reper de exceptie. Nici mdcar
Wagner nu a demonstrat o preocupare similara pentru integrarea muzicii, cuvantului §i
gestului ntr-un concept scenic unic, ce are ca rezultat o opera ce poate fi pusa in scend fara
prezenta unui regizor. Niciuna dintre indicatiile scenice detaliate nu poate fi ignorata fara a
aduce prejudicii efectului general. Incd din actul 3 al operei Manon Lescaut, inlocuieste
traditionalele pezzi concertati statice (in care personajele si corul dialogheaza polifonic) cu
un ansamblu activ (in acest caz, cel al prostituatelor). Puccini este un romantic cu o viziune
realista asupra lumii. Mediteaza adanc asupra existentei, , revoltat impotriva a tot ce este
meschin §i urat, insufletit de dorinta arzatoare de a se inalta spre un ideal de frumusete si
puritate morala, care arata iubirea, ambitia, gelozia, sardcia in toata goliciunea lor,
emotiondndu-se profund in fata adevarurilor umane”®. Personajele operelor sale sunt
adevarate tipologii umane, corespunzand dramaturgiei gi limbajului muzical. La acestea se
adauga talentul lui Puccini de a evoca ambianta, adesea mixdand muzica cu sunete stranii
(clopotele din Tosca, sirenele vapoarelor in Il tabarro). Insusi Debussy, fard a manifesta
conexiuni stilistice cu opera italiand, ii marturisea lui Paul Dukas faptul ca nu stia pe nimeni
care sd fi descris Parisul epocii lui Louis-Philippe la fel de bine ca Puccini in La bohéme®“.
Cuvinte cheie: opera, opera Tosca, soprand, arie

1. Introducere

Vocalitatea ideald pucciniana presupune voci mari, pline (lirico-pieno),
spinte sau dramatice, rotunde, frumos timbrate, calde, senzuale, tocmai pentru a
putea sustine incarcatura dramatica a personajelor si amploarea orchestrala. Tot
ceea ce se cunoaste despre vocalitate si pedagogia cantului trebuie sa constituie
o baza de pornire in educarea vocilor cantaretilor, care trebuie sa cunoasca toate
tehnicile si principiile cantului sprijinit si sustinut de respiratia energetica.
Cantul de performanta in general, si executarea rolurilor pucciniene in special,
se fac la mari presiuni sangvine si respiratorii, ceea ce reclama o stare de
sandtate si autocontrol perfecte.
2. Repere generale ale analizei

Demersul analitic comparativ porneste de la doud variante ale ariei

asemandtoare din punct de vedere vocal si interpretativ, plasate temporal la o
distanta de aproximativ 30 de ani. Alegerea celor doua interprete a fost realizata
pe baza raportarii acestora la traditia interpretativa vocala: Maria Callas (alaturi
de dirijorul Victor de Sabata) este emblematica privind rolul Foria Tosca, atat
din punct de vedere vocal, artistic cat si al traditiei italiene, reprezentand
imaginea universal suprapusi eroinei operei pucciniene. In acelasi timp viziunea

8 Botocan, Melania si Pascu, George — Carte de istoria muzicii, Editura Vasiliana, Iasi 1998, p. 78
8 New Grove Dictionary of Opera, op. cit., p. 1171
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sa interpretativa reprezintd, prin modernitatea conceptiei, etalonul sustenabil
pana in contemporaneitate. Pe de altd parte, Maria Guleghina, reprezentanta a
scolii de canto ruse, intruchipeaza simbolul reevaluarii traditiei, completand
viziunea dramaturgicd a maestrului Riccardo Muti.

Cele doua ipostaze ale ariei detin cateva elemente caracteristice comune:
sunt considerate interpretari etalon, ce utilizeaza o vocalitate potrivita rolului
(soprana lirico-spintd®, respectiv dramatica®), sunt dublate de viziuni dirijorale
remarcabile si realizate intr-un teatru de referintd pentru lumea spectacolului
muzical dramatic — Scala din Milano. Vissi d’arte este o arie de mare sustinere,
ce nu exceleaza prin virtuozitatea vocald, ci prin ampla respiratie si sensibilitatea
executiei, criterii ce sunt realizate Tn mod original de cele doua interprete. Cu
toate acestea, remarcam predispozitia Mariei Callas catre latura expresiva, catre
maxima acuratete, in timp ce Maria Guleghina se remarca prin dramatismul
vocal. Cele doua soliste utilizeaza potentialul vocal si interpretativ personal in
totalitatea sa, fiind sustinute de conceptiile si mijloacele tehnice particulare.

3. Aspecte generale de limbaj:

tempo — andante lento appassionato (patrimea = 40)

indicatia de expresie — dolcissimo con grande sentimento

masura — 2/4, respectiv 4/4 (13 masuri respectiv 22 masuri)

dinamica - ppp—f

formulele ritmice utilizate implica atat intreaga paleta a valorilor binare (de la
saisprezecimi la doimi) precum si diviziuni exceptionale (triolet complet sau cu
pauze)

- ambitusul — fa2—sib3

- ornamentatia planului vocal utilizeaza apogiaturile simple superioare

- indicatiile de expresie plasate pe parcursul discursului vizeaza atat latura
interpretativa - con molta dolcezza, con anima, dolcissimo, cresc. molto ,con
canto, cat si variatiile de tempo — poco allargando, poco rallentando, molto
allargando, col canto

- timbrul de voce potrivit interpretarii este cel de soprand lirico-spintd sau
soprand dramatica

1. soprana lirico-spinta detine un timbru stralucitor, maleabil, penetrant, cu
consistentd vocala, un ambitus extins, un colorit vocal multiplu, capabil de
gradatii dinamice complexe;

8 Soprana spinti (sau lirico-spinti) este o categorie de voce de soprani de operi a cirei voce detine claritate si
usurintd pe sunetele acute, capabile de a fi ,,impinse” pentru a obtine fara efort culminatii dramatice. Acest tip de
voce poate poseda de asemenea si culori timbrale oarecum intunecate, mai mult decat o soprana lirica obisnuita.
in general, contrar modelului sopranei dramatice, se foloseste mai degraba de tehnica squillo (strilucire) pentru
a penetra sunetul orchestrei decat sa cante alaturi de aceasta. Soprana spintd realizeaza cu usurintd schimbari
dinamice 1n interpretarea textului muzical, iar extensia registrica este aproximativ intre C1 catre acut D3.

8 Categorie a vocilor de soprani de operd cu timbru puternic, bogat, emotional. Corzile vocale groase ale vocii
dramatice de obicei (insa nu intotdeauna) implicé o mai slaba agilitate decat cea a vocilor nalte, insa compensata
de un sunet mai plin, mai sustinut. De obicei, aceasta voce are un registru mai mic decat alte soprane, si un
timbru Tntunecat. Sunt folosite adesea pentru rolurile de eroine, de femei ce se confruntd cu un destin tragic, plin
de suferinta.
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2. soprana dramatica se caracterizeaza prin timbru intunecat, relativ maleabil,
penetrant prin volum, ambitus relativ, culori vocale egale si o dinamica
restransa.

4. Observatii generale privind vocalitatea:

1. este o arie de sutinere (atat in nuantele mici cat si in cele mari, ceea ce implica
o frazare lunga pe legato);

2. maleabilitatea vocald este absolut necesard in schimbarile continue de
dinamica;

3. necesitatea unei sonoritati compacte, omogene, a unui vibrato egal, a
cursivitatii absolute in desfasurarea liniei de cant, fara mari salturi intervalice
(cuprinzand paleta intervalica de la secunda la sextd);

Datele inregistrarii

1. Teatro alla Scala, Victor de Sabata, Floria Tosca — Maria Callas, anul 1997,
Aria Vissi d’arte, actul 11, 3,12 min.

2. Teatro alla Scala, Riccardo Muti, Floria Tosca — Maria Guleghina, anul 2000,
Aria Vissi d’arte, actul 11, 3,30 min.

DINAMICA
MARIA CALLAS MARIA GULEGHINA
1. inceput interiorizat la nivelul nuantei, pp, | 1. inceput decis, necorespunzator nuantei
urmata de o crestere imperceptibila pp, propriu vocii de soprana dramatica
2. desfasurare dinamica fluida, eleganta 2. dinamicd impundtoare, avantata,
contrastantd
3. desfagurarea textului muzical intr-o maniera | 3. corectitudine in exprimarea vocala in
fireasca raport cu partitura
4. utilizarea nuantelor foarte mici indicate de | 4. sonoritate vocalda ampla, acumulare de
compozitor tensiune dramatica prin folosirea potentei
la maxim

5. crescendo-uri Tn sensul ascendent al melodiei | 5. nuante constante in pasajele acute,
in obtinerea arcurilor melodice culminante si | sublinierea caracterului stralucitor al

accentuarea lor, nedepasind rationalul momentului
6. conducerea vocald impresioneaza printr-un | 6. linia proportiilor este uneori depasita,
joc dinamic suplu si firesc neexistand un control absolut asupra

intensitatii fiecarui sunet

7. reportul cresc. — descresc. realizat cu strictete | 7. folosirea cu precadere a nuantelor
ridicate, impuse de greutatea vocala

8. realizarea cu rigurozitate a tuturor accentelor | 8. exacerbareca intensitdtii accentelor
tonice (corespunzatoare textului), cat si a celor | expresive

expresive indicate in partitura si a celor de
natura traditionala

AGOGICA

MARIA CALLAS MARIA GULEGHINA (inreg. din anul
2000)

1. tempo asezat, corespunzator indicatiilor din | 1. tempo mai alert, corespunzand
partitura si perioadei cerintelor dirijorale

2. frecvente fluctuatii de tempo impuse de | 2. preluarea ,variantei Callas” fintr-o
traditia pucciniana: a tempo — rall — a tempo®’ manierd personald — motivatd prin

87 Precizirile sunt raportate la modelul interpretativ traditional.
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fluctuatiile cerute de textul muzical

3. stricta colaborare interpret-dirijor, avand ca

3. urmdrirea cu strictete a cerintelor

urmare o senzatie de interiorizare nobila | dirijorale, Th  vederea unei  bune
exprimata atit in pasajele lente, cat si In cele | sincronizari

narative

4. echilibru Tn expunerea textului muzical, intr-o | 4. dinamismul liniilor ascendente 1n

fluctuatie ritmica judicioasa

vederea obtinerii unei sonoritati

spectaculoase

5. neexistenta decat in subsidiar a unui tempo
unitar

5. acumularea tensionala se realizeaza prin
rarirea tempo-ului

6. pauze (respiratii) cerute atat de textul muzical
cat si de cel poetic (starea personajului)

6. respectarea pauzelor
conduce in  unele
detensionarea expresiei

(respiratiilor)
momente  la

7. atentie deosebita acordata detaliilor agogice

7. acompaniamentul reflectd in mod
corespunzator detaliile impuse de textul
muzical

VOCALITATE

MARIA CALLAS

MARIA GULEGHINA

1. atacuri precise, nelovite, pregatite mental si
vocal

1. atacuri moi, vibrate, specifice
vocalitatii, cat si modului de conceptie

2. in planul vocalitatii, utilizeaza sunete calde,
bine focusate (fara a fi aspre)

2. impetuozitate vocala (mp-ff), cu efect
dramatic satisfacator

3. mare plasticitate si maleabilitate 1in
dezvoltarea sonora vocala, dar incadrate in
limitele impuse de partitura cat si de personaj (in
momentele concrete ale dramaturgiei)

3. constructii vocale bine delimitate,
tendinte catre exuberanta vocala

4. vocalitate calitativa, capabila de o varietate
ampla de subtilitati, cat si o suplete deosebita in
sonoritatile acute

4. specularea maximda a
importante sau de efect

pasajelor

5. apogiaturi expresive, executate In maniera
pucciniana — ,,cantate”

5. ornamente imprecise

6. varietate de trairi emotionale expuse prin
schimbarea culorilor vocale si a penetrantei
timbrale

6. sonoritate omogend dar relativ plata,
datorata lipsei schimbdrilor de culoare

7. raportul vocal rational-afectiv echilibrat

7. expresie predominant afectiva, incadrata
de conceptia dirijorala

8. sustinerea intensitdtii in emiterea fiecarui
sunet intr-o maniera desavarsita

8. emisie predominant ampla si generoasa,
in defavoarea supletii vocale

9. dictie perfecta, respectarea tuturor regulilor de
pronuntie a limbii italiene

9. pronuntie aproximativa, alterarea
consoanelor in pasajele acute prin
transformarea lor in vocale, dictie relativa

10. realizarea unui legato perfect prin folosirea
judicioasd a portato-urilor si portamentelor

10. exces de portamente in executia vocala

DRAMATURGIE

MARIA CALLAS

MARIA GULEGHINA

1. integrarea discursului vocal n
acompaniament, intr-un perpetuu dialog

1. neglijarea acompaniamentului din punct
de vedere expresiv, doar n vederea
respectarii partiturii

2. final patetic, intens, cu respectarea regulilor

2. finalizare impetuoasd, in limita
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traditionale de executie si interpretare posibilitatilor vocale si tehnice,
nerespectdnd  pauzele traditionale i
cerintele dirijorale

3. exigentd in controlul frazarii, dar urmarind | 3. respiratii bine delimitate, frazare

sinuozitatea rall — a tempo specifica stilului | relativa, in functie de posibilitatile vocale
puccinian

4. atitudine solistica in zonele cu orchestratie | 4. prezenta vocalda marcantd in pasajele
masiva dense ale acompaniamentului

5. realizarea culminatiilor sonore (sunetelor | 5. culminatii sonore nepregatite, prin
acute) intr-o maniera echilibratd prin atacuri | mentinerea  aceleiasi  intensitati  in
directe, cu un vibrato calitativ momentele anterioare acestora

6. adaptarea vocalitatii in momentele de dialog | 6. adaptarea vocalitatii in momentele de
cu orchestra intr-o maniera absolutd, prin | dialog cu orchestra in functie de propriile

repectarea tuturor indicatiilor de expresie din | posibilitati vocale si tehnice
partitura

5. Concluzii

Drama operelor lui Puccini se concentreaza in jurul personajului feminin,
care, confruntat cu situatii dramatice, actioneaza imprevizibil, iesind astfel din
tipare. Intruchipirile sonore ale vocii de soprani (cuvantul cantat si rostit) sunt
investite cu o forta simbolica fara precedent intr-un discurs muzical nou, de un
dramatism care solicitd interpretelor daruire totald si creativitate, mai presus de
tehnica vocald care nu este un scop in sine. Vocalitatea ideala pucciniana
presupune voci mari, pline (lirico-pieno), spinte sau dramatice, rotunde, frumos
timbrate, calde, senzuale, tocmai pentru a putea sustine incarcatura dramatica a
personajelor si amploarea orchestrala. Tot ceea ce se cunoaste despre vocalitate
s1 pedagogia cantului trebuie sa constituie o baza de pornire in educarea vocilor
cantaretilor, care trebuie sd cunoascd toate tehnicile si principiile cantului
sprijinit si sustinut de respiratia energetica. Cantul de performanta in general, si
executarea rolurilor pucciniene in special, se fac la mari presiuni sangvine si
respiratorii, ceea ce reclama o stare de sdndtate si autocontrol perfecte. Pentru
interpretarea lucrdrilor pucciniene, talentul de tragedian este obligatoriu, datorita
densitatii starilor si trairilor, iar emisia vocala necesita valorificarea mediului si
sunetelor grave ale vocilor, in general sonore, ample si penetrante. O bunad
tehnica vocala permite cantaretului adaptarea vocii sale de la belcanto la stilul
parlando, pana la vorbirea scenica si executia onomatopeelor.

Abstract: In the field of performing arts, Puccini remains an exceptional milestone. Not even
Wagner demonstrated such concern for integrating music, words and gestures into a unique
scenic concept which results in an opera that can be staged without the help of a director.
None of the detailed stage directions can be ignored without harming the general effect. Even
since the third act of Manon Lescaut, the traditional static pezzi concertati (in which the
characters and choir dialogize polyphonically) are replaced by an active ensemble (in this
case, the one of prostitutes). Puccini is a romantic with a realistic view of the world. He
meditates deeply about existence ““revolted by everything paltry and deformed, animated by a
burning desire to rise to an ideal of moral beauty and purity, showing love, ambition,
jealousy, poverty in all their nakedness, being profoundly touched by human truths’®. The
characters of his works are real human typologies corresponding to drama and musical

8 Botocan, Melania si Pascu, George — Carte de istoria muzicii, Vasiliana Publishing, Iasi 1998, p. 78
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language. To all these can be added Puccini’s talent to evoke ambiance, often mixing music
with strange sounds (the bells from Tosca, the ship sirens from Il Tabarro). Debussy himself,
without showcasing any stylistic connections to Italian opera, confessed to Paul Dukas that
he hadn’t met anyone to have described the Paris of Louis-Philippe’s epoch as well as
Puccini in La Boheme®,

Key words: opera, Tosca, soprano, aria

1. Introduction

The ideal vocality of Puccini requires voices which are ample, full (lirico-
pieno), spinto or dramatic, round, beautifully timbrated, warm, sensual, just as to
be able to support the characters’ dramatic charge and orchestral richness.
Everything known about vocality and singing pedagogy has to constitute a
starting point in educating the singers’ voices, who need to be familiar with all
the techniques and principles of song supported by energetic breath.
Professional singing in general and performing roles by Puccini in particular,
have to be carried out at high blood and respiratory pressures, which require
perfect heath and self-control.

2. Overall highlights of the analysis

The comparative analytical endeavor starts from two versions of the aria,
similar in vocal and interpretative terms, temporally placed at a distance of
approximately 30 years apart. The selection of the two interprets was based on
comparing them to the vocal interpretative tradition: Maria Callas (along with
the conductor Victor de Sabata) is the epitome for the role of Floria Tosca, both
from a vocal and Italian tradition perspective, representing the image universally
incumbent to the heroin from Puccini’s works. At the same time, her
interpretative vision represents, by its modern design, a sustainable standard to
this day. On the other hand, Maria Guleghina, representing the Russian school
of singing, embodies the symbol of tradition itself reevaluated, completing
Ricardo Muti dramaturgical vision.

The two aspects of the aria hold a few common characteristic elements: they
are considered standard interpretations that utilize vocality suitable for the role
(lirico-spinto®® soprano and dramatic one®! ), they are coupled with outstanding
conducting visions and are performed in a theater of reference for the world of
dramatic musical show — Scala from Milano. Vissi d’arte is a hard aria which
does not excel through its vocal virtuosity, but through its ample breath and the
sensitivity of execution, criteria that are performed in an original manner by the
two artists. However, it can be noted Maria Callas’s predisposition towards the

8 New Grove Dictionary of Opera, op. cit., p. 1171

% Spinto soprano (or lirico-spinto) is a soprano voice category whose voice has clarity and ease while executing
high sounds, capable of being “pushed” in order to obtain dramatic culminations without effort. This type of
voice also possesses somewhat dark timbral colors, more than a usual lyrical soprano. In general, contrary to the
dramatic soprano model, the technique used is the one of squillo (brightness) in order to penetrate the orchestral
sound instead of singing along with it. The spinto soprano easily accomplishes dynamic changes in the
interpretation of the musical text, and the registry extension is approximately between C1 and D3.

%1 Category of the voices of sopranos with a timbre that is powerful, rich, and emotional. The thick vocal chords
of the dramatic voice usually (but not always) imply weaker agility than that of the high voices, but compensates
with a fuller sound. Typically, this type of voice has a narrower registry than that of other sopranos, and a dark
timbre. They are often used for the roles of heroines, women facing a tragic destiny which is full of suffering.

110



expressive side and maximal accuracy, while Maria Guleghina is distinguished
through dramatic vocals. The two vocalists use their interpretative and vocal
potential in its wholeness, being supported by their particular technical means
and conceptions.

3. General language aspects

- tempo - andante lento appassionato (quarter note = 40)

- indication of expression - dolcissimo con grande sentiment

- beat - 2/4, 4/4 respectively (13 beats and 22 beats respectively)

- dynamic - ppp—f

- the rhythmic formulas utilized involve the whole range of binary values (from
sixteenths to seconds), as well as exceptional divisions (complete triolet or with
breaks)

- ambitus — fa2—sib3

- the ornamentation of the vocal plan utilizes simple superior appoggiaturas

-the indications of expression placed during the speech vary both the
interpretative side - con molta dolcezza, con anima, dolcissimo, cresc. molto
,con canto, as well as variations of tempo - poco allargando, poco rallentando,
molto allargando, col canto

- the appropriate timbre of interpretation is the one of lirico-spinto soprano or
dramatic soprano

1. the lirico-spinto soprano holds a timbre that is bright, malleable, penetrating,
with vocal consistency, extended ambitus, vast vocal color capable of complex
dynamic gradations;

2. the dramatic soprano is characterized by a timbre which is dark, relatively
malleable, penetrating due to its volume, relative ambitus, equal vocal colors
and restricted dynamic.

4. General observations regarding vocality

1. it is an aria of maintaining (of both the little nuances and the big ones, which
implies long phrasing on legato);

2. vocal malleability is absolutely necessary for the continuous dynamic
changes;

3. the need for compact and homogenous sonority, equal vibrato, absolute
fluency in unfolding the line of song without big range jumps (including the
palette ranging from second to sixth);

Recording data

1. Teatro alla Scala, Victor de Sabata, Floria Tosca — Maria Callas, year 1997,
Vissi d’arte aria, second act, 3,12 min.

2. Teatro alla Scala, Riccardo Muti, Floria Tosca — Maria Guleghina, year 2000,
Vissi d’arte aria, second act, 3,30 min.

DYNAMIC

MARIA CALLAS MARIA GULEGHINA

1. start internalized at nuance level, pp, | 1. unhesitant start, improper for the pp nuance,
followed by imperceptible increase characteristic for the dramatic soprano

2. fluid and elegant dynamic unfolding 2. imposing, soaring and contrasting dynamic

3. unfolding of the musical text in a natural | 3. correctness in vocal expression compared to
manner the score
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4. use of very small nuances indicated by
the composer

4. ample vocal sonority, accumulation of
dramatic tension by using the maximum
potency

5. crescendos in the ascending way of the
melody during obtaining climactic melodic
arcs and enhancing them without exceeding
the rational

5. steady nuances during high fragments,
underlining of the bright characteristic of the
moment

6. vocal development impresses through a
supply dynamic and natural game

6. proportions line is sometimes exceeded,
there is no absolute control over the intensity
of each sound

7. cresc. descresc. ratio used with

strictness

7. preferred use of high nuances, imposed by
the vocal weight

8. rigorously achieving all the tonic accents
(appropriate to the text), as well as the
expressive ones indicated by the score and
the traditional ones

8. exacerbating the intensity of expressive
accents

AGOGICA

MARIA CALLAS

MARIA GULEGHINA

1. steady tempo corresponding to the

indications of the score and period

1. faster tempo corresponding to the

requirements of the conductor

2. frequent tempo fluctuations imposed by
Puccini’s tradition: a tempo — rall — a tempo®?

2. “Callas version” takeover in a personal
manner — motivated through fluctuations
demanded by the musical text

3. close performer — conductor collaboration
resulting in a sensation of noble inwardness
expressed both in slow fragments and in
narrative ones

3. strict following of the conductor’s
requirements for a better synchronization

4. balance in displaying the musical text in a
judicious rhythmic fluctuation

4. dynamism of ascending lines in order to
obtain spectacular sonorities

5. existence only on the side of a unitary | 5. accumulation of tension is obtained
tempo through tempo rarefaction
6. breaks (breaths) asked by both the musical | 6. conformation to breaks (breaths)

text and the poetic one (the character’s state)

sometimes leads to the unwinding of the
expression

7. particular attention assigned to details of
agogica

7. accompaniment accordingly reflects the
details imposed by the musical text

VOCALITY

MARIA CALLAS

MARIA GULEGHINA

1. attacks which are precise, not crushed,
mentally and vocally prepared

1. attacks which are soft, vibrated, vocality
and conception mode specific

2. in the plan of vocality, warm and well
focused (without being harsh) sounds are
used

2. vocal impetuosity (mp — ff), with satisfying
dramatic effect

3. great plasticity and malleability in vocal
development, but contained in the limits
imposed by the score and the character (in
certain moments of the drama)

3. clearly delimited wvocal constructions,
tendencies towards vocal exuberance

92 The clarifications are in accordance to the traditional interpretative model.
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4. qualitative vocality, capable of a large
variety of subtleties as well as great
flexibility in high sounds

4. maximum speculation of important or
dramatic fragments

5. expressive appoggiaturas executed in a
manner specific to Puccini — “sang”

5. imprecise ornaments

6. a variety of emotional states exhibited by
changing the vocal colors and by timbral
penetration

6. homogenous but relatively flat sonority
due to lack of change in color

7. balanced rational — emotional ratio

7. predominantly emotional
framed by the conducting outlook

expression,

8. keeping the intensity in the emission of
each sound in a perfect manner

8. predominantly broad and generous
emission to the detriment of vocal suppleness

9. perfect diction while respecting all the

9. approximate pronunciation, alteration of

rules of pronunciation of the Italian language | consonants from high  fragments by
transforming them into vowels, relative
diction

10. achievement of a perfect legato through | 10. excess of portaments in the vocal

judicious use of portatos and portaments

execution

DRAMATURGY

MARIA CALLAS

MARIA GULEGHINA

1. integration of discourse with the

accompaniment in a perpetual dialogue

1. disregard of the accompaniment in terms of
expressivity, but just for following the score

2. grand and intense finale which respects the
traditional  rules of  execution and
interpretation

2. impetuous finale, within vocal and
technical skills, which does not follow the
traditional breaks and conducting
requirements

3. exigency in the control over phrasing, but
following the rall — a tempo sinuosity
specific to Puccini’s style

3. well defined breaths, relative phrasing,
according to the respective vocal skills

4. soloist attitude in areas with massive
orchestration

4. vocal present of mark during dense
fragments of the accompaniment

5. achieving sound culminations (high
sounds) in a balanced manner through direct
attacks with qualitative vibrato

5. unprepared sound culminations by keeping
the same intensity during the moments
preceding the peaks

6. adapting vocality during moments of
dialogue with the orchestra in an absolute
manner, by following all indications of
expression in the score

6. adapting vocality during moments of
dialogue with the orchestra according to
personal vocal and technical possibilities

5. Conclusions

The drama of Puccini’s works revolves around the female character who,
faced with dramatic situations, acts unpredictably, thinking outside the box. The
sound embodiments of the soprano voice (spoken and sang word) are invested
with a symbolic force without precedent in a new musical discourse, with a
certain feeling of dramatism which requires total dedication and creativity from
the artists, above vocal technique that is not a goal by itself. The ideal vocality
of Puccini requires voices which are large, full (lirico-pieno), spinto or dramatic,
round, beautifully timbrated, warm, sensual, just to be able to support the
dramatic charge of the characters and the orchestral richness. Everything known
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about vocality and singing pedagogy has to constitute a starting point in
educating the singers’ voices, who need to be familiar with all the techniques
and principles of song supported by energetic breath. Professional singing in
general and performing roles by Puccini in particular, have to be carried out at
high blood and respiratory pressures, which require perfect heath and self-
control. In order to perform Puccini’s works, the talent of a tragedian is
mandatory because of the density of emotional states, and vocal emission needs
to exploit the environment and the deep sounds of the voice, usually ample and
penetrating. A good vocal technique allows the singer to adept their voice from
bel canto to the parlando style, scenic talk and the execution of onomatopoeia.
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CAPITOLUL 11 /PART II

TEATRU/ DRAMA

1. JIANUL -SPECIE A TEATRULUI POPULAR
JIANUL - SPECIE OF FOLK THEATRE

Laura Gavrilita, Teacher,
”Ferdinand I” Highschool from Bacau of Romania,
Doctoral Candidate, ,,Alecu Russo” State University from Balti, Republic of Moldavia

Rezumat: Ceea ce caracterizeaza, printre altele, folclorul romdnesc este bogatia obiceiurilor
traditionale legate de muncile agricole de peste an si de pastorit. Printre obiceiurile
traditionale, cele ale sarbatorilor de iarna ocupa, datorita amploarei lor, un loc deosebit.
Sarbatorile de iarna sunt sarbatorile schimbarii anului. Ele se desfdasoard intre 24 decembrie
si 7 ianuarie si au ca punct central Craciunul si Anul Nou. Repertoriul lor bogat cuprinde:
colinde, plugusorul, sorcova, jocurile cu masti, jocurile cu papusi, dansurile si teatrul
popular cu tematica haiduceasca. Ca gen aparte, teatrul folcloric intruneste o serie de jocuri
cu caracter de pantonimd ca §i piese cu tema profana si religioasa. Teatrul de haiduci
reprezintd piesa laica cea mai raspandita. Dar daca in majoritatea provinciilor tarii ea apare
sporadic, Moldova o cunoaste in toate colturile sale. De o mare popularitate se bucura piesa
“Jienii” sau “Banda lui Jianu” intdlnita pe Valea Trotusului din judetul Bacau, Romania.
Actiunea in mare, este urmdtoarea: cdtiva haiduci care se gasesc in codru asteptandu-si
capitanul, cdnta despre faptele de dreptate pe care le-au savarsit in lupta lor impotriva
exploatatorilor si a institutiilor care ii ocrotesc. Cand capitanul lor pe care-l asteptau
soseste, n-au timp sa-si manifeste bucuria deoarece sunt inconjurati pe neasteptate de potera.
Arestarea capitanului ar fi devenit un fapt implinit daca, prin mijlocirea unei sume de bani,
poterasii nu ar consimti sa-i lase libertatea. Obtinerea libertatii se face totdeauna fara ca
haiducii si renunte la lupta pe care o duc. In unele cazuri, punerea in libertate Se
indeplineste cu ajutorul unei femei care poate fi mama, sora ori iubita capitanului. Din
cercetarile facute rezulta ca aceasta piesa s-a raspandit incepand din deceniul VIII al
veacului al XIX-lea, prima reprezentatie cu public avind loc la Roman, la 24 decembrie 1879
pe Strada Mare, avandu-/ ca autor pe M.Pascaly. Pentru larga ei raspdndire, piesa "Jianu”
este consideratd “parintele” teatrului nostru popular. In ceea ce priveste autorii sdi initiali,
par a fi provenit dintr-un mediu intelectual. lancu Jianu, personajul care sta la baza piesei nu
este moldovean ci este de peste Olt, la origine fiind boier de tara. Aceasta origine a generat
multe ziceri pe tema “haiduciei” sale. Anton Pann a scris o balada, George Breazul
realizeaza doud variante muzicale ale acesteia cunoscute sub numele de cdantece haiducesti,
apar apoi diferite doine care se identifica cu poezia lirica de haiducie, cu diverse alte cantece
populare si culte, fragmente din opera lui V. Alecsandri, M.Millo s.a.

O caracteristica aparte a teatrului popular este realismul deoarece acesta a raspuns
idealurilor social-artistice ale maselor populare, s-a rdspdndit cu rapiditate si a devenit
modelul cel mai pretios care a servit la constructia unor opere folclorice ulterioare, creatii
artistice pretioase. Haiducia a reprezentat principala arma in lupta de eliberare nationala si
sociald incepand din perioada feudald pdana in primele decenii ale secolului al XIX-lea. De-a
lungul timpului faptele de vitejie ale haiducilor au fost transpuse in legende, balade sau
cdntece batrdnesti pe care, astazi, bunicii si batranii de pe Valea Trotusului le transmit
nepotilor lor si vorbesc despre oameni viteji, dornici de dreptate si de locuri de mult
disparute si carora le pastreaza amintirea. Interesant de observat este inventivitatea si
’profesionalismul’ personajelor, ai acestor creatori-actori-cantareti, costumatia, coregrafia,
elementele de recuzita ale fiecaruia. "Jianul” jucat la Valcele are ca personaje aparte, caii.
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Acestia sunt impodobiti cu diferite obiecte specifice sarbatorilor de iarna, respectiv zone
unde se joaca. Personajele din “Jian”, actorii sunt tineri grupati in jurul “capitanului” lor,
un gospodar renumit care adunda banda si fac repetitii pana pe 31 decembrie. Prima
reprezentatie se da la Primaria din localitate si de acolo se pleaca in diferite locuri si sate
din jur. Piesa “Jianu” porneste de la caracterul de urare, subiectul este inspirat din istorie,
personajele sunt persoane talentate, au costume si recuzita specifice si cuprind elemente
literare si muzicale prezentate vocal, solistic, instrumentele muzicale lipsind cu desavarsire.
Se poate spune ca numai prin traditia orala s-au pastrat toate acestea pana in zilele noastre
si ele constituie o parte a tezaurului nostru folcloric ce reprezinta Romania in lume.

Cuvinte cheie: folclor roméanesc, teatru popular, traditiii

1. Introducere

Teatrul popular nu are o raspandire generala si uniforma pe tot cuprinsul
tarii. Horia Barbu Oprisan in cartea sa “Teatrul fara scena” considera Moldova,
pe drept cuvant, patria si inima acestui gen folcloric, care reprezinta ceva mai
mult decat un simplu divertisment, el fiind o expresie originala, o forma aparte
de exteriorizare a spiritualitatii taranesti, a simtului estetic inndscut al taranului
roman. Despre teatrul popular romanesc putem spune ca are un repertoriu intins,
foarte variat si bogat in subiecte si motive. Insa, trebuie remarcat faptul ci, de la
o regiune la alta, importanta acordatd unei anumite categorii din acest teatru
popular, este de asemenea foarte diferita. Poate nu intamplator, pe Valea
Trotusului, Jienii se bucura de o mare popularitate; in primul rand, pentru ca
subiectul piesei readuce in memoria oamenilor, fapte si intdmplari din trecutul
zbuciumat al poporului nostru, iar spectacolul in sine, constituie un prilej de
desfatare atat pentru privitori dar si pentru cei ce-l joaca.
2. Discutii

Sarbatorile de iarnd constituie stagiunea acestui teatru, iar prispa, ograda
sau odaia unde sunt primiti ’actorii” se transforma intr-o ’scend temporara” pe
care se desfasoara spectacolul. Nu stim unde, cand si in ce forma s-a jucat pentru
prima data acest gen de teatru. Dar stim, cd au trecut mai bine de 100 de ani de
la prima reprezentatie cu piesa “Jianu” a teatrului haiducesc, intr-o forma
apropiata care s-a pastrat pana astazi. Ea a avut loc la Roman, la 24 decembrie
1879 pe Strada Mare, avandu-l ca autor pe M.Pascaly. Timpul ce-a trecut de
atunci nu a atenuat importanta acordatd acestui spectacol, ci dimpotriva, a
capatat mai multa stralucire si amploare, constituind Tn continuare piesa cea mai
circulata i mai iubitd in practica populard. Piesa lui M.Pascaly este in acelasi
timp creatia de la care au plecat “dramaturgii populari” cand au compus alte
piese cu tematica haiduceasca, dar, si model pentru alte spectacole cu alte
subiecte. Asadar, putem spune, ca Jianu este “parintele” teatrului nostru popular.
El este prezent pretutindeni, in cele mai diverse reprezentatii, cu masti sau fard
masti. Un alt aspect important este legat de originea personajului care sta la baza
piesei, si locul unde s-a jucat pentru prima datd acest spectacol. O privire de
ansamblu asupra biografiei lui Iancu Jianu este necesara pentru a intelege
procesul care a dus la aparitia acestui gen de teatru si a semnificatiilor lui. Dupa
anumite cercetdri lancu Jianu s-a nascut in anul 1787. Nu este originar din
Moldova, ci era de peste Olt, din judetul Romanati, de pe Valea Tasluiului. A
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fost boier de tard de starea a doua si zapciu de plasa. Tocmai originea sa
boiereasca a fost aceea care a generat faurirea atator ziceri pe tema haiduciei”
sale.

Dupa aprecierile lui Ion Ghica, Iancu Jianu ”a lasat un nume de haiduc,
dar nici n-a fost, nici gand n-au avut sa se faca vreodata”. Cert este ca Anton
Pann va publica balada lui lancu Jianu in Spitalul amorului sau cantatorul
dorului, in ambele editii, din 1850 si 1852 fiind transcrisd in notatie liniara de
Gheorghe Ciobanu [108, pp.122-125]. Balada a atras atentia autorilor capitolului
Poezia epica din Istoria literaturii romane [90, p.135 si 148] precum si pe cea a
lui George Breazul, descendent din zona si care transcrie din notatia psaltica in
cea liniara doua variante ale baladei in discutie diferite din punct modal, avand
comund doar formula initiald si la care etnomuzicologul avea in vedere
”interesul deosebit cu care marele psaltichist privea acest cantec haiducesc”.
Este vorba despre céntecul haiducesc Subt poale de codru verde, urmat de
Spune-mi, mandro, mergi, nu mergi, apreciat de Breazul un veritabil cantec
lung oltenesc, adicd o forma de doind, in care predomind principiul repetitiei”,
de Ce frunza verde se bate, "ramas de la cei batrani”, intr-un mod “autentic
frigic antic, in care curge lin melosul stravechii epici romanesti”, considerat
“unul din cele mai vechi autentice cantece batranesti” si de Mierlita, mierlita,
“conceput intr-unul din cele mai vechi si mai preferate moduri populare
romanesti, in stilul de cantec lung sau doina olteneasca”. Cantecul Jianului apare
sub titlul N-afi auzit d-un Jian si are nu mai putin de 38 de strofe, ceea ce
inseamna ca in interpretare dura un spatiu temporal considerabil. Are dreptate
Mircea Stefdnescu sa se intrebe: ’sa fi fost un cintec care se defasura de-a
lungul a peste doud ore si jumitate ca auditie? In fata caror auditori si in
conditiile carui ritual?” [137, p.33]. Intrebarea este preluati de Mihaela Nubert-
Chetan, care masoara altfel durata piesei (90-135 minute) care ar avea 45 de
strofe [105, p.69].

Din literatura consacrata lui Iancu Jianu, trebuie amintit romanul Bucurei
Dumbrava, roman cu o circulatie intensd si de asemenea, cartea lui Paul
Constant ”lancu Jianu”, care readuce in prim plan figura boierului haiduc.
Intorcandu-ne in timp, vom remarca importanta cartilor marelui rapsod popular,
Anton Pann, carti care 1-au adus pe lancu Jianu in literatura scrisd, marind astfel
considerabil circulatia zicerilor despre el. Intre cantecele de lume culese si
transcrise in notatie psalticda, cu text foarte dezvoltat, de Anton Pann ”fiul
Pepelei cel istet ca un proverb”, supranumit asa de cétre poetul nostru national,
Mihai Eminescu, la loc de cinste se afla cele care oglindesc personalitatea
haiducului Iancu Jianu.Tocmai asemenea cantece si balade pe tematica haiduciei
si a unuia dintre cei mai straluciti reprezentanti ai ei, indreptitesc pe multi
cercetdtori sd caute originea piesei sau premizele ei in practica folclorica
precedentd piesei lui M.Pascaly pe muzica lui Al.Fletchenmacher. Din cele
ardtate mai sus, se desprinde una din cele mai importante caracteristici ale
teatrului folcloric, s1 anume realismul sau, ce se constituie ca un raspuns la
framantarile de idei ale spectatorilor si protagonistilor, in acelasi timp. Acest
realism este rezultatul urmaririi pas cu pas a momentelor mai semnificative din
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istoria sociald si nationald si a impactului psihologic pe care l-au avut asupra
taranului roman, insetat de libertate si dreptate, haiducii devenind exponenti ai
celor asupriti, ridicandu-se in numele acestora, luptand pentru drepturile lor si
pentru o viatd mai bund. Asadar, haiducia reprezinta unul din aspectele
principale ale luptei de eliberare nationala si sociald din perioada feudala. In
multe documente istorice haiducii sunt mentionati ca participanti la rascoala lui
Gheorghe Doja dar si in armata lui Mihai Viteazul. Incepand cu secolul al XVII-
lea, numarul haiducilor este in continud crestere, in primele doud decenii ale
secolului al XlIX-lea inregistrandu-se cifre impresionante dar si memorabile
fapte de dreptate sociala, realizate de cetele conduse de vestitele capetenii: lancu
Jianu in Tara Romaneasca si Stefan Bujor in Moldova, acesta din urma fiind
condamnat si executat la lasi, Tn anul 1811.

Ca raspuns de simpatie, de aprobare si incurajare a actiunilor haiducilor,
creatorul popular a transferat toate aceste fapte in legende, balade sau cantece
batranesti, care odatad cu trecerea timpului s-au cristalizat, asa incat si astazi, la
inceputul secolului XXI, batranii satelor din Moldova, povestesc nepotilor
despre vestitele cdpetenii, asociind faptele acestora cu locurile in care s-au
intdmplat. Iata cateva exemple: in inima padurilor ce acopera dealurile de pe
Valea Tazlaului, in apropiere de localitatea Helegiu, batranii din sat iti pot arata
locul cunoscut sub numele de “pestera haiducilor”. Aici padurea este atat de
batrand si deasa, iar dealurile atdt de abrupte si de un pitoresc aparte, Incat
numele ce-i este atribuit vine sa intregeasca profilul de legenda conturat pe
parcursul anilor. Apoi, ceva mai la sud-vest, catre munti, la Targu Ocna se
vorbeste ca haiducii isi aveau o ascunzatoare chiar Tn beciul unei vechi biserici,
inconjuratd de ziduri de piatrd, existente si astazi, si ca ar exista un tunel pe care
acestia 1l foloseau ca o eventuald poartd de a scapa de poterd. Si tot in apropiere
de Targu Ocna, se povesteste ca vechile ocne de sare constituiau, de asemenea,
locuri in care haiducii se retrageau sa se ascunda.

Admiratia populard pentru faptele vitejesti ale haiducilor exprimatd mai
ales 1n creatii artistice nu se putea manifesta decat la o mica distanta de timp de
la savarsirea acestor acte. Unele pareri inclind sa acorde o perioadd mai mare de
vreme de la data petrecerii unor astfel de fapte pana la transfigurarea lor in
creatii artistice, considerand ca atdt cantecele populare cat si dialogurile sin
teatrul haiducesc ar fi derivate din legende care au nevoie de un anumit timp
pana la consolidare. Fara a neglija si acest adevar, vom putea considera ca
aceastd perioada de mitizare a faptelor eroilor nu va putea depdsi mult pe cea a
vietii lor, memoria colectivd neputand retine aspecte atat de vii ale acestor
apdratori ai dreptatii sociale timp indelungat fara a le imortaliza in creatii.

Cu o ancorare atat de puternicd in faptele istorice, nici nu este de mirare
ca, aici, pe Valea Trotusului, Jienii au ajuns sa-si subordoneze si sd pund in
umbrd toate celelalte manifestari dramatice folclorice. Uimitor este
“profesionalismul” de care dia dovada taranul — actor improvizat din voia sa,
pentru o zi sau doud pe an, in unele zone de la Craciun pana la Boboteaza, actor
dar si creator in acelasi timp. Acesti creatori-actori-cantareti isi doresc, ca prin
ceea ce fac, sa starneasca uimire, curiozitate, vorbe, admiratia intregii
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colectivitati. Inventivitatea, ingeniozitatea, spiritul de observatie si de imitatie
sunt foarte ascutite, actul artistic rezultat purtand pecetea spiritului rural. Dar
totodatd, nu se poate nega faptul ca in el se regdsesc aspecte luate din viata
citadind; nu numai prin tema solemna Tmprumutatda din cartile clasicilor nostri,
dar mai ales prin modelele ordsenesti ale coregrafiei, muzicii, costumatiei si
chiar al limbajului; la acestea din urma, de la an la an, observandu-se mici

Astfel, Capitanul va purta neaparat uniforma politistilor, Véanatorul haina
verde a padurarilor iar Mireasa rochia alba traditionala. Jianul, Mama, haiducii,
Anul Nou si Anul Vechi vor pastra costumele traditionale romanesti: cu opinci,
suman, itari, caciula de miel, catrintd etc., la care se adauga diferite ornamente
realizate de fiecare personaj in parte, menite sa infrumuseteze, sa faca fiecare
costum cat mai deosebit. De asemenea elementele de recuzitd sunt de o mare
importantda, ele vin sa completeze tinuta fiecarui personaj si care, asemeni
pieselor de imbracaminte, privesc pe fiecare actor. Trebuie s ne oprim si asupra
altor “personaje” integrate Jienilor si anume — caii. S-ar parea ca acest aspect
este specific numai Jienilor din Vélcele, cail nefiind folositi in nicio alta zona
folclorica a tarii unde se practica teatrul haiducesc. Fiecare actor are un cal, ales
dintre cet mai frumosi din sat, pe care il pregateste pentru marele spectacol
Tmpodobindu-1 cu diferite obiecte specifice sarbatorilor de iarna: clopotei, hartie
coloratd tdiatd in diferite forme, beteald, stergare lucrate de mand de catre
femeile din sat, hamuri cu cat mai multe tinte etc.

3. Concluzii

Atentia acordatd de catre stapan “tinutei” calului este egala cu atentia
acordatd vestimentatiei propriei persoane, in acest mod iesind in evidenta
legdtura ce s-a stabilit intre haiduc si “tovardasul sau de pribegie” calul; apoi
constituie un element de fast, de spectaculozitate, si totodata este util, fiind
folosit ca mijloc de locomotie pentru banda Jienilor, care se deplaseaza de la un
sat la altul sau catre centrele urbane apropiate. Pentru ca in cadrul Jienilor exista
si doud personaje de gen feminin, Mama si Mireasa, ele vor calatori intr-0
trasurd pregatitd special pentru cele doua zile de sarbatoare, astfel incat sa se
evidentieze caracterul festiv al momentului. Banda Jienilor se constituie
aproximativ pe la jumatatea lunii decembrie cand incep si repetitiile. Acestea se
fac sub indrumarea unui “cdpitan” care de regula, are o bogatd experienta in
acest sens, fiind un “actor” mai vechi care s-a bucurat de o mare popularitate n
sat; prezenta unui nume sonor fiind o buna carte de vizitd pentru banda, avand
astfel succesul asigurat. Cei ce umbla, actorii, sunt tineri (14-20 de ani) dar pot
fi s1i gospodari, oameni cdsatoriti, Tn aceeasi banda gasindu-Se uneori atat tatal
cat si fiul. Fiecare este liber sa umble cu ceea ce vrea si 1i face placere.

In preajma zilei de 31 decembrie, au loc una sau doui repetitii generale,
de data aceasta in costume; iar in ziua iesirii in sat, banda se adund la ”capitan”
acasda, pentru o ultimad repetitie, apoi cu totii merg la primarie, unde se
desfagoara prima reprezentatie a spectacolului. Acest fapt constituie o cinste
deosebita atdt pentru mai marii satului cat si pentru banda Jienilor. Dupa
spectacol 1i se ureaza succes si sunt rugati sa fie peste tot pasnici. Capitanul este
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cel care hotdraste unde merg, urmarindu-se de obicei centrele comerciale,
bodega, moara si bineinteles gospodarii cei mai de seama. Toate elementele pe
baza carora este construitda piesa Jienilor, pornind de la caracterul de urare,
subiectul inspirat din istorie, costume si recuzitd, apoi elementele literare si
muzicale asaza teatrul haiducesc la loc de cinste pe Valea Trotusului, zona
considerata un depozitar al unui bogat tezaur de traditii folclorice specifice
sarbatorilor de iarnd si reprezintd un element educational de mare eficientd
pentru dezvoltarea laturii etno-artistice a culturii elevilor.

Abstract: What characterizes inter alia Romanian folklore riches traditional customs related
to farm work and shepherding of the year. Among traditional customs, the winter holidays of
charge, thanks to their size, a special place. Winter holidays change year feasts. They take
place between 24 December and 7 January having the focus Christmas and New Year. Their
rich repertoire includes carols, Plugusorul, sorcova games with masks, dolls games, dances
and folk theater with an outlawry theme. As a genre, folk theater meets a series of games with
character pantonima as secular and religious-themed songs. Theatre outlaw is the most
popular secular song. But if it occurs sporadically country most provinces, Moldova knows in
all its corners. Enjoys great popularity song "Jienii" or "Band of Jianu" meet Trotusului
Valley of Bacau, Romania. The action largely follows: few outlaws who are in the forest
waiting for their captain, singing about the deeds of righteousness which we have committed
in their struggle against the exploiters and institutions that shield. When the captain arrives
that awaited him, have no time to express joy because they are surrounded unexpectedly
posse. The arrest of the captain would have become a fact if, by means of a sum of money,
poterasii would not agree to let freedom. Obtaining freedom is made without ever give up the
fight outlaws they go. In some cases, release is met with a woman who can be mother, sister
or girlfriend captain. From the research that made this piece has spread since the eighth
decade of the nineteenth century, with the first performance took place at the Roman public at
December 24, 1879 on the high street, taking it as an author on M.Pascaly. For its wide
spread, the song "Jianu™ is considered the "father" of our popular theater. Regarding its
authors initially appear to have originated from an intellectual environment. lancu Jianu
underlying character piece is not over Olt Moldovan but originally the country squire. This
home has generated many sayings on "Outlaws™ of his. Anton wrote a ballad, George Breazul
done two versions of its music known as outlaw songs, then appear different doinas who
identify with lyric outlaw with folk songs and various other cults, excerpts from his opera
V.Alecsandri, M.Millo etc.

A distinguishing feature of the theater is popular because it answered realism social
and artistic ideals of the masses, has spread rapidly and has become the most precious model
that was used in subsequent construction of folk operas, precious artistic creations. Outlaws
was the principal weapon in the struggle for national and social liberation from the feudal
period until the first decades of the nineteenth century. Over time feats of the outlaws were
transposed into legends, ballads or songs to old that today grandparents and elders Valley
Trotusului transmit their grandchildren and talk about strong men, eager for justice and
places more which keeps missing and remembering. Interesting to note is the resourcefulness
and "professionalism™ characters of these artists-actors-singers, costumes, choreography,
props elements of each. "Jian" is played Valcele characters apart horses. They are adorned
with various winter holidays objects or areas where they play. The characters in "Jian",
young actors are grouped around the "captain™ of their famous manager who collects a band
and do repetitions until December 31. The first performance is given from the local and from
there it goes to different places and surrounding villages. The song "Jianu" starts at
character tirade, the subject is inspired by the history, the characters are talented, costumes
and props are specific and include literary and musical elements presented vocal soloists,
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musical instruments missing. It can be said that only through oral tradition have been
preserved however until today and they are part of our folklore treasure representing
Romania in the world.

Key words: Romanian folklore, popular theater, traditions

1. Introduction

Popular theater does not have a general and uniform spread throughout
the country. Horia Barbu Oprisan in his book "Theatre without a Scene" believes
Moldova, rightly, square and heart of this genre folklore, which is something
more than just entertainment, it is an original expression, a special form of
externalizing the spirituality peasant innate aesthetic sense of the Romanian
Peasant. About Romanian folk theater repertoire we can say that is stretched
very varied and rich in topics and reasons. However, it should be noted that,
from one region to another, the importance given to a certain category of this
popular theater, is also very different. Perhaps not coincidentally,Valley
Trotusului, Jienii enjoys great popularity; First, because the subject of the piece
recalls the memory of people, facts and events from the troubled past of our
people, and the show itself is a delight opportunity for both viewers and for
those who play it.

2. Discussions

Christmas celebration is this theater season, and the porch, yard or room
enrolling "actors" turns into a "temporary scene" that unfold show. We do not
know where, when and in what form was played for the first time this kind of
theater. But we know that there are more than 100 years after the first
performance with the song "Jianu" theater outlaw, in a form similar to that
preserved until today. It took place at Roman, 24 December 1879 High Street,
taking it as an author on M.Pascaly. Time has passed since then that has not
diminished the importance given to this show, but rather has become more shine
and scale track is still the most circulated and most loved folk practice.
M.Pascaly's play is both creation from the left "popular playwrights" when they
composed other songs with outlawry theme, but also a model for other shows
with other subjects. So we can say that Jianu is the "father" of our popular
theater. He is present everywhere, in various performances, masks or without
masks. Another important aspect is related to the origin of the character that
underlies the play, and where you first played this show. An overview biography
lancu Jianu is necessary to understand the process that led to this kind of drama
and meaning it. After some research lancu Jianu was born in 1787. There is
originally from Moldova, but was over Olt county novel, Valley Tasluiului. A
nobleman was the second country status and zapciu net. Just origin Boyar was
the one that generated the building of so many sayings on "Outlaws" of his.

It estimated lon Ghica, lancu Jianu "left an outlaw names, but neither was
nor think they have ever had to make." The fact is that Anton will publish lancu
Jianu Hospital ballad of love or longing Cantatore, in both editions, in 1850 and
1852 as recorded in the linear notation of Gheorghe Ciobanu [108, pp.122-125].
Chapter authors drew attention Ballad The epic of Romanian literature history
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[90, p.135 and 148] as well as that of George Breazul, descending the area and
transcriber of Byzantine notation in the two versions of the ballad straight
discussed different modal point, having only common initial formula and the
ethnomusicologist consider "special interest that psaltichist great on this song
outlaw". It's about the song outlaw And under the hem of greenwood, followed
by Tell me, Mandro, go, do not go, praised Breazul "a genuine long song
Oltenia, namely a form of doings in the prevailing principle of repetition" of the
leaf Green beat, "left over from the old" into a "genuine cold antique in
smoothly flowing melodies ancient EPIC Romanian”, considered "one of the
oldest authentic songs elders™ and the blackbird, blackbird, "designed one of the
oldest and most favorite ways Romanian folk long song or style of Oltenia doina
". Song Jian appears under the title 1 have heard Mr. Jian and has a not less than
38 stanzas, which means that the interpretation take considerable temporal
space. Mircea Stefanescu's right to ask: "have been a song that unhold over more
than two and half hours to audition? To whom and under whose ritual auditors?
"[137, p.33]. The question is taken up by Mihaela Nubert-Chetan who otherwise
measured during play (90-135 minutes) that would have 45 stanzas [105, p.69].
lancu Jianu devoted to literature should be recalled Grove Bucurei novel,
a novel with heavy traffic and also the book by Paul Constant "lancu Jianu",
which brings to the fore the squire outlaw figure. Going back in time, we note
the significance of the great minstrel popular books, Anton, books that brought
lancu Jianu in the literature, thus increasing considerably the movement sayings
about it. Between songs the world collected and transcribed into notation Psalter
with text very developed Anton Pann "son PEPEL the clever like a proverb,"
dubbed so by our national poet, Mihai Eminescu, prominently are those that
reflect the personality outlaw lancu Jianu. Also just songs and ballads on topics
outlawry and one of its most brilliant representatives, many researchers seek
entitle the origin of the piece or its premises in previous folkloric practice
M.Pascaly's play music by Al.Fletchenmacher. From the foregoing, it emerges
one of the most important features of folk theater, namely its realism, to be
established as a response to unrest ideas of spectators and actors at the same
time. This realism is the result of criminal stepping moments most significant in
the history of national and social and psychological impact that it had on the
Romanian peasant, thirsty for freedom and justice, outlaws became exponents of
the oppressed, rising on their behalf fighting for their rights and for a better life.
So brigandage is one of the main aspects of national and social liberation
struggle of the feudal period. In many historical documents outlaws are listed as
participants in the rebellion of army Gheorghe Doja and Michael the Brave.
Since the eighteenth century, the number of outlaws is growing in the first two
decades of the nineteenth century recorded impressive figures and memorable
facts of social justice made by the divisions led by famous captains: lancu Jianu
in Country Romanian and Stephen Bujor in Moldova, the latter being convicted
and executed in lasi in 1811. In response of sympathy, approval and
encouragement of the actions outlaws, creator of popular transferred all these
facts in legends, ballads or songs to old, which over time have crystallized so
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that today, in the XXI century, the old villages Moldovan grandchildren stories
about famous captains, associating them with places where the facts happened.
Here are some examples: in the heart of the forest covering the hills on Tazlau
Valley, near the town Helegiu, village elders can show you the place known as
"cave outlaws". Here the forest is so old and dense and the hills so steep and
beautiful, and what that name is assigned completes the profile of legend
emerged over the years. Then further south-west towards the mountains, Targu
Ocna is talk that the outlaws had their stash even in the basement of an old
church surrounded by stone walls that exist today, and that there was a tunnel
that which they used as an eventual goal to escape the posse. Also in the near
Targu Ocna, it is said that the old salt mines are also places where outlaws
retreated to hide.

Admiration exploits of outlaws popular works expressed particularly in
artistic creations could not manifest itself in a little time away from committing
such acts. Some opinions inclined to grant a longer period of time from the date
of the party such facts to the transfiguration of their artistic creations,
considering that both folk songs and dialogues sin theater outlaw would be
derived from legends who need some time by consolidation. Without neglecting
this truth, we can consider this period mythicization facts Heroes will far exceed
the life of their collective memory unable to retain aspects such vivid of these
defenders of social justice for a long time without being immortalized in
creations. With a strong anchor in both historical facts, nor is it surprising that
here Valley Trotusului, Jienii came to subordinate and all other events
overshadow the dramatic folklore. Amazingly "professionalism™ that proves the
peasant - actor improvised will, for a day or two per year in some areas from
Christmas to Epiphany, actor and creator simultaneously. These artists-actors-
singers want, like what they do, to provoke astonishment, curiosity, speech,
admiration entire community.

Inventiveness, ingenuity, spirit of observation and imitation are very
sharp, resulting artistic act bearing seal rural spirit. But while there is no denying
the fact that he found aspects of urban life taken; not only through solemn theme
books borrowed from our classics, especially the urban models of choreography,
music, costumes and even the language; the latter, from year to year, observing
small changes or improvements, borrowed, of course, the fashion of the time.
The captain will necessarily wear the uniform police, ranger and hunter green
coat a traditional white dress bride. Jian Ma, outlaws, New Year and Old Year
will preserve traditional Romanian costumes: with sandals, suman, ITAR, lamb
hat, skirt, etc., plus various ornaments made by each character, meant to adorn,
to make each suit as special. The props are items of great significance, they will
complete outfit each character and, like pieces of clothing each actor concern.
We have to stop and the other "characters" integrated Jienilor - namely horses. It
would seem that this is specific only Valcele Jienilor of horses being used in any
other area of the country where they practice folk theater outlaw. Each actor has
a horse, especially of the most beautiful village, which is preparing for the big
show adorning it with objects winter holidays: bells, colored paper cut into
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different shapes, tinsel, towels hand-crafted by women village, harnesses the
more targets, etc.
3. Conclusions

The attention paid by owner "kept" the horse is equal attention given
clothing oneself, thus standing out the connection has been established between
the outlaw and "his companion in exile" horse; then constitutes a fast,
spectacular, and while useful, is used as a means of locomotion for Jienilor
band, moving from one village to another or close to urban centers. Because the
Jienilor there are two female characters, mother and bride, they will travel in a
carriage specially prepared for the two days of celebration, so as to highlight the
festive nature of the moment. Jienii up about the band in mid-December when
they start and rehearsals. They are under the guidance of a "captain” who usually
has rich experience in this respect is an "actor” older who enjoyed great
popularity in the village; presence of a sound name is a good card for the band,
and thus ensured success. Those who walk the actors are young (14-20 years)
but may be hardworking, married people, finding themselves in the same band
as father and son sometimes both. Everyone is free to walk what he wants and is
pleased. On the eve of December 31, place one or two dress rehearsals, this time
in suits; and the day the fishing village gather band to "captain™ home for one
last rehearsal, then we all go to city hall, where he conducted the first
performance of the show. This is a special honor for both village chiefs and
band Jienilor. After her success and wish them are asked to be peaceful
everywhere. The captain is who chooses where they go, usually aiming at
shopping centers, bodega, the mill and the chief of course households. All the
elements on which it is built piece Jienilor, starting from the tirade, subject
inspired by history, costumes and props, and elements of literary and musical
sits theater outlaw prominently on Trotus Valley, an area considered a repository
of a rich treasure folk traditions winter holidays and is a highly effective
educational element for the development of culture side etnoartistice students.
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CAPITOLU 111/ PART 111

ARTE VIZUALE / FINE ARTS

1. AUTOPORTRETUL TN ROMANIA DIN PERIOADA POST-
COMUNISTA: 1990-2010
SELF-PORTRAIT IN ROMANIAN POST-COMMUNISM
PERIOD: 1990-2010

loana Palamar, Doctoral Candidate,
“George Enescu” University of Arts from Iasi of Romania

Rezumat: Viata artistica romaneasca a reprezentat o simpla repetitie la o scara considerabil
mai mica a celor petrecute la nivel mondial pe plan cultural, existand un adevarat decalaj
intre tarile est europene, aflate dub dominatia totalitarismului, si a celor vest europene ce s-
au bucurat de un grad mai mare de independentd. Insd la finele acestei sumbre perioade, arta
romdneascd a fost puternic remodelata odata cu reluarea contactului cu mediul artistic
mondial, fiind resimtit imperativul unei rapide ,,recuperari” a anilor artistici definitiv
pierduti. Revolutia de la 1989 a adus mari schimbari ce au constat intr-0 exprimare mai
directa si mai libera; daca arta era pana atunci un fenomen underground, a inceput ulterior
sd fie pusa in lumina, afisandu-si latura indelung aflata sub jugul cenzurii.

Cuvinte cheie: post-comunism, democratie, evolutie, pictura, autoportret

Erwin Kesler opineaza faptul ca abia dupa anul 1989 noul context politic
a facut posibild recuperarea celor pierdute in anii '70-'80, aculturatia fiind Tn
floare in acea perioada: , Artistii tineri, neinserati Tncd in «piata artistica»
autohtond, abordeaza arta experimentala si pentru cad vizeaza (mai degrabd) un
public abstract, international, publicul pe care il ghicesc in spatele valului de
informatii despre arta actuald (din reviste, filme, expozitii). Se impune astfel o
noud «constiinta a depeizarii» in propria tard, ce amprenteaza experimentalismul
juvenil, o artd «a timpului», privitd ca fiind mai adecvata disolutiei si
caracterului incomprehensibil al evenimentelor istorice bulversante, 1n
comparatie cu arta traditionala.”®® Asadar, perioada post-comunista este definita
de efortul de racordare a mediul artistic romaénesc la cel international, prin
inlaturarea artei totalitariste si prin adoptarea unor inovatii absolut necesare
dezvoltarii artei. Astfel, artistii au incercat sa anihileze urmarile tragicului trecut,
imbinand elementele traditionale cu cele contemporane din punct de vedere
tehnic si conceptual. Experimentalismul roménesc a reprezentat dupa anii '90 o
forma de ,,supravietuire” Tn mediul considerabil ,,intoxica” de mentalitatea
comunistd, piata de arta neexistand atunci.

Din generatia postrevolutionara au facut parte parte plasticienii: Matei
Bejenaru, Sandor Bartha, Cosmin Paulescu (care a realizat in anul 1994
performance-ul intitulat , ,Autotransare”), lon Grigorescu care si-a reluat
activitatea imbinand instalatii cu performance, Imre Baasz care a fost
sustinatorul de bazd al artei alternative si al integrarii acesteia in circuitul

% Mircea Moldovan, ,,Istoria artei contemporane”, Editura U.T. PRES, Cluj-Napoca, 2002, p.98
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international; astfel, in 1999 Romania a participat la cea de a 48-a editie a
Bienalei de la Venetia cu proiectul grupului ,,subReal” (,,Art History Archive”),
al lui Dan Perjovschi si cu proiectul ,,Alberti’s open window/Windows 98-open”
din care au facut parte: Alexandru Antik (,,Corpus Tranzit”), Mircea Florian
(,,Aqua/Water raised from the Death”), Dan Mihaltianu (,,Alcahology Travel”)
si Alexandru Patatics (,,Insigificant Events”). In anul 1993 pavilionul Romaniei
de la Bienala de la Venetia a fost reprezentata de Horia Damian, piesa sa
centrala fiind ,,Coloana transportat”. Cu toate acestea, insa Romania este clasata
pe un loc secundar in contextul european si international datoritd mosternirii sale
totalitare ce nu poate fi metamorfozata inca intr-o0 ,tabula rasa”. Toate aceste
performance-uri pot fi considerate autoportrete, dar nu in sensul clasic al
cuvantului, principalul motiv fiind faptul cd@ 1insisi artistii acteazd in
performance-urile mentionate in randurile de mai sus, exprimandu-si atitudinea
vizavi de regimul politic.

In prezent, o serie de plasticieni romani isi desfisoara activitatea dincolo
de granite, cativa dintre ei bucurandu-se de un succes international, printre care
se cuvine a-i aminti pe: Mircea Cantor, Dan Perjovschi, lon Grigorescu, Adrian
Ghenie, Victor Man, Irina Botea, Daniel Knorr, losif Kirali etc. Tn randurile de
mai jos voi mentiona pe scurt conceptele explorate de Adrian Ghenie in creatiile
sale, din care voi extrage cateva autoportrete reprezentative pe care le voi
analiza. Adrian Ghenie este un artist emblematic al acestei perioade,
remarcandu-se prin numeroase expozitii personale organizate in cadrul
,Muzeului de Arta Contemporana” din Denver, in perioada 2012-2013, a
»Muzeului de Arta Contemporand din Belgia”, Tn perioada 2010-2011, a
,,Muzeului National de Artda Contemporand din Bucuresti”, in intervalul 2009-
2010, lucrarile sale fiind incluse in colectiile unor galerii de renume precum:
»Muzeul Hammer” din Los Angeles, ,,Muzeul de Arta Contemporana” din Los
Angeles, ,,Muzeul de Arta Modernda din Belgia”, ,Muzeul de Arta
Contemporand din Belgia”. Lucrari precum ,,Duchamp’s funeral”, ,,Pie fight
study” au fost estimate la sume ce au depdsit cu mult estimarile initiale, Ghenie
fiind o personalitate cu o cota deosebit de mare.

Se poate afirma faptul ca pictorul urmareste introducerea unor elemente
plastice si concepte noi, invocand un nou realism racordat la atmosfera secolului
XXI. Plasticianul respinge idealismul atat de cautat in religie si in ideologie,
cautdnd sd transmitd o imagine cat mai veridicd atat in portretele cat si in
autoportrele sale. Evenimentele istorice semnficative ale secolului XX,
catastrofele celui de-al doilea razboi mondial, figurile politice de calibru precum
Hitler sau Lenin sunt deseori explorate in lucrdrile sale. Cinematografia
reprezintd o alta sursd reald de inspiratie artistul gasind in creatiile sale, intr-un
mod ingenios, puncte de legaturd intre momente istorice cheie si diverse
secvente cinematografice, relevanta in acest sens fiind seria de compozitii ,,Pie
Fight”, unde sunt realizate corelatii intre comediile cu batdi cu frisca, ce
sugereazd o stare de umilintd sociala privitd cu o doza considerabilda de
amuzament, si tragica istorie scrisd de Holocaust, unde este vorba despre o
veridica umilinta a poporului evreu. Producerea acestor distorsionari are ca
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sursa de inspiratie deformarile (auto-)portretistice ale lui Francis Bacon, pictor
britanic de referintd, ce se regasesc in majoritatea autoreprezentarilor lui Ghenie:
,»Self-portrait as Van Gogh”, ,,Self-portrait as Charles Darwin”, ,,Self-portrait”
(fig. nr. 1), ,,Self-portrait no.3” (fig. nr. 3), ,,Self-portrait no.4” (fig. nr.2),
»Study for the devil”, ,,Self-portrait as a monkey” (fig. nr.5) etc.

Fig.nr. 1 Adrian Ghenie, (1977) Fig. nr. 2 Adrian Ghenie, (1977)
,,»Self-portrait”, ulei pe panza, 40x48cm, 2010, ,,Self-portrait”, ulei pe panza,40x60 cm, 2010

s N
Fig. nr. 3 Adrian Ghenie, (1977), ,,Self- Fig. nr. 4 Adrian Ghenie, (1977),,portrait
no.3”, ulei pe panza, ,»Self-portrait no.4”, ulei pe panza,

46x34 cm, 2010 51x43 cm, 2010

Fig. nr.5 Adrian Ghenie, (1977), ,,Self-portait as a monkey”,ulei pe panza, 145x84 c¢cm, 2010
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La general vorbind, ilustrarile propriului chip pot fi interpretate din
prisma presiunii resimtite la nivel personal in timpul perioadei comuniste,
artistul identificindu-se cu personalititi din istorie controversate si
marginalizate, precum Charles Darwin sau Van Gogh, surprinzand nelinistea,
probabil, angoasa cauzatd de factorii religiosi sau sociali. Se poate vorbi despe o
metamorfoza a chipului uman ce suvine ca rezultat al unor evenimente istorice
tragice petrecute in secolul XX ce-si lasd puternic amprenta in inconstientul
colectiv, dar si in cel individual. Artistul a urmarit sa recupereze acele momente,
facand referire la diverse evenimente istorice, tratind denigrarea individualitdtii
de catre marile regimuri: comunismul, nazismul si fascismul, si coreland aceste
aspecte cu secvente cinematografice aparent fara legatura. Toate aceste elemente
sunt transferate si 1n ciclul sau de autoportrete amorfe ce amintesc de nelinistea
reprezentarilor faciale ale lui Bacon, Ghenie insusi marturisind afinitatea fata de
acest artist: ,,Universitatea de Arta din Cluj era singurul loc in care puteai sa
gasesti nenumarate volume de artd. Exista o librarie-anticariat, dar textele se
opreau la Picasso. Am stiut de existenta lui Bacon, astazi unul din pictorii de
referintd ai picturii mele, abia in 1998”.% O primi concluzie a succintelor idei
prezentate vizeaza filtrarea prin propria constiintda a unor aspecte din istoria
artei, a intampldrilor istorice de reper petrecute in secolul trecut si
problematizarea rationamentului ideologist, corelarea laturii cinematografice cu
cea picturalda din punct de vedere conceptual, aducerea in discutie a teoriei
evolutioniste Indelung contestatd de membri Bisericii si totodata crearea unei
paralele intre factorul laic si cel religios.

Abstract: Romanian art was a simple repetition of the events at a considerably small scale
within the worldwide cultural context, being a real gap between Eastern European countries,
which were dominated by totalitarianism, and the Western European ones who enjoyed a
considerable degree of independence. But at the end of this dark period, Romanian art
started a developing process once it connected itself with the worldwide artistical medium,
thus those lost years being quickly recovered. The revolution from 1989 brought great
changes which consisted in a more direct and free expression; if until then art was just an
underground phenomenon, it began afterwards to come out to light, displaying its censored
side.

Key words: Post-Communism, democracy, evolution, painting, self-portrait

Erwin Kesler’s opinion is that only after 1989 the new political context
made possible the recovering of the lost 70s and 80s, acculturation being in
bloom at that time: Young artists, who are not yet part of the real «art market»,
make experimental art also because of the reason that they present their work
(rather) to an abstract, international audience that they guess behind the wave
of information about current art (magazines, movies, exhibitions). Thus a new
«uprooting consciousness» appears in their own country which marks a juvenile
experimentalism, an «art of time», which is considered to be more suitable to
dissolution and to the incomprehensible character of the confusing historical

%  Magdalena Popa Buluc, ,,Adrian Ghenie, artistul care cucereste scena internationald”,

http://www.cotidianul.ro/adrian-ghenie-artistul-care-cucereste-scena-internationala-254889/,(accesat16.06.2015)
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events, in comparison to the traditional art.®> So, this post-communism era is
about an effort of updating the artistical environment, removing the totalitarian
art used for ideological purposes and adopting some innovations which were
really necessary as for a natural, although late, developing of Romanian art.
Thus artists tried to forget the black historical past as for a cultural point of
view, by mixing the traditional elements with the contemporary ones regarding
technique and concept. After the 90s Romanian experimentalism was a form of
survival in the cultural environment which was considerably intoxicated by the
communist mentality, so that there was no art market.

From the postrevolutionary generation took part part the artists: Mateli
Bejenaru, Sandor Bartha, Cosmin Paulescu (who made in 1994 a performance
called ,,Self-destruction”), lon Grigorescu who combined installations with
performances, Imre Baasz who was an important supporter of the alternative
art, his interest being to integrate this type of art in the international circuit. Thus
Romania took part in 1999 at the 48th edition of the Venice Biennale with
,»SUbReal” Group’s project ,,Art History Archive”, with Dan Perjovschi’s project
and also with the project ,,Alberti's open window / Windows 98” created by the
artists: Alexandru Antik (,,Corpus Transit”), Mircea Florian (,,Aqua / Water
Raised From The Death”), Dan Mihaltianu (,,Alcahology Travel”) and
Alexander Patatics (,,Insigificant Events”). In 1993 Romania's pavilion was
represented at the Venice Biennale by Horia Damian, its central piece being
,, The transportet column”. However, Romania is on the second place in the
European and international context, due to its totalitarian inheritance which can
not be metamorphosed into a ,,tabula rasa” yet. All these performances can be
considered self-portraits, not as a classical genre, the main reason that sustains
this idea being that the artists themselves acted in the already mentioned
performances, revealing their attitude towards the Romanian political system.
Currently, a number of Romanian artists have an artistical activity across the
borders, some of them enjoying an international success, including the artists:
Mircea Cantor, Dan Perjovschi, lon Grigorescu, Adrian Ghenie, Victor Man,
Irina Botea, Daniel Knorr, Joseph Kirali etc.

In the following lines | will mention briefly the concepts which are
explored by Adrian Ghenie in his creations, revealing a few representative self-
portraits which | will analyze. Adrian Ghenie is an emblematic artist of this
period, whose activity consists of numerous solo exhibitions organized within
»Museum of Contemporary Art” in Denver, in 2012-2013, ,,Museum of
Contemporary Art” in Belgium, in 2010-2011, ,National Museum of
Contemporary Art” in Bucharest, in 2009-2010, his works being included in
collections of famous galleries such as: ,,Hammer Museum” in Los Angeles,
»Museum of Contemporary Art” in Los Angeles, ,,Museum of Modern Art” in
Belgium, and ,,Museum of Contemporary Art” in Belgium .Works such as
,Duchamp's funeral”, ,,Pie Fight study” were estimated to prices which far
exceeded the initial estimates, Ghenie being a very appreciated personality.

% Mircea Moldovan, ,,Istoria artei contemporane”, U.T. PRES Edition, Cluj-Napoca, 2002, p.98
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It can be mentioned that the painter seeks the introduction of plastic
elements and concepts who reveal a new realism connected to the 21st century
atmosphere, dismissing the idealism which is present in religion and ideology
and seeking to convey a more accurate image both in his portraits and self-
portraits. The significant historical events of the 20th century, the disasters of
the Second World War and political figures such as Hitler or Lenin are often
explored in his works. Cinema is another real source of artistical inspiration
which can be found in his creations, Ghenie establishing connections in an
ingenious way between historical key moments and various cinematic
sequences, making correlations for example in the series of compositions ,,Pie
Fight” between cream fight comedies, which suggest a state of social
humiliation that is viewed in a funny way, and the tragic history of Holocaust
which suggest a true humuliation of the Hebrew people. The body distortions
were inspired by the British painter Francis Bacon’s deformed (self-) portraits
and are to be found in most Ghenie's self-representations: ,,Self-portrait as Van
Gogh”, ,,Self-portrait as Charles Darwin”, ,,Self-portrait” (fig. no. 1), ,,Self-
portrait No.3” (fig. no.3), ,,Self-portrait No.4” (fig. No. 2), ,,Study for the devil”,
»Self-portrait as a monkey” ( Fig. No. 5) etc.

| __g.;t.:f'

Fig. No. 1 drian Ghenie, (1977) Fig. No. 2 Adrian Ghenie, (1977)
,,»Self-portrait”, oil on canvas, 40x48cm, 2010, ,,Self-portrait”, oil on canvas,40x60 cm, 2010

Fig. No. 4 Adrian Ghenie, (1977),
oil on canvas, 46x34 cm, 2010 ,,»Self-portrait no.4”, oil on canvas, 51x43 cm, 2010
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Fig. No.5 Adrian Ghenie, (1977), ,,Self-portait as a monkey”,oil on canvas, 145x84 cm, 2010

Generally speaking, Ghenie’s self-portraits can be interpreted in terms of
pressure felt on a personal level during the communist period, the artist
identifying himself with the controversial and marginalized historical
personalities, such as Charles Darwin or Van Gogh, surprising anxiety caused
by the religious and social factors. One can talk about a metamorphosis of the
human face, the reason being the result of the tragic historical events that
occurred in the 20th century and which stronlgy influenced the individual and
the collective unconsciousness. The artist sought to recover those moments by
referring to historical events, treating the human being’s denigration by the
major political regimes such as: Communism, Nazism and Fascism, correlating
them with seemingly unrelated cinematic sequences. All these elements are
transferred also in his cycle of amorphous self-portraits which remind of
Bacon's anxiety, Ghenie himself confessing his admiration towards this artist:
The University of Art in Cluj was the only place where you could find countless
volumes of art . There is an antique bookshop, but texts stopped at Picasso. |
knew of the existence of Bacon, today one of my painters of reference, until
1998%. A first conclusion could be a reflection about some aspects from history
of art, about the historical events that occurred in the last century and about the
ideological mentality, making connections between cinema and painting areas
as for a conceptual point of view, bringing into question the controversial
evolutionary theory and also creating in the same time a parallel between the
laic and the religious factor.
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2. MESTESUGUL POPULAR SI ARTA TRADITIONALA
MARAMURESEANA CU ROL EDUCATIONAL
POPULAR SKILL AND TRADITIONAL ART OF MARAMURES WITH
AN EDUCATIONAL ROLE

Zoita-Nicoleta Panciu, Doctoral Candidate,
“George Enescu” University of Arts from Iasi of Romania

Rezumat: Arta traditionala maramureseana este o arta pur traditionalda in care spiritul
satului de altadata este mereu vesnic in concordanta cu rolul educational al tinerei generatii
in care repertoriul tezaurului artistic pare o adevarata comoara a sufletului maramuresean.
Imaginea si forma spatiului mirific joaca un rol esential in procesul educational si o instruire
artistica a mestesugului traditional. Artistul popular este tot mai mult chemat sa
indeplineasca o alta misiune in formarea artistului de azi si miine. Imaginea vizuala a
mestesugului traditional constitue fundamentul repertoriului autentic si legatura echilibrului
compozitional dintre mester si inpactul creator.

Cuvinte cheie: Mestesug, artd popularad, arta traditionala, artistic, educative

1.Introducere

Notiunea de mestesug artistic defineste procesul specific in cadrul caruia
iau nastere ansambluri de opere de arta sculpturald cat si arhitecturala. Creatia
artistica porneste de la un ideal artistic pentru a ajunge la valoarea materializata
in opera de artd. Cat priveste tehnicile de lucru cat si procedeele devenind un
mestesug daca lipseste vocatia, talentul, genul creator, elementele unei opere de
artd. Structurile sculpturale expresive alcatuesc opera de artd formind un
ansamblu armonios in arta populard. Creatia artistica a artei populare este
caracterizatd in principal de trei etape pe care le indeplineste de cunoastere,
educativd si emotionala. Aici creatorul artei traditionale isi exprima gindul
creator, emotiile si trdirile prin artd. Intre opera de artd si artist pot exista
raporturi diferite de interpretare, de creatie, concretizdnd conceptia artisticd a
creatorului popular.
2. Mestesugul popular si arta traditionala

Arta traditionald are un rol estetic si releva trasaturile esentiale ale stilului
propriu a fiecarui mester popular de a-si exprima in forme artistice ideile si
sentimentele. Arta populara din tinutul Maramures este componentad esentiald a
culturii populare si reprezinta repertoriul cultural in diversitatea de genuri ale
artei populare. Cit priveste mestesugul popular traditional are un stil propriu
bine stucturat in care artistul maramuresean isi exprima in forme artistice ideile
sentimentele, gindirea si sensibilitatea. Analiza sistematica a artei populare este
identificarea creatiilor artistice de la o zona etnografica la alta.”’Dinamica
motivelor in ansamblul unei atat de sugestive compozitii ornamentale implica §i
o relatie de incluziune, ornamentele registrelor complementare fiind rezultate
ale relatiei de echivalenta sau reuniune (chenarul unei scoarte, dantela unui
stergar, cheita unei camdsi, braul unui vas de ceramica etc.).””"’

9 Parau Steluta - Interdependente in arta populari roméaneasci, Editura Meridiane, 1989, p.33
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In ansamblul artei populare compozitiile ornamentale au un rol important
repertoriului traditional ce structureazd competentele echilibrului de forme
ornamentale multiple.
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Fig. 1 —Poarta maramureseana-Comuna Vileni -Judetul Marmures—realizaté de mesterul
popular loan Godja-zis Pupaza

Forma joaca un rol unic compozitional in echilibrul pe care il creeaza in
arta traditionald populara. Prin complexitatea si varietatea ornamentelor asupra
raporturilor dintre imaginar, simbolic, compozitional si vizual se creazd un
echilibru unitar in artd. Atat in sculptura cat si arhitecturd numeroasele elemente
ornamentale se Tmbind armonios fiind intr-o stransa legaturacu creatorul
popular. Geneza artei traditionale pune accentul in sfera artei traditionale si in
studiul creativitati mestesugului traditional dincolo de paradigma timpului.

. A 3 . g .--A‘
Fig. 2 — Disc realizat de Mesterul popular- Toader Barsan din Comuna Béarsana -Judetul-
Maramures.

3. Concluzii
In concluzie intreaga cultura traditionala reprezinta repertoriul autentic
tezaurului national in care traditia ramane valoarea patrimoniului cultural de
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valori ale neamului roméanesc. In ce priveste mestesugul traditional rimine
specific artei populare maramuresene intr-o unitate armonioasa echilibrului
compozitional. Studiul motivelor artistice decorative noi si vechi ne dau
posibilitatea intelegerii evolutiei artistice, a modului in care sunt pastrate vechile
traditii, exprimand specificul cultural al zonei etnografice.

Abstract: The traditional art of Maramures is a purely traditional art in which the spirit of
the old village is always eternal in concordance with the educational role of the young
generation in which the artistic treasure repertoire seems to be a real treasure of the
Maramures soul. The image and the shape of the wonderful space play an essential role in the
educational process and an artistic training of the traditional skill. The popular artist is more
and more called to achieve another mission in the today and tomorrow artist’s training. The
visual image of the traditional skill forms the base of the genuine repertoire and the
connection of the composition equilibrium between artist and creative impact.

Key words: Skill, popular art, traditional art, artistic, educational

1.Introduction

The notion of artistic skill defines the specific process in which sculptural
and architectural art operas’ ensembles are born. The artistic creation starts from
an artistic ideal in order to reach the materialized value in the opera of art.
Regarding the work techniques as well as the procedures becoming a skill if the
vocation, talent, creative type, the elements of an opera of art are missing. The
expressive sculptural structures compose the opera of art, forming a harmonious
ensemble in popular art. The artistic creation of the popular art is mainly
characterized by three stages of knowledge, education and emotion which are
achieved by it. Here the traditional art creator is expressing through art his
creative thought, his emotions and his feelings. Between opera of art and artist
may exist different interpretation and creative relations, concretizing the artistic
conception of the popular creator.
2. Popular skill and traditional art

The traditional art has an aesthetic role and points out the esential
characteristics of each popular artist’s personal style of expressing in artistic
forms his ideas and feelings. The popular art of the Maramures region is an
essential component of the popular culture and represents the cultural repertoire
in the diversity of the popular art’s types. Regarding the popular traditional skill,
it has a well-structured style in which the artist of Maramures is expressing in
artistic shapes his ideas, his feelings and sensibility. The systematic analysis of
popular art is the identification of artistic creations from an ethnographic area to
another.”The dynamic of motives in the ensemble of such a suggestive
ornamental composition also implies a relation of inclusion, the ornaments of
the complementary registries, being the result of a relation of equivalence or
reunion (the frame of a crust, the lace of a towel, the key of a shirt, the girdle of
a ceramic bowl, etc.).”®® In the popular art’s ensemble, the ornamental
compositions have an important role in the traditional repertoire which
structures the abilities of multiple ornamental shapes.

%8 Parau Steluta - Interdependences in the Romanian popular art, Meridiane Edition, 1989, p.33

135



-0 v v —

RN LA | | = .
; i3

b N

’ - &

Fig. 1 —The Maramures gate-Vialeni Commune —Maramure county-manufactured by the
popular artist loan Godja-also known as Pupaza

The shape plays a unique compositional role in the equilibrium which is
created in the popular traditional art. By the ornaments’ complexity and variety
upon the relations between imaginary, symbolical, compositional and visual it is
created an unitary equilibrium in art. Both in sculpture and architecture, the
numerous ornamental elements are harmoniously combined, being in a strong
connection with the popular creator. The traditional art’s genesis lays emphasis
in the traditional art’s sphere and in the study of the traditional skill’s creativity
beyond the time’s paradigm.

. . . s I ke ..-.-‘
Fig. 2 — Disc manufactured by the popular Artist- Toader Barsan of Barsana Commune -

Maramures County.

3. Conclusions

In conclusion, the entire traditional culture represents the genuine
repertoire of the national treasure in which tradition remains the cultural
patrimony’s value of the Romanian people’s values. Regarding the traditional
skill, it remains specific to the popuar art of Maramures, in a harmonious unity
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of the compositional equilibrium. The study of the decorative old and new
artistic motives gives us the possibility to understand the artistic evolution, of
the way in which the old traditions are kept, expressing the cultural specificity of
hte ethnographic area.
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3. MIJLOACELE DE MEDIERE ALE ARTEI SI COORDONAREA
ACTIUNII COMUNITARE CA PARTE IMPORTANTA iN
EDUCATIA ARTISTICA A ELEVILOR
MEANS OF MEDIATIONS OF THE ART AND COMMUNITY ACTION
COORDINATION AS AN IMPORTANT PART IN THE
ART EDUCATION OF STUDENTS

Mircea Stefanescu, Lecturer PhD.,
“George Enescu” University of Arts from Iasi of Romania

Rezumat: Voi prezenta in acest articol pe de o parte rolul de mediere pe care 1l are arta in
contextul societatii actuale, precum si abordarea actiunilor comunitare ca o oportunitate de
invatare prin implicarea activa si personald a fiecarui elev in procesul educational. Arta este
o activitate specific umand, o oglindire a civilizatiei, dar si o activitate psihica complexa: joc,
relaxare, comunicare. Nevoia de a intelege, de a gdsi semnificatie in lumea din jurul nostru
este cuplata cu o nevoie de stimulare si implicare. Astfel, elevii care participa la actiuni
comunitare vor reusi mai bine sa inteleaga si sa congtientizeze nevoile individuale cu care se
confruntd alte persoane §i comunitatea, isi vor dezvolta inteligenta si creativitatea lor pentru
a raspunde nevoilor individuale dar §i ale celor din jurul lor si nu in ultimul rdnd vor avea
sentimentul implinirii pentru ca au depus o munca importanta si competitiva.

Cuvinte cheie: oportunitate de invatare, proces educational, sentimentul Tmplinirii,
comunitate

Arta, prin natura ei complexa, este unica In stare sd creeze o punte de
legatura intre eul launtric i univers, iar artistul prin limbajul vizual abordat si
prin profunzimea mesajulul transmis isi dezvaluie cu buna stiinta personalitatea.
Orice artist are modul sau propriu de percepe lumea exterioard, iar in functie de
analiza si cercetare specifice reda intr-un mod aparte anumite aspecte ale
realului. Artistul are la dispozitic elemente plastice precum culoarea, linia,
textura, forma si spatiul pentru a exprima intentia sa artistica. Fiecare element
poate fi analizat individual, dar fiecare poate contribui la efectul unuia sau mai
multora dintre celelalte sau le poate utiliza pe toate in redarea intentiei sale.
“Opera de artd rezulta din interactiunea, din interdependenta acestor mijloace
decat din actiunea lor ca parti independente ale intregului”®. Artistul, in functie
de stilul propriu si de intentia sa expresiva isi alege, in timpul procesului de
creatie, tipul si numarul de variatii tehnice pentru a putea reda emotii estetice,
semnificative si inteligibile.

Prin complexitatea limbajului vizual folosit si Incarcatura mesajului
transmis, creatia artisului poate fi comprehensibila de cdtre un receptor care este
limbajului §1 sd perceapa valoarea artistica a lucrdrii prin prisma simtadmintelor
personale, in caz contrar receptorul devine un simplu privitor al operei de arta.
“Semnificatia gasita de catre profan in obiectul artistic depinde de opera de arta,
dar ea depinde si de propria conditie intelectuala si emotionald a privitorului ca

% Nathan Knobler, Dialogul Vizual, vol I, Ed. Meridiane, Bucuresti, 1983, p. 105
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si abilitatea acestuia de a percepe opera aflatd in fata ochilor s3i”'%, Nathan
Knobler considera cd asa cum “educatia si efortul sunt cerute artistului pentru
producerea operei lui”*® si publicul ar trebui si aibd “adeseori o pregitire
echivalentd”% pentru a reactiona si a intra in dialog cu opera de arti. In caz
contrar creatiile artistice vor fi un mister “pana cand va fi pregatit sa reactioneze
in fata lor”1%,

Opera de artd este vazutd ca un mijloc de “exprimare si comunicare a
ideilor si emotiilor®, iar limbajul vizual are rolul “de fixare, exprimare,
comunicare, cunoastere, influentare”!%® si mediere. “Opera de artd nu mai este
privitd doar ca un artefact a carei valoare formald este primordiald, in cadrele
teoriei estetice de inspiratie kantiana, ci sa ca un sistem complex de comunicare
interumana.”'% Umberto Eco considerd c¢d mult mai important este modul in
care este impartdsit mesajul care “include si proprietdtile specifice mediului
artistic, ale canalului de comunicare™%’. Asadar fatd de comunicarea clasicd
“arta pune accentul pe forma, pe modul inventiv in care mesajul este codificat si
transmis de citre artist”'%. In arta vizuald interpretarea imaginilor joaca un rol
foarte important. Desi folositd cu mult timp inainte de aparitia tiparului la
ilustrarea si popularizarea marilor mituri s1 mai ales in raspandirea sfintelor
pilde din invatatura crestina, arta are nevoie de interpretare, mai ales atunci cand
sunt create scene cu caracter alegoric unde abunda o multitudine de simboluri ce
pot capata interpretari dintre cele mai diferite, cum este, spre exemplu, lucrarea
lui Sandro Botticelli, Primavara.

Fig. 1 Primavara, Sandro Botticelli
(Sursa: http://en.wikipedia.org/wiki/Primavera_painting)

Aceasta imagine poeticd a unei gradini de portocali, cu personaje
mitologice, a fost supusd multor interpretari dar in esentd ea simbolizeaza

100 Nathan Knobler, op. cit., p. 13

101 Nathan Knobler, Dialogul Vizual, vol I, Ed. Meridiane, Bucuresti, 1983, p. 27

102 jbidem

103 jbidem

104 Nathan Knobler, Dialogul Vizual, vol I, Ed. Meridiane, Bucuresti, 1983, p.33

195 Dan Covitaru, Simbol si obiect in sculpturd, Ed. Artes, lasi, 2005, p. 103

106 Cristian Nae, Moduri de a percepe. O introducere in teoria artei moderne si contemporane, Ed. Artes, lasi,
2013, p. 153

17 jdem, p. 156

108 jbidem
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dragostea si bucuria de a trdi, asa cum natura se bucurd odatd cu venirea
primaverii. Abundenta de imagini din societatea actuala in continud schimbare a
sporit interesul fatd de artele vizuale, dar in acelasi timp 1-a Tmpins pe artistul
contemporan in cautarea unor noi forme de comunicare vizuala. ,,Artistul aflat Tn
cautarea unor mijloace plastice adecvate, necesare exprimarii unor lucruri im-
portante pentru el nu poate folosi forme, simboluri si structuri simbolice ce au
fost golite de semnificatia lor prin utilizare repetata. El este obligat sa gaseasca
acele combinatii ale vocabularului plastic care vor avea efectul §i pregnanta
necesare pentru ceea ce vrea sa spuna. Artistul are nevoie de un mod de a ocoli
cliseul, nu pentru a fi ambiguu si incomprehensibil, cum 1l acuza multi critici, ci
exact din motivul opus — pentru a fi explicit si semnificativ.”1%,

In cautarea unor noi mijloace de exprimare vizuala artistii au gisit variate
metode pentru a putea raspunde provocarii viitorului.  Unii artisti au  fost
interesati de abordare a ecologica folosind in realizarea lucrarilor materiale din
naturd neprelucrate, cum ar fi piatra, apa, lemnul, alegédndu-si cele mai
indepartate locuri, mlastini, paduri, sau locuri pentru depozitarea deseurilor.
Printre cei mai reprezentativi artisti land —art este Robert Smithson, iar ideea lui
era aceea de a evada din sistemul introspectiv al galeriilor de artd, care
“neutralizau puterea artei, limitand-o si inlaturdnd-o din lume”!%. Deasemnea
Robert Smithson dorea sa sporeasca gradul de constientizare a oamenilor privind
relatia lor cu natura si de a integra lucrarile in peisaj, acestea devenind opere de
arta in sine.

- ','. i = IR ook R ?-:' T - I’;_‘ 5
Fig. 2 - Spiral Jetty, Robert Smithson, Marele Lac Sarat, Utah
(https://www.google.ro/search- Spiral Jetty, Robert Smithson)

g

Punand accentul pe procesul de creatie, pe folosirea materialelor in starea
lor pura, neprelucrate, dragostea pentru arta si peisaj artistii land art au creat
lucrari spectaculoase cu efect deosebit si impact vizual maxim, agsa cum se poate
vedea in imaginile de mai jos.

109 Nathan Knobler, Dialogul vizual,vol II, Ed Meridiane, Bucuresti, 1983, p. 167
110 Suzi Gablik, 4 esuat modernismul?, Ed. Curtea Veche, Bucuresti, 2008, p.66
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Fig. 3 - Desert Breath, Land Art in the Sahara Desert
(https://www.google.ro/search,Desert Breath,Land Art in the SaharaDesert)

Fig. 4 - Eve IL, Agnes Dumouchel, Fig. 5- Eve IL, Agnes Dumuchel,
Procesul de realizare Lucrarea finala (https://www.google.ro/search?client)
Astfel, procesul de creatie reprezinta o parte importanta in realizarea unei

lucrari de arta, iar elevii trebuie implicafi activ In actiunile artistice, mai ales
cele de tip land art, deoarece pot deveni mai responsabili fatd de mediul
inconjurdtor ca raspuns la nevoile si dorintele oamenilor, le stimuleaza
creativitatea dezvoltandu-si in acelasi timp rabdarea si perseverenta, incurajeaza
utilizarea unor tehnici de lucru cu diferite materiale si ustensile si nu in ultimul
rand favorizeaza dezvoltarea capacitdtii de cooperare. Nevoia de a intelege, de a
gasi semnificatie in lumea din jurul nostru, este cuplata cu o nevoie de stimulare
si implicare. Individul are nevoie sa fie provocat, are nevoie de probleme, pe
care sa le rezolve, de munti pe care sa-i treacad, ii trebuie un sentiment al
participarii la ambitia sa. Astfel, elevii care participa la actiuni comunitare vor
reusi mai bine sa inteleaga si sd constientizeze nevoile individuale cu care se
confruntd alte persoane si comunitatea, isi vor dezvolta inteligenta si
creativitatea pentru a raspunde nevoilor individuale dar si ale celor din jurul lor
si nu in ultimul rand vor avea sentimentul mplinirii pentru ca au depus o munca
importanta si competitiva.

Abstract: In this paper | present on the one hand the mediation role that art plays in the
context of contemporary society and community action approach as a learning opportunity
through active involvement and personal to each student in the educational process. Art is a
specifically human activity, a reflection of civilization, but also a complex mental activity:
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playing, downloading, communication. The need to understand, to find meaning in the world
around us is coupled with a need for stimulation and involvement. So, the students which
participate in the community action will be able better to understand and acknowledge the
individual needs facing other people and the community, they will develop the intelligence
and the creativity to answer individual needs but also of those around them and last but not
least they will have the feeling of fulfillment because they have made an important and
competitive labor.

Key words: learning opportunity, educational process, the feeling of fulfillment, community

Art, by its nature, is able to create a bridge between the inner self and
universe, and the artist through the visual language approached and through the
depth of the message transmitted reveals with knowingly his personality. Each
artist has his own way of perceiving the world and in accordance with its own
sensitivity and ability to convey expression means, analysis and specific
research he describes, in a peculiar manner, the certain aspects of the reality.
The artist has at hand the plastic elements such as color, line, texture, shape and
space to express his artistic intention. Each element can be analyzed
individually, but each may contribute to the effect to one or more of the other or
he may use on all of them to express his intention. The art work is the result of
the iInteraction of these means of interdependence than of their action as
independent parts of the whole!!,

The artist, according to his own style and his expressive intention, he
chooses during the creation process the type and the number of technical
variations to express the aesthetic emotions, meaningful and understandable.
Through the complexity of the visual language used and the significance of the
message, the artist's creation can be comprehensible by a receiver which is able
to understand the artistic sensitivities of the creator, to decode the semantics
language and to perceive the artistic value of the work from his point of view,
otherwise the receiver is just a simple viewer of the art work. The significance
found by a profane in the art work depends on the art work itself and also
depends of own intellectual and emotional condition of the viewer and his
ability to perceive the art work from the front of his eyes!!2,

Nathan Knobler thinks as the artist needs education and effort in his
works®® also the viewers should have often an equivalent training!* to react
and to enter into dialogue with the work of art. Otherwise the artistic creations
will be a mystery until it will be ready to react in front of them!*®. The work of
art is seen as a means of expression and communication of the ideas and
emotions!'® while the visual language has a role of fixing, expression,
communication, knowledge, positively influence!!” and last but not least,
mediation. The work of art is no longer seen as a formal artifact whose value is

111 Nathan Knobler, Dialogul Vizual, vol I, Ed. Meridiane, Bucuresti, 1983, p. 105
112 jdem, p. 13

113 Nathan Knobler, Dialogul Vizual, vol I, Ed. Meridiane, Bucuresti, 1983, p. 27
114 ibidem

115 jhidem

116 jdem, p.33

17 Dan Covitaru, Simbol si obiect in sculpturd, Ed Artes, lasi 2005, p. 103
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paramount, in the frames of Kantian aesthetic theory, rather as a complex
system of interpersonal communication!'®, Umberto Eco thinks that more
important is how it is shared the message, which also include the specific
properties to artistic environment of the communication channel!’®. So
compared to the classical communication the art focuses on the artistic
structure, the inventive way in which the message is encoded and transmitted by
artist'??, The visual interpretation of images in art plays a very important role.
Although used long time before the invention of the printing to illustrate and
popularize the great myths and especially in spreading the holy examples of
Christian teaching, the art needs interpretation, especially when are created
scenes with character allegorically where abounds a multitude of symbols that
can receive the most different interpretations, such as, for example, the art work
by Sandro Botticelli, Spring.

Fig. 1 Spring, Sandro Botticelli
(Sursa: http://en.wikipedia.org/wiki/Primavera_painting)

This poetic image of a gardens of orange trees, which has characters from
mythology has been subject to many interpretations, but in essence it symbolizes
the love and joy of living, as nature enjoys the Spring.The abundance of images
from the current changing society increased interest in the visual arts, but also
pushed the contemporary artist in the search of a new forms of visual
communication. The artist in the search of plastic means, necessary to express
the important things to him, he can not use shapes, symbols and symbolic
structures which have been emptied of their meaning through repeated use. He
is forced to find those combinations of plastic vocabulary, which will have an
effect and poignancy needed for what he wants to say. The artist needs a way to
avoid the cliché, not to be ambiguous and incomprehensible, as many critics
accuse him, but exactly the opposite reason - to be clear and significant'?*. In
the search for a new means of expression visual artists have found various ways
to be able to respond to the challenges of the future. Some artists were
interested to the ecological approach in their art work using the unprocessed
materials from nature, such as stone, water, wood or choosing the most remote

118 Cristian Nae, Moduri de a percepe. O introducere in teoria artei moderne si contemporane, Ed. Artes lasi,
2013, p. 153

119 jdem, p. 156

120 jhidem

121 Nathan Knobler, Dialogul vizual,vol II, Ed Meridiane, Bucuresti, 1983, p. 167
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places, swamps, forests or places for waste storage. Robert Smithson is one of
the most representative artists land -art and his idea was to escape from the
introspective system of the art galleries, which neutralized the power of the art,
limiting it and removing it from the world*??. Robert Smithson also wanted to
increase the awareness of the people regarding their relationship with the nature
and to integrate the art work into the landscape, these become a work of art

itself.

Fig.2. Spiral et obert mith, Great Sa La, Utah
(https://www.google.ro/search- Spiral Jetty, Robert Smithson)
Focusing on the creative process, the use of materials in their state of
pure, unprocessed, love for art and landscape, the artists have created
spectacular art work with particular effect and maximum visual impact, as you

can see in the below pictures.

Fig. 3 - Desert Breath, Land Art in the Sahara Desert
(https://www.google.ro/search,Desert Breath,Land Art in the SaharaDesert)

Fig. 4 - Eve IL, Agnes Dumouchel, Fi. 5- Ee , Ag eDumou hel,
The process of making the art work The final work (https://www.google.ro/search?client)

122 Suzi Gablik, 4 esuat modernismul?, Ed. Curtea Veche, Bucuresti, 2008, p.66
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Thus, the creative process is an important part in achieving a work of art,
and students should be actively involved in artistic action especially land art
type, because they can become more responsible for the environment in
response to the needs and wishes of the people, to stimulate their creativity and
to develop, at the same time, the patience and persistence, also encourages for
use of techniques of working with different materials and tools and not least
fosters the development of cooperation capacity. The need to understand, to find
meaning in the world around us is coupled with a need for stimulation and
involvement. The human being needs to be challenged, he needs problems
which he will solve, the mountains on which to pass, he needs a sense of
participation in its aspiration. So, the students which participate in the
community action will be able better to understand and acknowledge the
individual needs facing other people and the community, they will develop the
intelligence and the creativity to answer individual needs but also of those
around them, also, they will have the feeling of fulfillment because they have
made an important and competitive labor.
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4. IMPORTANTA DEZVOLTARII TEHNOLOGICE SI
COMUNICATIONALE iN EDUCATIA PLASTICA
THE IMPORTANCE OF TECHNOLOGICAL DEVELOPMENT
AND COMMUNICATION IN ART EDUCATION

Mirela Stefanescu, Doctoral Candidate,
“George Enescu” University of Arts from Iasi of Romania

Rezumat: In acest articol prezint modul in care artistii vizuali au apelat la inovatiile
tehnologice, care le-au stimulat imaginatia adaugdnd noi dimensiuni procesului de creatie.
Utilizarea tehnologiilor informationale in educatia plastica reprezinta o evolutie naturala la

eJe,

electronice, considerate panda nu demult, doar simple utopii, constituie astazi o adevarata
provocare intelectuala nu doar prin performantele in sine, ci si prin larga lor raspandire, iar
artistii plastici au explorat acest vast teritoriu §i l-au concretizat prin lucrari vizuale
surprinzatoare. Asadar utilizarea noilor tehnologii digitale nu presupune renuntarea la
activitatile artistice clasice, calculatorul, trebuie sa recunoastem, este un instrument curent al
artistilor vizuali iar profesorul de educatie plastica trebuie sa fie conectat permanent la
evolutia tehnologica pentru a o folosi in mod creativ dar si pentru avea o comunicare
adaptata noii generatii de elevi.

Cuvinte cheie: calculator, comunicare, noii generatii, evolutia tehnologica

Lumea contemporand este influentatd de o serie de evenimente care au
schimbat profund viata cotidiand si fard exceptie si lumea artei, iar printre cele
mai insemnate putem mentiona modul dominant al globalizarii, dezvoltarea
tehnologica, evidentd in toate domeniile, influenta puternicd a mass-mediei.
Aceste fenomene semnificative ale prezentului vor avea consecinte
surprinzitoare in evolutia viitoare a artelor vizuale. In acest context artistii
vizuali au apelat la inovatiile tehnologice, care le-au stimulat imaginatia
adaugand noi dimensiuni procesului de creatie.  Utilizarea tehnologiilor
informationale in educatia plastica reprezintd o evolutie naturald la provocarile
pana nu demult, doar simple utopii, constituie astdzi o adevaratd provocare
intelectuala nu doar prin performantele in sine, ci si prin larga lor raspandire, iar
artistii plastici au explorat acest vast teritoriu si l-au concretizat prin lucrari ce
au calitati vizuale surprinzdtoare.

In contextul societitii actuale in care dezvoltarea tehnologici este de
neoprit, artistii exploreazd cu mult interes acest teritoriu complex creand, prin
fuziunea instrumentelor tehnice cu modurile de expresie artistice, un nou tip de
artd ,arta tehnologica” sau ,,arta multimedia”. realizandu-se un adevarat un salt
calitativ in evolutia artelor vizuale. ,,Tehnologiile, care se dezvolta intr-un ritm
ametitor si au devenit o miza economica si politica mondiala de prim-plan,
servesc ele insele drept suport pentru noi forme de artd axate si mai mult pe
societate si pe mijloacele de comunicare in masa (arta sociologica, arta pe NET,

muzee virtuale, retele etc.)”.1%

123 Florence de Meredieu, Arta si noile tehnologii, Ed. Enciclopedia Rao, Bucuresti, 2005, p.9
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Fig.1. Ada artinakis, Metallic Digital Sculpture
(sursa https://www.google.ro/search?q=Adam+Martinakis,+Metallic+Digital+Sculpture)

Odatd cu dezvoltarea erei informationala apare o noud abordare asupra
sistemului comunicational si cel mediatic din perspectiva interdependentei dintre
ele, si anume multimedia, ce reprezintd un ,proces de interferenta
tehnologicd™!?* cu alte suporturi comunicationale — sunet, imagine, text, imagine
fotografica, grafisme animate, video. Asistam, asadar, la o ,,revolutie a lumilor
virtuale”, la o ,adevdratd mutatie de civilizatie”, in care principalele
producdtoare de noi forme de arta vizuala sunt televizorul si mai apoi
calculatorul contribuind la schimbarea modului de perceptie a lumii plina de
,,.senzatii sintetice”. Astfel in conditiile mondiale actuale in care artele vizuale au
luat contact cu noile tehnologii apare o intrebare care ramane deschisa: pot oare
tehnologiile sa ne influenteze modul nostru de reflectare, comportamentul sau
actiunile? Calculatorul este un suport global al comunicarii, un instrument care
,,amplificd capacitatea de a gindi si de a comunica”? a oamenilor. Revolutia
informatica pe langa faptul ca a eliminat distantele si granitele geografice a avut
si un impact in ,,domeniile cunoasterii, ale competentelor, ale scolilor si marilor
teorii, obligand toate ariile gandirii §i actiunii pand acum fragmentare, sa
interactioneze viguros”'?®, permitindu-ne si vorbim despre o ,constiintd
planetara™?’. In acest context apare o intrebare si anume daci ,,calculatorul
poate sa faca arta”? Putem spune ca, da, deoarece aici intervine rolul artistului si
capacitatea sa creativa in fata acestor provocari tehnologice. Si se pare ca artistii
vizuali au gasit acel numitor comun dintre artd si computer, o punte intre cele
doud, rezultand numeroase expozitii deschise, pe aceasta tema in New York,
Londra, Hanovra, Stuttgart dar si la Bienala de Arta de la Venetia, unde sunt
prezentate lucrari ale lui Michael Noll, Bela Julesz, Georg Nees, Richard
Raymond etc.

124 Dorin Popa, Mass-media, astdzi, Ed. Institutul European, lasi, 2002, p. 198

125 Mircea Malita, Zece mii de culturi, o singurd civilizatie, Ed. Nemira, Bucuresti, 2001, p. 184
126 jhidem

27 idem, p. 39
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B Sk
Fig. 3. Georg Nees, | st?ll aiive (sursa https://www.google.ro-search-georg nees)
Tntr-o societate informationald si dinamici nu putem face abstractie de
modul in care tehnologiile influenteaza procesul de creatie artistica sub toate
aspectele. Instalatiile multimedia interactive, conectate la Internet, integrand
elemente de realitate virtuala, artd video, muzica conceptuald, robotica si
performance, au condus spre noi orizonturi de expresie artistica, evidentiind
evolutia artelor vizuale. “Aparitia noilor media nu Tnseamna disparitia textului,
eca permite de fapt acumularea cunostintelor, transmiterea, difuzarea si

organizarea informatiei”%,

Fig. 4. Vera Molnar, Perspective Inversée 2 (sursa https://www.google.ro-search-vera-molnar)

Prin includerea noilor tehnologii in educatia plastica se contureaza mai bine
personalitatea §i imaginatia creatoare ale elevilor, facilitind dezvoltarea
legiturilor interdisciplinare dintre arti si celelalte discipline. In acest caz
interdisciplinaritatea este un factor integrator dintre tehnologia informationala si
diferite discipline ducand la gasirea unor solutii eficiente intr-o lume in continua
dezvoltare. ,,Treptat, tehnologia actuald devine una a circuitelor si a retelelor,
mai exact o tehnologie a informatiei si a comunicarii, adevarat sistem nervos
central al lumii contemporane”?°, Prin interdisciplinaritate se realizeazi o noud
directie de creatie artistica, relatiile stabilite dintre diferite domenii ofera o
Imagine de ansamblu, imbogatita, asupra realitatii, integrandu-se ele pot sa-si
indeplineasca rolul in mod mult mai eficient, decat daca ar fi analizate separat.
Prin practicile interdisciplinare putem descoperi noi si diverse optiuni de
reprezentare a artei ,,Scopul nu este compromiterea lucrurilor facute de altii.
Este vorba mai degraba de o deschidere a unor optiuni noi si de o ghidare catre

128 Dorin Popa, Mass-media astdzi, Ed. Institutul Europeasn lasi, 2002, p. 195
129 Tiberiu Vlad Antropologia Artei contemporane, Ed Artes lasi, 2008, pag. 59
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intelegerea faptului ca arta poate fi reprezentatd de mai multe lucruri in acelasi
timp. Intentia este de Tmbogitire, nu de a impune aceste idei tuturor*3,

Spre exemplu, relatia de interdisciplinaritate dintre sculptura, arhitecturd si
noile tehnologii este una dintre cele mai spectaculoase fenomene ale secolului
XX, reprezentand cu adevarat o evolutei a artelor vizuale. Succesul arhitecturii
sculpturale a fost facilitat de noile tehnologii, de aparitia unor noi materiale de
constructie si de imaginatia artistilor. O constructie extraordinara este Muzeul
Guggenheim din Bilbao, care, la prima vedere, pare o sculpturd gigantica.
Opera artistului american Frank O. Gehry nu este doar un simplu monument, ea
gazduieste Muzeul de Arta Contemporana.

Fig.5. Muzeul Guggenheim Bilbao Spania (https://www.google.ro/search- Muzeul Guggenheim Bilbao)

La fel de spectaculoasa este, de asemenea, Sala de concerte Walt Disney
din Los Angeles realizata tot de artsitul american Fank Gehry, al cérui stil este
inconfundabil prin structura neliniard si curba a cladirilor acoperite cu mari
spuprafete metalice reflectorizante.

Fig. 6. Sala de Concerte Walt Disney din Los Angeles (https://www.google.ro/search concert Hall Walt Disney)

Epoca contemporana reprezintd perioada in care acumularea cunostintelor
este fara precedent in istoria omenirii, iar acest lucru ne permite sd avem o
viziune deschisa asupra dialogului care se prefigureaza intre toate disciplinele
atat din domeniul stiintific cat si domeniul umanist, artele, literatura, poezia,
ingloband ,,ce au in comun si ce se afld dincolo de granitele lor”*3. Principalele
fenomene care au produs schimbari majore in societatea contemporand si
implicit in artele vizuale sunt globalizarea prin ideea de ,,micsorare” a planetei,
eliminarea spatiului si timpului ce decurge din accelerarea transmiterii
informatiilor si nu in ultimul rand dezvoltarea tehnologica si informationala.
Astfel, artistul vizual are la dispozitie multe tehnici unele chiar foarte vechi, care

130 Suzi Gablik 4 esuat modernismul?, Curtea Veche, Bucuresti, 2008, p. 213
131 Nicolae Basarab, Transdisciplinaritatea — Manifest , Editura Junimea, Iasi,2007, p.174
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reprezintd o sursa inepuizabild de creatie, iar noile tehnologii, acele instrumente
ale stiinter si tehnicii informationale contribuie la evolutia artelor vizuale.
Asadar arta contemporana se bazeaza si pe noile tehnologii digitale, care nu
presupune renuntarea la activitatile artistice clasice, calculatorul, trebuie sa
recunoastem, este un instrument curent al artistilor vizuali cu ajutorul caruia se
pot crea lucrari spectaculoase, iar profesorul de educatie plastica trebuie sa fie
conectat permanent la dezvoltarile tehnologice pentru a le folosi in mod creativ
dar si pentru avea o comunicare adaptata noii generatii de elevi. Orice activitate
am avea este foarte important sa fim deschisi si receptivi. Trebuie sa evoluam ca
persoane si ca societate deoarece sunt multe lucruri interesante si misterioase
care asteaptd si le descoperim. In lumea artei partea digitald oferd noi
oportunitdti de exprimare, de intelegere si de cunoastere.

Abstract: In this paper | present how visual artists have resorted to technological
innovations which stimulate their imagination and adding new dimensions to the creative
process. Use of ICT in arts education is a natural evolution at the contemporary artistic
challenges. Extraordinary possibilities offered by electronic computers, regarded until
recently, mere utopia, is today a true intellectual challenge not only by the performance itself,
but also through their wide spread and artists have explored this vast territory and have
created impressive visual works. So using new digital technology does not mean giving up the
classical arts activities, the computer, we must admit, is a common instrument for visual
artists and teacher of arts education must be permanently connected to technological
developments to use it creatively and to have a communication adapted to the new generation
of students.

Key words: computer, communication, new generation, technological developments

The contemporary world is influenced by a series of events which
profoundly changed everyday life and without exception, the world of art and
among the most important we can mention the dominant mode of globalization,
technological development, obvious in all areas and the strong influence of the
media. These significant phenomena of the present will have surprising
consequences for the future development of the visual arts. In this context the
visual artists have resorted to technological innovations, which have stimulated
their imagination of adding new dimensions to the creative process. The use of
information technologies in arts education is a natural evolution at the
contemporary artistic challenges. Extraordinary possibilities offered by
electronic computers, regarded until recently, mere utopia, is today a true
intellectual challenge, not only by the performance itself, but also through their
wide spread and artists have explored this very large territory and have created
impressive visual works. In the context of current society where technological
development is unstoppable, the artists explores with great interest this complex
territory creating by merging technical tools with modes of artistic expression a
new type of art "technological art" or "multimedia art" being made a real leap
qualitative in development of the visual arts. The technologies, which are
developing at a dizzying pace and became a global political and economic stake
foreground serve themselves as support for new forms of art and focused more
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on society and the mass media (sociological art, art online, virtual museums,
networks).*?

Fig.1. Adaartinakis, Metallic Digital Sculpture
(sursa https://www.google.ro/search?qg=Adam+Martinakis,+Metallic+Digital+Sculpture)

Once with the development of the information age appears a new approach
to the communications system and the media from the perspective of
interdependence between them, namely multimedia, which is a process of
interference technology!®® other media communication - sound, image, text,
photographic images, animated graphism, video. We see, therefore, a revolution
of the virtual worlds, a true mutation of civilization, where the main producing
forms of visual art are the television and then the computer which helping us to
change the perception of the world full of the synthetic sensations. Thus the
current global conditions in which visual arts came into contact with new
technology there is a question that remains open: can it really influence the
technologies our way of reflection, behavior or actions?

The computer is a global medium of communication, a tool which enhances
the ability to think and to communicate!3* of the people. The informatics
revolution besides being eliminated the distances and the geographical
boundaries has had an impact in fields of knowledge, skills, schools and grand
theories, forcing all areas of thought and action so far fragmented, interact
vigorously*3®, which allowing us to talk about a planetary consciousness*. In
this context a question arises, namely if the computer can do art? We can say
yes, because here comes the role of the artist and his creative ability in the face
of these technological challenges. And it seems that visual artists have found the
common denominator between art and computer, a bridge between them,
resulting the numerous exhibitions open on the subject in New York, London,
Hanover, Stuttgart and at the Biennale of Art in Venice, where presented works
by Michael Noll, Bela Julesz Georg Nees Rlchard Raymond etc

Fig. 2. Bela Julesz , Stereoscopy (sursa https: //www google ro- search bela - julesz)

132 Florence de Meredieu, Arta si noile tehnologii, Ed. Enciclopedia Rao, Bucuresti, 2005, p.9
133 Dorin Popa, Mass-media, astdzi, Ed. Institutul European, lasi, 2002, p. 198

134 Mircea Malita, Zece mii de culturi, o singurd civilizatie, Ed. Nemira, Bucuresti, 2001, p. 184
135 jbidem

136 jdem, p. 39
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In a dynamic information society we cannot ignore how the technology
influences the process of artistic creation under all aspects.

Fig. 3. Georg Nees, I still alive ?suréa https://www.google.ro-search-georg nees)

Interactive multimedia installations connected to the Internet, which
integrate the elements of virtual reality, video art, conceptual music, robotics
and performance have led to new horizons of artistic expression, highlighting
developments in the visual arts. The emergence of new media does not mean the
disappearance of the text it actually allows accumulation of knowledge,
transmission, distribution and organization of information.*’

Fig. 4. Vera Molnar, Perspective Inversée 2 (sursa https://www.google.ro-search-vera-molnar)

Through the inclusion of new technologies in education is shaping up better
personality and the creative imagination of the students, thus facilitating the
development of interdisciplinary connections between art and other disciplines.
In this case interdisciplinary is an integrator key between the information
technology and various disciplines leading to finding effective solutions in the
evolving world. Gradually, the current technology becomes one of the circuits
and networks, more specifically, a technology of information and
communication, the really central nervous system of the contemporary world*®,
Through the interdisciplinary it realizes a new direction of artistic creation, the
relations, established between different areas, gives an enriched overview about
reality, integrating them can fulfill their role much more effectively than would
be considered separately. Through interdisciplinary practices we discover new
and diverse options of representation of art. The goal is not the compromising
things made by others. It is rather the opening of new options and a guide to

137 Dorin Popa, Mass-media astdzi, Ed. Institutul Europeasn lasi, 2002, p. 195
138 Tiberiu Vlad Antropologia Artei contemporane, Ed Artes lasi, 2008, pag. 59
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understanding that art can be represented by several things at once. The
intention is for enrichment not to impose these ideas to all. %

For instance interdisciplinary relationship between sculpture, architecture
and new technologies is one of the most spectacular phenomena of the twentieth
century, which represents an evolution of the visual arts. The success of
sculptural architecture has been facilitated by new technologies, by the
emergence of new building materials and by the imagination of the artists. An
extraordinary building is the Guggenheim Museum Bilbao, which at first glance
seems a giant sculpture. This work of the American artist Frank O. Gehry is not
just a monument it houses a Museum of Contemporary Art.

Fig.5. Guggenheim Museum Bilbao Spania (https://www.google.ro/search- Muzeul Guggenheim Bilbao)
Just as spectacular is also the Walt Disney Concert Hall in Los Angeles

made by the same American artist Frank Gehry, whose style is unmistakable by
the structures of the nonlinear and curved of the buildings covered with large
metal surfaces reflective.

Fig. 6. Walt Disney Concert Hall din Los Angeles (https://www.google.ro/search concert Hall Walt Disney)
Contemporary era is the period when the accumulation of knowledge is
unprecedented in human history, and this allows us to have an open vision to
the dialogue which appears between all disciplines both field science and
humanities, the arts, literature, poetry, encompassing what they have in common
and what lies beyond their borders 4% The main phenomena which have
produced major changes in contemporary society and by default in the visual
arts are the globalization through the idea of "reduction” of the planet,
eliminating time and space resulting from the acceleration of information
transmission and last but not least the technological and informational
development. Thus, the visual artist has many techniques, some very old which
represents an inexhaustible source of creation, and new technologies,
instruments of science and information technology which contribute to the

139 Suzi Gablik, 4 esuat modernismul?, Curtea Veche, Bucuresti, 2008, p. 213
140 Nicolae Basarab, Transdisciplinaritatea — Manifest, Editura Junimea, Iasi, 2007, p.174
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evolution of the visual arts. So, contemporary art is based also on new digital
technologies, that does not mean the abandonment of the classical artistic
activities, we have to admit, the computer is a tool with which the visual artists
can create spectacular works, and the teacher of art education must be
connected permanently to the technological developments to use them creatively
and to have a communication adapted to new generations of students. Any
activity we have is very important to be open and receptive. We must evolve as
human beings and as a society because there are many interesting and
mysterious things which waiting to discover them. In the world of art the digital
offers new opportunities to expression, understanding and knowledge.
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CAPITOLUL 111/ PART I

EDUCATIE/EDUCATION

1. STRUCTURA FUNCTIONALA A APARATULUI VOCAL
FUNCTIONAL STRUCTURE OF THE VOCAL APPARATUS

Cristina Simionescu, Lecturer PhD.,
“George Enescu” University of Arts from Iasi of Romania

Rezumat: Emisia sunetelor este o functie care apare in filogeneza odata cu viata terestra si
respiratia pulmonara. Astfel, daca pestii sunt animale mute, batracienii, reptilele si pasarile
emit vocabule caracteristice speciei §i individului, cu ajutorul unor anexe nonlaringiene ale
aparatului respirator (ex: syrinx-ul la pasari, situat la bifurcatia traheei). Ne propunem sa
analizam functiile fiziologice in cant, ce reprezinta structura functionala a aparatului vocal,
anatomia §i organizarea laminara a laringelui, si mecanismului vocal, fara de care un a fost
posibila o desfasurare progresiva a tehnicii de cant pana in zilele noastre.

Cuvinte cheie: sunet vocal, aparat vocal, cantare vocald

1. Introducere — prezentare generala a aparatului vocal

Daca facem o scurtd incursiune prin geneza muzicii, istoria cantului si
evolutiamuzicii vocale, intelegem de ce este necesara §i o prezentare a
aspectelor fiziologice ale aparatului vocal, pe care orice cantaret profesionist
trebuie sa le cunoasca pentru aplicarea corecta a tehnicii vocale. Cantul a fost
dintotdeauna un mod specific de comunicare interumana. Muzica, dintre toate
artele, este cea mai apropiata sufletului uman, ea fiind prezenta — de la geneza
omului pe Pamant — in toate etapele evolutiei si dezvoltarii acestuia. Notiuni si
date tehnice ale aparatului vocal se impun a fi cunoscute deoarece nu putem
studia stiinta cantului vocal fara a cunoaste fiziologia si fenomenele care au loc
n procesul de cant.

Este adevarat ca latura tehnico-vocala nu trebuie sd primeze in fata
aspectelor de expresie, estetica si interpretare, dar, un cantaret profesionist nu
poate face performantd fara a avea o baza tehnica foarte buna, ceea ce implica
un studiu teoretic si practic indelung asupra functionalitatii aparatului vocal.
Laringele ca organ fonator, se dezvolta la mamifere si la om, capatand valente
speciale 1n viata sociald de comunicare interumana, de expresie psihoafectiva si
artisticd in stransa corelatie cu sistemul auditiv. Este demonstrat faptul ca la
copii surditatea congenitald este intovarasita de mutitate. Aparatul vocal este
structurat, conform teoriei nivelelor de organizare, Tintr-un segment nervos, de
comanda si un segment periferic, efector.

Segmentul nervos al aparatului vocal cuprinde o multitudine de centri
nervosi dispusi de-a lungul encefalului, intr-o ierarhie strict umana, care nu
corespunde cu cea a restului mamiferelor, motiv pentru care experimentele pe
animalele de laborator curente au valoare relativa. Existd totusi un centru
nervos vechi, prezent la toate mamiferele cu voce laringiana, situat in
profunzimea formatiei reticulate a trunchiului cerebral, in substanta cenusie
periapeductald, numit in limba engleza vocalization center. Pentru limba
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romana, traducerea mot a mot a termenului este confuziva, sugerand un centru
nervos al vocalizelor. Tn realitate acest centru este responsabil de emiterea
vocabulelor sau fonemelor care vor intra atat in alcatuirea cuvantului rostit, cat
si cantat. Activitatea acestui centru este dotatd cu un automatism care este
demonstrabil la noul ndscut si sugarul mic, a caror gangureala nu este altceva
decat o ingiruire de foneme. Aceste emisii sonore sunt caracteristic umane si
sunt inscrise n codul genetic individual.

Odata cu maturarea sistemului nervos central, activitatea centrului
vocabulatiei este preluatd de etajele corticosubcorticale si, numai la om, se
dezvolta un al doilea centru numit centrul vocal pontin, care este reponsabil de
vocea cantatd. Segmentul nervos matur al aparatului vocal functioneaza pe
principiul arcului reflex cu:

- brat aferent format din totalitatea terminatiilor nervoase provenite de la
plamani, pleurd, peretii toracelui, diafragma, trahee, laringe, limba, cavitatile
bucala si nazala;

- brat eferent reprezentat de nervii vagi, frenici si intercostali care inerveaza
muschii laringelui, diafragma si muschii peretelui toracic;

- parte centrala care ar putea fi numita creier fonator — alcatuit din numerosi
centri nervosi diseminati in tot encefalul, care ar putea functiona conform
ierarhiei prezentate in schema urmatoare (fig. 1)*:

Centrul pontin

inferior al vodi

Hi potalamus

Fig. 1 - Segmentul central, nervos, al aparatului fonator

Intre talamus si cortexul cingular se interpune inelul limbic cu hipocampul
si nucleul amigdalian, care sunt resposabile de memoria muzicald si perceptia
emotionalda a muzicii, de la componenta talamica simpld de ,,placut sau
neplacut”, pana la integrarea emotionald care se realizeazd in nucleul
amigdalian. Acesta are un pronuntat dimorfism sexual, care 1si lasda amprenta
atat pe caracterele vocii cat si pe efectul emotional specific pe care muzica il
produce asupra individului, atat ca persoana psihosociald cat si ca persoana

141 Fig. 1 a fost obtinuti prin amabilitatea domnului prof. univ. dr. Dan Stefan Antohe
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psihosexuala. Este cunoscut efectul terapeutic al muzicii - muzicoterapia, cat si
diferentele de perceptie intre barbat si femeie cu grade egale de educatie si
cultura. Tn fine, hipersensibilizarea nucleului amigdalian este responsabila de
aparitia, mai ales la femeie - al carei nucleu are cu 30% mai multi neuroni - a
unor stari la limita normalului, cum ar fi orgasmele fara partener (Prokofiev —
Tngerul de foc), evocari halucinatorii ale unor trairi anterioare (Donizetti — Lucia
de Lammermoor) sau extaze mistice (Verdi — Nabucco, Atilla, Un ballo in
maschera si Wagner — Die Walkdre).

Cea mai importanta caracteristica a sistemului nervos fonator, cum I-am
numit noi, este faptul ca el se dezvolta si se perfectioneaza prin educatie precoce
si continud, care isi pune amprenta si asupra calitatii performantelor. Nu
intamplator ,,copiii minune” ai secolelor XVIII si XIX au atins culmi de
neegalat ale creatiei artistice muzicale (Mozart, Beethoven, Brahms, Verdi).
Odata cu aparitia productiei artistice de cea mai inaltd calitate apare si o pleiada
de interpreti pe masura.

Segmentul periferic, efector, al aparatului vocal, apartine sistemului
pulmonar si este alcatuit din: generator de presiune, aparat vibrator si aparat
rezonator. Generatorul de presiune este format din totalitatea structurilor
osteomusculoelastice care participd la cele doua faze ale actului respirator -
inspirul si expirul. Cantitatea totald de aer ventilatd prin tractul respirator si
continutd in plamani se exprima prin volumele pulmonare:

- volumul inspirator curent (VC), aerul ventilat prin ambii plamani intr-un
inspir/expir normal = 500 cm?;

- volumul inspirator de rezerva (VIR), aerul ventilat prin ambii plamani intr-
un inspir profund care urmeaza unui inspir normal = 2000 cm?;

- volumul expirator de rezerva (VC), aerul expulzat din ambii plamani printr-
un expir fortat efectuat la sfarsitul unui inspir normal = 1500 cm?;

- volumul rezidual, aerul ramas in ambii plamani la sfarsitul unui expir fortat =
1500 cm?®. El poate fi evacuat numai prin deschiderea cavititii pleurale.

Suma primelor trei volume reprezintd capacitatea vitala pulmonara si
variaza considerabil in functie de conformatia si dimensiunile individuale ale
toracelui. Anatomo-functional, generatorul de presiune al aparatului vocal este
format din:

- componenta inspiratorie; muschiul diafragm, principalul muschi respirator
a carui paralizie este incompatibila cu viata. El separd cavitatile toracica si
abdominala, si are forma de boltd cu concavitatea inferioara turtitd in partea
centrala (centrul frenic) la care adera pe fata superioara pericardul cu inima, iar
pe fata inferioara ficatul, organe care se mobilizeaza in timpul actului inspirator.
Diafragma realizeaza un echilibru dinamic intre presiunea negativa din torace si
presiunea pozitiva din abdomen. Astfel, contractia diafragmei sporeste presiunea
negativa si volumul cavitatii toracice cu concursul muschilor intercostali
externi, oblic extern abdominal, serratus anterior, pectoralis major si minor
si a celorlalti muschi levatori ai coastelor. In acelasi timp, muschii lati si lungi ai
abdomenului (oblic intern, tranvers si drept abdominal) si muschii diafragmei
urogenitale (levator anal, transvers perineal) se relaxeaza acumuland o
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rezerva de lungime, iar presiunea pozitiva din abdomen se accentueaza. Se
realizeaza astfel un rezervor cu aer care poate fi stabilizat voluntar temporar
pentru cateva secunde (minute, la scufundatori) realizand apnea inspiratorie.
Ea precede acte fiziologice importante ca tusea, stranutul sau manevra Valsalva
dar si actul fonator care se deruleaza exclusiv in expiratie;

- componenta expiratorie se realizeaza prin relaxareca diafragmei pana la
pozitia de repaus dupa care inspirul fortat se produce prin coborarea coastelor
sub actiunea muschilor oblic intern si seratus posterior inferior, dar si a
levatorului anal si diafragmei urogenitale.

Atragem atentia in mod special asupra ultimelor 4-5 coaste, singurele care
poseda atat muschi inspiratori cat si muschi expiratori §i care, in sinergie cu
voluntara a jocului inspir/expir in emisia pianissimo sau diminuendo a sunetelor.
Se pare ca acest dispozitiv sta la baza tipului respirator costal inferior a carui
insusire este benefici pentru cAntireti. In afara acestui tip respirator se mai
descriu tipul clavicular - cu eficienta minima, tipul costal - predominant la
barbati si tipul abdominal - predominant la femei.

2. Anatomia endoscopica a laringelui

Aparatul vibrator este reprezentat de laringe - organul fonatiei, care
conecteaza orofaringele cu traheea si corespunde posterior vertebrelor C3-C6.
Examenul endoscopic se face cu oglinda sau cu metode moderne de vizualizare
a lumenului laringeal (laringoscopie suspendatda), care permit observarea
detaliilor anatomice si mobilitatea plicilor vocale. Lumenul laringelui este
tapetat de o mucoasd de culoare rosiatica caracteristicd, variabila in functie de
starea functionalda a organului. La nivelul marginii libere a plicilor vocale, atat
pe fata superioara cat si pe fata inferioard se gaseste o banda alba, stralucitoare
care prezinta:

- extremitatea anterioara, la comisura anterioara;

- extremitatea posterioara, la procesul vocal al cartilajului aritenoid,;

- margine mediali, liberd care delimiteazd glota, direct implicata in fonatie si
respiratie;

- margine superolaterala care se continud, de-a lungul liniei semilunare
superioare cu mucoasa fetei superioare a plicii vocale;

- margine superolaterala care se continud de-a lungul liniei semilunare
inferioare cu mucoasa etajului subglotic.

Lumenul laringeal incepe la nivelul aditusului sau inletului laringeal.
care are forma ovald, este inclinat posterior si inferior si este limitat:

- anterosuperior, de marginile epiglotei;

- lateral, de pliurile ari-epiglotice, cu tuberculii cuneiformi si corniculate;

- postero-inferior, de mucoasa care tapeteaza fatele mediale ale cartilajelor
aritenoide, marginile superioare ale muschilor ari-aritenoidieni si ale incizurii
interaritenoidiene.

Tn sens craniocaudal, endolaringele este alcatuit din:
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- etajul supraglotic sau vestibulul laringelui, care reprezinta portiunea dilatata a
lumenului, situata intre planul superior al aditusului laringinan si planul inferior,
trasat prin marginea libera a plicilor vestibulare.

- plicile vestibulare - sunt dispuse in sens anteroposterior, au directie
inferomediald si prezinta:

v margine superioari, aderenta la mucoasa vestibulara;

v margine inferioara, libera, care contine ligamentele vestibulare si delimiteaza
fanta vestibulara, care permite observarea fetelor superioare ale plicilor vocale,
este largd si imobila, dar rezonatorie;

v’ fatd mediala, care priveste catre lumenul etajului supraglotic;

v’ fatd laterala, ventriculara, care priveste catre lumenul ventriculului laringeal al
carui perete lateral 1l formeaza;

v/ extremitate anterioara, care se uneste cu cea opusa la nivelul comisurii
anterioare;

v extremitate posterioard, care formeaza impreund cu cea controlaterald
comisura posterioara.

Etajul glotic este limitat de:

- planul superior, transversal, trasat prin marginea libera a plicile vestibulare;
- planul inferior, transversal, trasat prin marginea libera a plicile vocale.

Plicile vocale sau corzile vocale sunt dispuse anteroposterior, de la
unghiul tiroidian la procesele musculare ale cartilajelor aritenoide, au forma
triunghiulara pe sectiune frontala si prezinta:

- baza, dirjjata lateral, catre fata profundd a cartilajului tiroid, care contine
muschiul tiroaritenoidian;

- varf, care corespunde marginii libere a corzilor vocale care delimiteaza
impreund cu coarda vocala antimerd glota intermembranoasa, este mobild
executand miscari de adductie si abductie si vibreaza la trecerea fluxului
expirator. Structural, coarda vocala este alcatuita din:

- stratul epitelial superficial care este dispus intre cele doud linii arcuate,
superioara si inferioara. Este alcatuit dintr-un strat epitelial scuamos
pluristratificat cu keretinizare gros de aproximativ 0,1 mm, ale carui celule sunt
ferm unite intre ele, permitand pasajul fluxului respirator cu frecare minima. La
suprafata epiteliului se gaseste o pelicula find de lichid cu o compozitie
asemdnatoare cu cea a lichidului extracelular, care mentine proprietitile
vibratorii ale corzii. Structura epiteliala scuamoasa predispune la dezvoltarea
polipilor de coarda vocala, tumori benigne exfoliante, relativ frecvente.

- lamina propria superficialis este un strat subtire de substanta fundamentala,
gros de aproximativ 0,5mm, situat intre epiteliul superficial si lamina propria
intermedia care contine fibre subtiri de elastind, dispuse neregulat. Fibrele
prezintd: extremitate superficiald - care sa insere pe fata profunda a membranei

bazale; extremitate profunda care se continua cu fibrele ligamentului vocal (Fig.
2) 142:

142 Fig. 2 a fost obtinutd prin amabilitatea domnului prof. univ. dr. Dan Stefan Antohe
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inferdoard

Fig. 2 —Orzanizarealaminara a corzii vocale

In ansamblu, substanta fundamentald si reticulul de elastind formeaza
spatiul lui Reincke, dependintd a compartimentului lichidian care asigura
hidratarea fetei profunde a epiteliului superficial. Din punct de vedere mecanic,
lamina propria superficialis (sinonim: spatiul Reinke) se comporta ca o ,,saltea
de apa” (metafora ne apartine) care este extensibild si depresibild in orice
directie, favorizeaza subtierea corzii vocale in lungul marginii libere, dar isi
mentine nealterata integritatea functionala.

- lamina propria intermediaris are grosimea de aproximativ 2mm i este
alcatuita dintr-un manunchi dens de fibre elastice si de colagen, dispuse in axul
anteroposterior al corzii vocale. Ea formeaza partea superficiala a ligamentului
vocal si permite alungirea corzii vocale doar in acest ax.

- lamina propria profunda este alcatuitd doar din fibre de colagen, are o
grosime de 1,2-2mm si formeaza partea profunda a ligamentului vocal. Fibrele
de colagen sunt inextesibile si se opun intinderii exagerate a corzii vocale.

- muschiul vocal determina relieful corzii vocale si reprezinta partea medialad a
muschiului tiroaritenoidian, principalul muschi tensor al corzii vocale aldturi de
cricotirodian. Din punct de vedere topografic, coarda vocala este alcatuita dintr-
un continator extern sau invelis reprezentat de epiteliul scuamos si spatiul
Reinke, si dintr-un continut sau corp reprezentat de ligamentul si muschiul
vocal.

Etajul glotic prezinta doua prelungiri laterale, ventriculii laringieni
(Morgagni), au forma unor fante verticale, extinse spre etajul supraglotic, pe fata
laterald a plicilor vestibulare. In sectiunea frontald fiecare ventricul laringian
prezinta trei pereti: lateral, medial si inferior. Peretele lateral, ventricular
propriu-zis, este dispus vertical, intre marginea superioara a plicii vestibulare si
marginea laterald a plicii vocale. In sens mediolateral corespunde:

v’ fasciculului lateral al muschiului tiroaritenoidian,

v muschiului ariepiglotic,

v corpul adipos paraglotic care corespunde spatiului dintre membranele
cricovocala si patrulatera si reprezinta zona slaba, herniara, a laringelui. Hernia
mucoasei laringeale printre aceste structuri poartd numele de laringocel , care
apare in urma cantului indelungat cu intensitate maxima;

v' fetei mediale a cartilajului tiroid.
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Peretele medial este format de fata laterala a plicii vestibulare si
prezintd fanta ventriculara prin care lumenul laringian comunicd cu ventriculul
laringian, primul modul rezonator. Peretele inferior, ingust, este reprezentat de
segmentul lateral, acoperit de epiteliu cilindric ciliat al fetei superioare a plicii
vocale. Cilii acestui epiteliu se miscd in sens mediolateral, participand la
hidratarea fetei superioare a corzii vocale.

Fanta glotica (glota clinicienilor) sau rima glottidis, prezinta doua
portiuni:

- intermembranoasa, anterioard, care ocupa spatiul dintre cele doua plici vocale,
n 3/5 anterioare,

- intercartilaginoasa, posterioara situatd intre fetele mediale ale cartilajelor
aritenoide, ocupand 2/5 posterioare.

Fanta gloticd are dimensiuni variabile in respiratie si fonatie. In inspirul
normal corzile vocale sunt in abductie moderata, realizatd prin echilibrul
dinamic sinergic intre muschii cricoaritenoidian lateral si posterior. In expirul
fortat corzile vocale sunt in abductie maxima realizata sub actiunea muschiului
cricoaritenoidian posterior. In fonatie corzile vocale sunt in adductie realizati
de muschiul cricoaritenoidian lateral. Etajul infraglotic sau cavitatea
infraglotica este situat sub planul inferior trasat plicilor vocale si are forma
tronconica a cdrui bazd mare se continua cu traheea.

3. Organizarea laminara a laringelui

Asemandtor corzii vocale, structurile parietale laringiene au o organizare
concentrica, alcatuind un tub musculofibrocartilaginos cu lumen variabil.
Dinspre interior spre exterior, laringele prezintd urmatoarele straturi:

mucoasa,

submucoasa;
e stratul structurilor conjunctive organizate rezonator (membrana fibro
clastica),

stratul muscular intern:
muschiul tiro-aritenoidian,
muschiul ari-aritenoidian,
muschiul ari-epiglotic,
stratul adipos laringeal,
stratul fibrocartilaginos,
stratul muscular extern.

Mucoasa este subtire, palida, rosie, mai inchisa la nivelul plicilor
vestibulare. Este aderentd la conul elastic al laringelui (pericondrul epiglotei,
ligamentele vestibulare si vocale) si mobila pe suprafata endolaringeala a
muschilor intrinseci (la nivel ventricular, interaritenoidian si a plicilor ari-
epiglotice). Epiteliul mucoasei este de tip respirator, cilindric, cu cili, cu
exceptia marginii libere a plicilor vocale, unde este de tip scuamos stratificat,
keratinizat, descris odati cu corzile vocale (Fig. 3) 13

e ¢ ¢ O O O

143 Fig. 3 a fost obtinutd prin amabilitatea domnului prof. univ. dr. Dan Stefan Antohe
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Fig. 5 — A Corzile vocale in pozitie intermediara;
B. Corzile vacale in abductie;
C. Corzile wvacale Th adductie fonatorie;
SAgeata galbend — muschiul cricoartenoidian lateral;
Sageata albastra — muschiul cricoaritenoidian posterior.

Submucoasa contine glande care secretd mucusul care hidrateaza
suprafata mucoasei si pot fi: epiglotice, situate Tn fosetele cartilajului; laterale,
situate Tn partea posterioara a pliurilor aritenoepiglotice; posterioare, situate in
pliul interaritenoidian. La nivelul ventriculilor laringieni, structuri limfoide
diseminate ale submucoasei se conglomereaza si alcatuiesc fonsila laringiana si
reprezinta extremitatea distala a inelului perifaringian Waldeyer. Membrana
fibro-elastica a laringelui este alcatuita din:

- membrana patrulatera tapeteaza vestibulul laringeal, intinzandu-se de la
marginile laterale ale cartilajului epiglotic la cartilajele aritenoide;

- ligamentele vestibulare, reprezinta extindereca marginii inferioare a
membranei patrulatere;

- membrana cricovocala sau conul elastic, groasa, se intinde de la marginea
superioara a cartilajului cricoid pana la nivelul laminei propria profunda a
ligamentului vocal situat in baza corzii vocale;

- ligamentul vocal, reprezinta marginea libera, superomediala, specializata
rezonator, a membranei cricovocale.

Stratul fibrocartilaginos este alcatuit din cartilaje, articulatiile
intercartilaginoase si din ligamentele laringelui. Cartilajele laringelui sunt
clasificate in mediane, nepereche si laterale, antimere. Cartilajul tiroid este
situat superficial, sub osul hioid, impreuna cu care formeaza o unitate
morfogeneticd si functionala. Este format din doud lame patrulatere unite pe
linia mediana anterioara si divergente posterolateral care formeaza un unghi
diedru deschis posterior. Fiecare lama prezinta:

v’ fata mediala, laringiana, cu originea muschiului tiro-aritenoidian;
v fati lateralid, musculoglandulard, cu linia oblica limitata de tuberculii
anterior §i posterior, pe care se insera muschii subhioidieni §i care are raporturi
cu fata mediala a lobului tiroidian;
v  margine anterioari unitd cu cea opusa, determindnd incizura tiroidianad
superioara si proeminenta laringiand (marul lui Adam);
v/ margine posterioari, care se prelungeste superior si inferior cu coarnele
mare si respectiv mic ale cartilajului tiroid;

v margine superioari, pe care se inserd membrana tirohioidiana;

v' marginea inferioari, pe care se inserd membrana tirocricoidiana.
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Cartilajul cricoid, situat inferior, are forma de inel cu pecete alcatuit din:
- arc anterior pe care se insera membrana si muschiul cricotiroidian;
- zona posterioard, mal extinsa craniocaudal, pecete sau lama care se
articuleaza cu cartilajele aritenoide.

Epiglota, de forma ovalara care se prelungeste inferior cu petiolul care se
fixeaza in incizura tiroidiand superioara; este cartilajul cheie al intersectiei
aerodigestive. Epiglota prezintd o fatd anterosuperioara unitd cu baza limbii prin
pliurile glosoepiglotice median si laterale, si alta inferioara care inchide inletul
laringian 1n timpul deglutitiei. Marginile laterale ale epiglotei sunt unite cu
varfurile cartilajelor aritenoide prin pliurile aritenoepiglotice in care se observa
reliefurile cartilajelor corniculate si cuneiforme. Cartilajele aritenoide pereche,
situate pe pecetea cartilajului cricoid, au forma piramidald cu baza inferioara si
prezinta:

» fata mediala, care delimiteaza glota intercartilaginoasa;

» fata posteromediala acoperita de muschii cricoaritenoidian posterior si
ariaritenoidian;

» fata posterolaterala acoperita de muschiul cricoaritenoidian lateral;

» apofiza vocala pe care se insera ligamentul si muschiul vocal;

» apofiza musculara pe care se insera muschii cricoaritenoidian posterior si
cricoaritenoidian lateral.

Cartilajele corniculate si cuneiforme situate in grosimea pliurilor
aritenoepiglotice. Ligamentele unesc cartilajele laringelui de structurile vecine:
- limba — ligamentele gloso-epiglotice median si laterale;

- faringe — ligamentele faringo-epiglotice;

- osul hioid — ligamentul hio-epiglotic;

- cartilajul cricoid - ligamentul cricofaringian;

- trahea - ligamentul cricotraheal, care uneste laringele de primul inel
cartilaginos traheal;

- ligamentul cricotiroidian, care uneste marginea inferioara a cartilajului tiroid
de inelul cricoidului;

- ligamentul ari-epiglotic;

- ligamentul cricocorniculat;

- ligamentul crico-aritenoidian posterior.

Membrana tirohioidiana, intinsa Intre marginile superioara a cartilajului

tiroid si inferioara a osului hioid, prezinta condensari:
v ligamentul tirohioidian median;
v ligamentul tirohioidian lateral;
v ligamentul tiro-epiglotic.
Articulatiile sinoviale ale laringelui sunt cricotiroidiana si crico-
aritenoidiana. Stratul muscular este discontinuu si formeaza doua planuri:
v’ stratul muscular intern reprezentat de muschii:
0 muschiul tiro-aritenoidian, cu doua fascicule: medial, vocal si lateral,
» muschiul ari-aritenoidian, cu doua fascicule: muschiul aritenoidian transvers
si muschiul aritenoidian oblic;
0 muschiul ari-epiglotic;

163



v’ stratul muscular extern reprezentat de muschii:

0 crico-aritenoidian lateral;

0 crico-aritenoidian posterior;

0 cricotiroidian.
La acestia se adaugd muschi extrinseci infrahioidieni (stemotiroidian,
tirohioidian) si constrictorul inferior al faringelui (fasciculele cricofaringian,
tirofaringian). Corpul adipos laringian, intermusculocartilaginos, este situat
in spatiile tirohio-epiglotic si paraglotice si diminud in sens craniocaudal.
Spatiul tirohio-epiglotic are forma triunghiulara in sectiune sagitala si este
limitat astfel: anterior — membrana tirohioidiana; posterior — ligamentul
tiroepiglotic; superior — ligamentul hio-epiglotic. Contine corpul adipos pre-
epiglotic, care se organizeaza sub forma bursei seroase retrohioidiand si se
prelungeste posterior si inferior catre spatiul paraglotic. Spatiul paraglotic este
situat in unghiul diedru format de lamele cartilajului tiroid, intre fata mediala a
acestuia s1 muschiul tiro-aritenoidian, Contine corpul adipos paraglotic si este
limitat astfel: superior — plicile gloso-epiglotice; inferior — muschiul crico-
aritenoidian lateral; medial — mucoasa peretelui lateral al ventriculului laringian.
Segmentul rezonator este alcatuit din toate elemente supralaringienc ale
intersectiel aerodigestive: etajul supraglotic, baza limbii, oro si rinofaringe,
cavitatea bucalad cu vestibulul ei, dintii si buzele, cavitatile nazale si sinusurile
paranazale; descrierea lor anatomica depaseste cadrul acestei lucrari.
4. Concluzii

Despre vocea umana se spune ca este cel mai expresiv instrument, cel mai

sensibil mod de redare a starilor sufletesti, exprimarea vocald amplificand si
completand sensul muzicii. Ambitusul vocal in cadente si coloraturi nu trebuie
folosit doar ca efect, ci se va urmari executia in stil, cu noblete si muzicalitate
din care sd rezulte interpretarea rafinatd, expresivitatea si virtuozitatea vocala.
[ata ca am detaliat configuratia anatomo-fiziologica a aparatului vocal cu scopul
de a-i determina pe cei care studiaza arta vocala sau se ocupa de educatia
muzicala prin cintare vocald sd inteleaga si sa adapteze tehnicile de lucru in
concordanta cu specificul celui mai perfect si sensibil instrument muzical, vocea
umana.

Abstract: The emission of sound is a function that occurs with terrestrial life Phylogenesis
and pulmonary respiration. Thus, if the fish are mute animals, batracienii, reptiles and birds
emit characteristic species and individual words too, using Annex nonlaringiene respiratory
(eg the bird syrinx site, located at the bifurcation of the trachea). We intend to analyze
physiological functions in play, which is the functional structure of the vocal apparatus,
anatomy and laminar organization of the larynx and vocal mechanism, without which a
deployment was possible progressive art of singing until today.

Key words: vocal sound, vocal apparatus, singing

1. Introduction — Overview of the vocal apparatus

If we make a brief excursion into the genesis of music, the history of
singing, and the evolution of vocal music, we understand why an overview of
the physiological aspects of the vocal apparatus, which any professional singer
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should know in order to apply the proper vocal technique is required. Singing
has always been a specific interpersonal means of communication. Music, of all
arts, is the closest to the human soul, being present — from the beginning of
man’s existence on Earth — in all its evolution and development stages. Notions
and technical data on vocal apparatus are necessary to be known because we
cannot study the science of voiced singing without knowing the physiology and
the phenomena that occur in the singing process.

It is true that the technical-vocal aspect should not take priority over
matters of expression, aesthetics and performance, but a professional singer
cannot achieve performance without a very good technical basis, which implies
a consequent theoretical and a practical study on the functionality of the vocal
apparatus. As vocal organ, the larynx develops in mammals and humans,
gaining special valences in the interpersonal communication social life, of
psycho-affective and artistic expression strongly correlated with the auditory
system. It is shown that, in children, congenital deafness is accompanied by
muteness. According to the organization levels theory, the vocal apparatus is
structured into a controlling, nervous segment, and a peripheral, effector one.

The nervous segment of the vocal apparatus comprises a plurality of nerve
centers strung along the encephalon, in a strictly human hierarchy, which does
not match to that of the rest of the mammals, which is why current laboratory
experiments on animals have relative value. However, there is an old nerve
center, present in all mammals with laryngeal voice, located in the depth of the
reticular formation of the brainstem, in the periaqueductal gray matter called, in
English, the vocalization center. For Romanian, the mot a mot translation of the
term is confusing, suggesting a vocalization nerve center. In reality, this center
is responsible for the issuing of words or phonemes that will be part of the
composition of both spoken and sung word. The activity of this center is
equipped with an automatism that is demonstrable in newborns and nurslings,
whose babbling is nothing but a sequence of phonemes. These sound emissions
are characteristic to humans and inscribed in the individual genetic code.

With the maturation of the central nervous system, the activity of the
wording center is taken over by the cortico-subcortical levels and, only in
humans, a second center — called the pontine vocal center — responsible for the
chanted voice, develops. The mature nervous segment of the vocal apparatus
works on the reflex arc principle:

- associated arm, formed by all nerve endings from lungs, pleura, thorax walls,
diaphragm, trachea, larynx, tongue, mouth and nose cavities;

- efferent arm represented by the vagus, phrenic, and inter-costal nerves, that
innervate the muscles of the larynx, of the diaphragm and of the thorax walls;

- central part, that might be called vocal brain — made up of many nerve
centers disseminated throughout the encephalon, which could operate according
to the hierarchy shown in the following diagram (Fig. 1)***:

144 We have obtained Fig. 1 by courtesy of Professor Dan Stefan Antohe, PhD.
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Between the thalamus and the cingulate cortex, the limbic ring, with the
hippocampus and the amygdale — which, together, are responsible for the
musical memory and the emotional perception music, from the “good or bad”
simple thalamic component, to the emotional integration that occurs within the
amygdale — is interposed. It has a strong sexual dimorphism that leaves its marks
both on the voice characters and on the emotional specific effect that music
produces on the individual, both as a psychosocial and psychosexual person.
The therapeutic effect of music — music therapy — and the differences in
perception between men and women with equal degrees of education and culture
are known. Finally, the hypersensitivity of the amygdala is responsible for the
occurrence, especially in women — whose nucleus has 30% more neurons — of
borderline states, such as orgasms without a partner (Prokofiev — Tngerul de foc)
(Prokofiev — Fire Angel), hallucinatory evocations of some previous experiences
(Donizetti — Lucia de Lammermoor) or mystical ecstasies (Verdi — Nabucco,
Atilla, Un ballo in maschera and Wagner — Die Walkiire).

The most important feature of the vocal nervous system, as we have called
it, is that it develops and enhances itself through early and continuous education,
which leaves its mark on quality and performance. Not incidentally, the
“prodigy children” of the eighteenth and the nineteenth centuries have reached
unparalleled heights of musical artistic creation (Mozart, Beethoven, Brahms,
Verdi). The advent of the highest quality artistic production also brings a
constellation of fit performers.

The peripheral effector segment of the vocal apparatus belongs to the
pulmonary system and consists of. pressure generator, vibrator apparatus and
resonator apparatus. The pressure generator consists of all osteo-musculo
elastic structures that participate in the two phases of the respiratory act —
inhalation and exhalation. The total amount of air ventilated through the
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respiratory tract and contained in lungs is expressed through pulmonary
volumes:

- the current inspiratory volume (CV), the air ventilated through both lungs in
a normal inhalation/ exhalation= 500 cm?;

- the inspiratory reserve volume (IRV), the air ventilated through both lungs in
a deep inhalation, which follows a normal one = 2000 cm?;

- the expiratory reserve volume (CV), the air expelled from both lungs through
a forced exhalation, conducted at the end of a normal inhalation = 1500 cm?;

- the residual volume, the air left in both lungs at the end of a forced exhalation
= 1500 cm®. It can be discharged only by opening the pleural cavity.

The sum of the first three volumes is the vital lung capacity and it varies
considerably according to the conformation and the individual dimensions of the
thorax. Anatomic and functional, the pressure generator of the vocal apparatus
consists of:

- the inspiratory component; the diaphragm, the main breathing muscle,
whose paralysis is incompatible with life. It separates the thoracic and the
abdominal cavities, and it has a vault shape, with the inferior concavity flattened
in the central side (the phrenic center), to which the pericardium with the heart
adhere on the superior side, and, on the inferior one, the liver, organs which
mobilize during the inhalation act. The diaphragm performs a dynamic balance
between the negative pressure in the thorax and the positive pressure in the
abdomen. Thus, the contraction of the diaphragm increases the negative pressure
and the volume of the thoracic cavity with the help of the intercostal external,
abdominal external oblique, serratus anterior, major and minor pectoralis
muscles and of the other levator muscles of the ribs. Meanwhile, the broad and
the long muscles of the abdomen (internal oblique, transverse and right
abdominal) and the muscles of the urogenital diaphragm (levator ani,
transverse perineal) relax accumulating a reserve of length, and the positive
pressure in the abdomen is accentuated. Thus, an air tank that can be stabilized
voluntarily — temporarily, for a few seconds (minutes, for divers) — which
achieves the inspiratory apnea. It precedes important physiological acts, such as
coughing, sneezing, or the Valsalva maneuver, and the vocal act that is
performed exclusively during exhalation;

- the expiratory component is achieved through the relaxation of the
diaphragm until the rest position, after which the forced inhalation occurs
through the lowering of the ribs under the action of both internal oblique and the
seratus inferior posterior muscles, and the urogenital diaphragm and the levator
ani.

We draw attention particularly to the last 4-5 ribs, the only ones which
possess both inspiratory and expiratory muscles and which, in synergy with the
contraction of the pelvic diaphragm, could create greater possibilities of
voluntary tinting the inhalation / exhalation game in the pianissimo or
diminuendo emission of sounds. It seems that this device underlies the inferior
respiratory costal type, whose characteristic is beneficial for singers. Except
this respiratory type, the clavicular — with minimal efficiency, the costal —
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predominant in males, and the abdominal type — predominant in women are
described.
2. The endoscopic anatomy of the larynx

The vibrator apparatus is represented by the larynx — phonation organ
that connects the oropharynx with the trachea and subsequently corresponds to
the C3-C6 vertebrae. The endoscopic examination is carried out with a mirror or
with modern visualization methods of the laryngeal lumen (suspended
laryngoscopy), which allow observing the anatomical details and the mobility of
the vocal folds. The larynx lumen is coated with a characteristic reddish mucous,
variable according to the functional status of the organ. At the level of the free
edge of the vocal folds, both on the upper and on the lower side, there is a white
shiny band, which presents:
- anterior end, at the previous commissure;
- posterior end, at the vocal process of the arytenoid cartilage;
- medial edge, free, which limits the glottis, directly involved in phonation and
breathing;
- superolateral edge, which continues along the crescent-shaped upper line
with the mucous of the upper face of the voice fold;
- superolateral edge, which continues along the crescent-shaped lower line
with the mucous of the subglottic floor.

The laryngeal lumen starts at level of the laryngeal aditus or the laryngeal
inlet, which is oval-shaped and is posteriorly and inferiorly tilted and limited:
- anterosuperiorly, by he edges of the epiglottis;
- laterally, by the ari-epiglottis folds, with the corniculate and the cuneiform
tubercles;
- postero-inferiorly, by the mucous that lines the medial sides of the arytenoid
cartilages, the upper edges of the ari-arytenoid muscles and the inter-arytenoid
incision.

In craniocaudal direction, the endolarynx consists of:
- the supraglottic floor or the larynx vestibule, which represents the dilated
portion of the lumen, located between the superior plane of the laryngeal aditus
and the inferior plane, drawn through the free edge of the vestibular folds.
- the vestibular folds — arranged in anteroposterior direction; they have a
inferomedial direction and present:
v’ superior edge, adherent to the vestibular mucosa;
v inferior edge, free, which contains the vestibular ligaments and limits the
vestibular slot, which allows observing the superior sides of the vocal folds; it is
large and immobile, but of resonance;
v" medial side, looking to the lumen of the supraglottic floor;
v’ lateral ventricular side, looking to lumen of the laryngeal ventricle whose
side wall it forms;
v’ anterior extremity, which joins the opposite, at the level of the anterior
commissure;
v posterior extremity, which, together with the controlateral one, forms the
posterior commissure.
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The glottic floor is limited by:
- the superior transversal plane, drawn through the free edge of the vestibular
folds;
- the inferior transversal plane, drawn through the free edge of the vocal folds.

Vocal folds or vocal cords are arranged anteroposteriorly, from the thyroid
angle to the muscular processes of the arytenoid cartilages; on the front section
they have a triangular shape and present:
- basis, laterally directed towards the profound side of the thyroid cartilage,
which contains the thyroarytenoid muscle;
- peak, which corresponds to the free edge of the vocal cords which, together
with the antimer vocal cord limits the intramembranous glottis; it is mobile,
executing adduction and abduction movements and it vibrates at the passing of
the expiratory flow. Structurally, the vocal cord consists of:
- surface epithelial layer, which is disposed between the two arcuate lines, the
superior and the inferior one. It consists of a keratinized stratified squamous
epithelial layer, of about 0.1 mm thick, whose cells are firmly connected to each
other, allowing the passage of the respiratory flow with minimal friction. On the
surface of the epithelium, there is a thin film of liquid with a composition
similar to that of the extracellular fluid, which maintains the vibratory properties
of the cords. The squamous epithelial structure predisposes to the development
of vocal cord polyps, to exfoliating benign tumors, relatively frequent.
- lamina propria superficialis is a fundamental substance thin layer, of
approximately 0.5 mm thick, located between the surface epithelium and the
lamina propria intermedia, which contains thin elastin fibers, irregularly
disposed. The fibers present: surface end - to insert on the deep face of the basal
membrane; deep end, which continues with the fibers of the vocal ligament (Fig.
2)145;

Fig. 2—lamirarorganimtionofthe vocalcord

Overall, the fundamental substance and the elastin reticulum form
Reincke’s space, outbuilding of the fluid compartment that provides hydration
for the deep side of the superficial epithelium. From a mechanical standpoint,
lamina propria superficialis (synonym: Reinke’s space) acts like a “water
mattress” (our metaphor), which is expandable and depressible in either

145 We have obtained Fig. 2 by courtesy of Professor Dan Stefan Antohe, PhD.
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direction, favoring vocal cord thinning along the free edge off, but which
maintains unaltered its functional integrity.

- intermediaris propria lamina has a thickness of about 2 mm and it is made of
a dense bundle of elastic and collagen fibers, arranged in the anteroposterior axis
of the vocal cord. It forms the surface side of the vocal ligament and allows
vocal cord lengthening only in this axis.

- lamina propria profunda consists only of collagen fibers, has a thickness of
1,2-2mm and forms the deep side of the vocal ligament. The collagen fibers are
not extensible and they oppose the excessive stretching of the vocal cord.

- the vocal muscle determines the relief of the vocal cord and represents the
medial part of the thyroarytenoid muscle, the main tensor muscle of the vocal
cord, along with the cricothyroid.

In terms of topography, the vocal cord consists of an external container or
layer, represented by the squamous epithelium and by Reinke’s space and a
content or body, represented by the ligament and vocal muscle.

The glottic floor has two lateral extensions, the laryngeal ventricles
(Morgagni), in the shape of vertical slits, extended towards the supraglottic
floor, on the lateral side of the vestibular folds. In the front section, each
laryngeal ventricle presents three walls: lateral, medial and inferior. The lateral
wall, proper ventricular, is arranged vertically between the superior edge of the
vestibular fold and the lateral edge of the vocal fold. In mediolateral sense, it
corresponds to:

v’ the lateral fascicle of the thyroarytenoid muscle,

v’ the aryepiglottic muscle,

v the paraglottic adipose body corresponding to the space between the
quadrangular and the cricovocal membranes; it is the weak, hernia zone of the
larynx. Among these structures, the laryngeal mucosa hernia is called
laryngocele, that occurs after maximum intensity prolonged singing;

v’ the medial side of the thyroid cartilage.

The medial wall consists of the medial side of the vestibular fold; it
presents the ventricular slot through which the laryngeal lumen communicates
with the laryngeal ventricle, the first resonator module. The inferior wall,
narrow, is represented by the lateral segment, covered with the cylindrical
ciliated epithelium of the superior side of the vocal fold. The cilia of this
epithelium move mediolaterally, participating in hydrating the superior side of
the vocal cord.

The glottic slot (clinicians’ glottis) or rima glottidis, presents two parts:

- intermembranous, anterior, which occupies the space between the two
vocal folds, in anterior 3/5,

- intercartilaginous, posterior, located between the medial sides of the
arytenoids cartilages, occupying posterior 2/5.

The glottic slot has varying sizes in breathing and phonation. In normal
inhalation, the vocal cords are in moderate abduction, achieved through
synergic dynamic equilibrium between the lateral and the posterior
cricoarytenoid muscles. The forced exhalation, the vocal cords are in maximum
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abduction, carried out under the action of the posterior cricoarytenoid muscle.
In phonation, the vocal cords are in adduction, carried out by the lateral
cricoarytenoid side. The infraglottic floor or the infraglottic cavity is located
below the inferior plan, drawn to vocal folds and it has a taper shape, whose
large basis continues with the trachea.

3. The laminar organization of the larynx

Like the vocal cord, the parietal laryngeal structures have a concentric
organization, forming a musculo-fibrocartilaginos tube, with variable lumen.
From the inside out, the larynx has the following layers:

* MUCO0Sa;

* submucosa;

* rezoning organized conjunctiva structures layer (the fibro-elastic membrane)
« internal muscle layer:

o thyro-arytenoid muscle,

o ary-arytenoid muscle,

o ary-epiglottic muscle,

* laryngeal adipose layer,
« fibrocartilaginous layer,
« external muscle layer.

The mucosa is thin, pale, red, darker at the level of the vestibular folds. It is
adherent to the elastic cone of the larynx (the perichondrium of the epiglottis,
vestibular and vocal ligaments) and mobile on the endolaryngeal surface of the
intrinsic muscles (at ventricular, inter-arytenoid and ary-epiglottic level). The
epithelium of the mucosa is cylindrical, with cilia, except the free edge of the
vocal folds, where it is the stratified squamous type, keratinized, described with
the vocal cords (Fig. 3):

Fig. 3. A. Voaal cords in intermediate position;
B. Yocal cords inabduction;
C. vocal cords in phonatory adduction;
¥ellow arrow - lateral cricoanytenoid muscle;
Blue arrow - posterior cricoarnytenoid muscle.

The submucosa contains glands that secrete the mucus, which hydrates the
surface of the mucosa and they can be: epiglottic, located in the fossets of the
cartilage; lateral, situated in the posterior side of the aryetenoepiglottic folds;
posterior, located in the inter-arytenoid fold. At the level of the laryngeal
ventricles, the disseminated lymphoid structures of the submucosa add up and

146 We have obtained Fig. 3 by courtesy of Professor Dan Stefan Antohe, PhD.
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form the laryngeal tonsil and represent the distal extremity of the Waldeyer
perifaringian ring. The fibro-elastic membrane of the larynx consists of:

- quadrilateral membrane, which lines the laryngeal vestibule, extending from
the lateral edges of the epiglottic cartilage to the arytenoid cartilages;

- vestibular ligaments, which represent the extension of the inferior edge of the
quadrilateral membrane;

- cricovocal membrane or the elastic cone, thick, which extends from the
superior edge of the cricoid cartilage to the level of the lamina propria profunda
of the vocal ligament, located in the basis of the vocal cord,;

- vocal ligament, which represents the superomedial free edge, resonator
specialized, of the cricovocal membrane.

The fibro cartilaginous layer is composed of cartilages, intercartilaginous
articulations and the ligaments of the larynx. Laryngeal cartilages are classified
into median, unpaired, and lateral, antimere. The thyroid cartilage is located
superficially, below the hyoid bone, with which forms a morphogenetic and
functional unity. It consists of two rectangular blades, joined on the anterior
median line and posterolaterally divergent, forming a posteriorly opened
dihedral angle. Each blade shows:
v"medial, laryngeal side, with the origin of the thyro-arytenoid muscle;

v’ lateral side, musculo-glandular, with the oblique line limited by the anterior
and posterior tubercles, on which the subhyoid muscles are inserted and which
have relations with the medial side of the thyroid lobe;
v anterior edge, united with the opposite one, causing the superior thyroid
notch and the laryngeal prominence (Adam’s apple);
v' posterior edge, which extends upwards and downwards with the big and
the small horn of the thyroid cartilage, respectively;
v superior edge, on which the thyrohyoid membrane inserts itself;
v inferior edge, on which the thyrocricoid membrane inserts itself.

The cricoid cartilage, situated at the bottom, is shaped like a signet ring,
consisting of:
- anterior arc, on which the cricothyroid membrane and muscle are inserted,
- posterior area, wider from a craniocaudal point of view, seal or blade that
articulates with the arytenoid cartilages.

The epiglottis, of oval shape, which extends downwards with the stalk that
fixes into the superior thyroid notch; it is the key cartilage of the aero-digestive
intersection. The epiglottis presents an antero-superior side, united with the base
of the tongue through the medial and lateral glossoepiglottic folds and an
inferior one, that closes the laryngeal inlet during swallowing. The lateral sides
of the epiglottis are joined with the tips of the arytenoid cartilages through the
arytenoepiglottic folds, in which the reliefs of the cuneiform and the corniculate
cartilages are observed. The paired arytenoid cartilages, located on the seal of
the cricoid cartilage, form a pyramid with the inferior basis and present:

» medial side, which limits the intercartilaginous glottis;
> posteromedial side, covered by the posterior cricoarytenoid and arytenoid
muscles;
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» posterolateral side, covered by the lateral cricoarytenoid muscle;

» vocal apophysis, on which the ligament and vocal muscle are inserted;

» muscular apophysis, on which the posterior and lateral cricoarytenoid
muscles are inserted.

The corniculate and the cuneiform cartilages located in the thickness of
the arytenoepiglottic folds. The ligaments join the laryngeal cartilages with thee
neighboring structures:

- tongue — the glosso-epiglottic medial and lateral ligaments;

- pharynx — the pharyngo-epiglottic ligaments;

- hyoid bone — the hyo-epiglottic ligament;

- cricoid cartilage — the crico-pharingian ligament;

- trachea — the cricotracheal ligament, which connects the larynx with the first
tracheal cartilaginous ring;

- the cricothyroid ligament, which connects the inferior edge of the thyroid
cartilage with the ring of the cricoid;

- the ary-epiglottic ligament;

- the cricocorniculate ligament;

- the posterior crico-arytenoid ligament.

The tyrohyoid membrane, stretched between the superior edge of the
thyroid cartilage and the inferior edge of the hyoid bone, presents condensation:
v" medial thyrohyoid ligament;
v'thyrohyod lateral ligament;

v thyro-epiglottic ligament.
The synovial joints of the larynx are cricothyroid and crico-arytenoid. The
muscular layer is discontinuous and forms two plans:
v' the internal muscle layer, represented by the muscles:
o thyro-arytenoid, with two fascicles: medial, vocal and lateral;
= arytenoid, with two fascicles: the transverse arytenoids muscle and the
oblique arytenoid muscle;
o the ary-epiglottic muscle;
v’ the external muscular layer, represented by the muscles:
o lateral crico-arytenoid,;
O posterior crico-arytenoid,;
o cricothyroid.

To these, the extrinsic infrahyoid (stemothyroid, thyrohyoid) muscles and
the inferior pharynx constrictor (cricopharyngeal and thyropharyngeal fascicles)
are added. The intermuscular-cartilaginos laryngeal adipose body is located
in the thyrohyo-epiglottic and paraglottic spaces and diminishes in a
craniocaudal sense. The thyrohyo-epiglottic space has a triangle shape in
sagittal section and is limited as it follows: anteriorly — the thyrohyoid
membrane; posteriorly — the thyroepiglottic ligament; superiorly — the hyo-
epiglottis ligament. It contains the pre-epiglottic adipose body, which is
organized as the serous retrohyoid stock and extends posteriorly and inferiorly
towards the paraglottic space. The paraglottic space is located in the dihedral
angle formed by the blades of the thyroid cartilage, between the medial side of it
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and the thyro-arytenoid muscle. It contains the paraglottic adipose body
paraglotic and it is limited as it follows: superiorly — the glosso-epiglottic folds;
inferiorly — the crico-arytenoid lateral muscle; medial — the lateral wall mucosa
of the laryngeal ventricle. The resonator segment consists of all supralaryngeal
elements of the aero-digestive junction: the supraglottic floor, the basis of the
tongue, oro and rhinopharynx, the buccal cavity with its vestibule, teeth and lips,
the nasal cavities and the paranasal sinuses; their anatomical description exceeds
this work.
4. Conclusions

It is said that human voice is the most expressive instrument, the most
sensitive way of rendering moods, the vocal expression enhancing and
complementing the sense of music. The vocal ambitus in colorations and
cadences should not be used only as effect, but the execution-style, with quality
and musicality showing refined interpretation, vocal and virtuosity
expressiveness will be followed. Here we detailed the anatomical and
physiological configuration of the vocal apparatus in order to determine those
studying vocal art or dealing with musical education by vocal singing to
understand and adapt the work techniques in accordance with the specific of the
most perfect and sensitive musical instrument, human voice.
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2. ROLUL EDUCATIEI MUZICALE iN PREGATIREA CADRELOR
DIDACTICE PENTRU INVATAMANTUL PRESCOLAR SI PRIMAR
THE ROLE OF MUSIC EDUCATION IN TEACHERS’ PREPARATION
FOR PRESCHOOL AND ELEMENTATRY EDUCATION

Gabriela Pasca, Teacher,
”loan Popescu” Pedagogical Highschool from Barlad of Romania

Rezumat: Provocarile scolii contemporane in perioada postmoderna, sunt multiple si vizeaza
deopotriva educabilii dar si personalul didactic. Perspectiva educatiei integrate, a
alternativelor educationale (Step by Step, Waldorf), curriculumul cu intentii interdisciplinare,
impun o viziune mai generoasa si deschisa celor implicati in formarea cadrelor didactice
pentru invatamantul prescolar si primar. Rolul muzicii §i educatiei muzicale din aceasta
perspectiva trebuie gandit ca element fundamental, ce se regaseste in programul zilnic al
copiilor din gradinite sau scoli.

Cuvinte cheie: educatie muzicala, alternative educationale, invatamdnt prescolar si primar

Alaturi de alte obiecte de studiu din clasele primare, educatia muzicala
ocupa un loc important, reprezentand un mijloc de educare estetica a scolarilor.
Se stie cd muzica are rol important in viata omului. Ea, muzica, genereaza
emotii, formeaza vocea, dezvoltd gustul pentru armonie, dezvoltd dragostea
pentru frumos. Muzica este prezenta in nenumarate manifestari ale vietii. Ea ne
incanta, ne bucura sau ne Intristeaza, ne dezvaluie un bogat consinut de idei, ne
ajutd sa intelegem ganduri si evenimente, ne mobilizeaza ne indeamnd la
realizari mobile.

Existda o deosebire intre ,, a auzi” muzica si ,, a asculta muzica”. Aceasta
reiese din deosebirile de sensibilitate de la un individ la altul, de preferinta, dar
in primul rand, ea se datoreste existentei sau lipsei de ambiantd muzicala si de
educatie muzicald din copildrie. Prin urmare este important sa se inceapa
educatia muzicala de la varsta prescolara. in gradinitd educatia muzicald se
realizeazd in mod organizat si sistematic cu mijloace, metode si procedee
specifice.

Plecind de la premisa ca nu exista copii afoni, eventual decat copii
insuficient educati gradinita acorda o atentie deosebita cultivarii vocii copilului a
auzului muzical, dezvoltarea simtului ritmic, melodic, dinamic. Copiii de la
varsta prescolard dobandesc priceperi si deprinderi care stau la baza gustului
pentru frumos al aprecierii si intelegerii lui. Cantecele si jocurile prin conginutul
lor influenteaza trasaturile de caracter si vointd ale copilului. Acestia Invata sa
fie buni, harnici, sa-si iubeasca familia, tinutul natal, poporul, patria si natura.
Prescolarii simt o deosebita placere ascultand si interpretand cantece care-i fac
mai vioi, mai veseli, mai sociabili, mai disciplinati, toate aceste ajutand la
Tnchegarea colectivului.

Mijloacele folosite Th educatia muzicala dezvolta gandirea si imaginatia,
stimuleaza atentia, dezvoltda memoria auditiva. Educatia muzicald influenteaza si
dezvoltarea fizicd a copilului. Miscarile executate ritmic dau suplete si
frumusete corpului, miscarile devin mai indemanatice, mai expresive.
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Continutul educatiei muzicale este bogat si diversificat si trebuie sa fie
diferentiat la toate grupele tinand seama de particularitatile de varsta a copiilor.

Muzica este una din cele mai grele si mai complicate arte deoarece este
lipsita de imaginile vizuale de care dispune arta plastica si nu se foloseste nici de
mijloacele de comunicare folosite de literatura. In schimb, muzica, influenteaza
direct si mai puternic sentimentele copiilor decat celelalte arte. Pentru ca ea sa
produca o stare emotionala este necesar sa dezvoltam capacitatea copiilor de a o
percepe, sd le educam interesul §i dragostea pentru muzicd sa-i invatam sa
asculte, sa cante muzica si sa se miste in ritmul ei.

La inceputul anului scolar este bine sd se porneasca de la consolidarea
deprinderilor formate in anii precedenti iar in cazul in care grupa este formata
din copii care nu au frecventat gradinita trebuie sa se insiste asupra deprinderilor
elementare si anume deprinderea copiilor de a canta in colectiv, de a Tncepe
cantecul deodatd la un semnal al educatoarei, de a pronunta clar cuvintele, de a
respira corect, de a avea o tinutd corecta in timpul cantatului si de a se opri toti
deodata.

Daca exista preocupare din partea dascalului pentru vocea copilului, daca ora
de educatie muzicald nu va fi consideratd un obiect neimportant de studiu, atunci
ei vor indragi tot mai mult acest obiect, iar cantecul va intra in sufletul si in viata
lor. Experienta a ardtat ca dispozitia muzicald a copiilor poate fi creata doar
acordandu-i acestui obiect importanta cuvenitd. ,Materialul” muzicii este
sunetul, care poate fi inteles de orice copil. Totusi existd cateva conditii
importante care fac mai usor inteleasa si perceputa muzica.

Una din cele mai importante conditii ar fi ca invatatorul care preda muzica
sd aiba o voce frumoasa, calda, expresiva. Atunci cand el este talentat la muzica,
adica are o voce deosebita, cand le va canta elevilor sai un cantec va face sa
fost atit de impresionati de vocea invatatorului lor, incét au lacrimat cand acesta
le-a cantat pentru prima datd imnul tarii. Ca urmare a observatiilor inregistrate
pe generatii de elevi nu se poate spune ca educatia muzicala este un obiect foarte
usor. In clasele I-II scolarii invatd si cante dupi auz. Ei se educd acum prin
exercitii muzicale si cantece usoare si atragatoare.

Tot in aceastd perioada ei 1si formeazd deprinderea de a percepe, a
recunoaste si a reproduce duratele muzicale, pauzele si dirijatul intuitiv. De
asemenea lectiile mai cuprind notiuni legate de mersul ascendent si descendent
al melodiei, reprezentari legate de nuantele si miscarea cantecului sau tactarea
masurii. Ar fi de spus ca existd si un inconvenient care apare in procesul de
invatare si anume, manualele de educatie muzicald. La unele clase acestea sunt
greu de utilizat pentru cd sunt prost structurate, lectiile nu au continuitate, iar
exemplele muzicale nu sunt potrivite cu tema lectiei respective.

In ciuda acestui fapt, invatitorul cu experientd si cu dragoste in meserie,
poate substitui manualul cand nu se poate utiliza si poate gasi diverse metode si
procedee de predare — invatare. ,,Muzica e scanteia care aprinde focul Tn spiritul
omenesc” ( L. V. Beethoven). Odata aprinsd aceastd scanteie in sufletul
copilului ea 1l va Incalzi si-l va lumina spre descifrarea tainelor muzicii fara prea
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multe auxiliare. Un alt lucru observat Tn ultimii ani la clasele de elevi este acela
cd el au interes tot mai scazut pentru folclorul romanesc. Cantecele populare
adevarate nu-i mai atrag pe scolari. Ei 1si insusesc tot felul de melodii, venite de
aiurea.

Aici, iar trebuie sa intervina dascalul, care are datoria de a le forma gustul
elevilor pentru muzica buna, autentica. Pentru aceasta el trebuie sa le ofere
modele bune de cantece traditionale romanesti. Practica arata ca elevii care
reugsesc sd inteleagd muzica din clasele primare si patrund in tainele ei
cunoscandu-i limbajul si mesajul ei, acestia recepteaza usor toate notiunile
legate de muzica si vor practica cu placere aceste activitati.

In general copiii care inteleg muzica vor ajunge maturii cu o culturd
muzicala si vor sti ce muzica sa asculte, cum s-0 asculte, vor sti sa deosebeasca
genurile muzicale si mai ales sd simtd muzica de calitate. Dar pentru ca toate
acestea sd se intample cu adevarat existd o singura condifie: sa acorddm atentie
orelor de educatie muzicald si mai ales sa nu fie inlocuite cu alte ore de curs.
Invatitorul are la indeméana obiectul optional unde poate si opteze pentru
muzica vocala.

Abstract: Challenges school contemporary postmodern period, they are multiple and aims
Learners and teachers alike. The prospect of integrated education, educational alternatives
(Step by Step, Waldorf), interdisciplinary curriculum intentions, require a more generous and
open those involved in teacher training for preschool and primary education. The role of
music and music education from this perspective be considered as a fundamental element that
is found in the daily schedule of children in kindergartens or schools.

Key words: music education, alternative education, preschool and primary education

Along with other primary school subjects, music education occupies an
important place, representing an aesthetic means of educating pupils. It is known
that music plays an important role in man’s life. It generates emotions, it shapes
voice, and it develops the taste for harmony and love of beauty. Music is present
in countless manifestations of life. It enchants us, it makes us happy or sad, it
reveals us rich ideas, it helps us understand thoughts and events, and it sets us in
motion.

There is a difference between “hearing” and “listening to” music. This arises
from the differences in sensitivity and taste from one individual to another, but,
essentially, it is due to the existing or lacking music education and music
ambiance from childhood. Therefore, it is important to begin music education
from preschool. In kindergarten, music education is carried out in an organized
and systematic way, with specific methods and procedures.

Assuming that there are no gross ear children, maybe only insufficiently
educated children, the kindergarten pays a particular attention to cultivating the
child’s voice, musical ear, and rhythmic, melodic, and dynamic sense. Since pre-
school, children acquire skills and abilities that underlie the taste for beauty, its
appreciation, and its understanding. Through their content, songs and games
influence a child’s character and will traits. They learn to be good, hardworking,
to love their family, their homeland, people, their country, and nature.
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Preschoolers take great pleasure in singing and listening to songs that make
them livelier, happier, more sociable and more disciplined, all these things
helping building-up the group.

Music education means develop thinking and imagination, stimulate
attention, and develop auditory memory. Music education also influences the
child’s physical development. The rhythmically executed movements grant the
body beauty and gracefulness; movements become more skillful, more
expressive. Music education content is rich and diverse and it must be
differentiated in all groups, taking into account the age peculiarities of the
children.

Music is one of the most difficult and complicated arts because it lacks the
plastic art visual and because it does not use the communication means of
literature. Instead, music has a more powerful and direct influence on the
children than any other type of art. In order for it to produce an emotional state,
it is necessary to develop the children’s perceiving ability, to educate their
interest and love of music, to teach them to listen to music, to sing it and to keep
its time.

At the beginning of the school year, it is good to start with reinforcing

previously acquired skills and, if the group consists of children who have not
attended kindergarten, one must insist on basic skills, namely the children’s
skills to sing collectively, to start singing at one time, at the signal given by the
preceptress, to pronounce words clearly, to breathe correctly, to have a correct
posture during singing, and to stop all at once.
If the teacher is concerned with the child’s voice, if music education class shall
not be considered an unimportant study object, then children will grow even
more fond of this object, and the song will enter their souls and lives.
Experience has proved that children’s disposition to music can only be created
by giving this object its due importance. The “material” of music is the sound,
which any child can understand. However, there are some important conditions
that make music understanding and perceiving easier.

One of the most important conditions would be that the elementary teacher
who teaches music to have a beautiful, warm, expressive voice. When the
teacher has a gift for music, namely that he has a great voice, when singing a
song to his pupils, he will make their finest sensitivity chords vibrate. There
have been cases in which children, so impressed with their teacher’s voice, wept
when he sang the national anthem for the first time. In the wake of the
observations recorded in generations of students, it cannot be said that music
education is a very easy study object. In the first and second grade, pupils learn
to sing by ear. They are now educated with the help of musical exercises and
easy and appealing songs.

During this time, they develop their perceiving, recognizing and
reproducing time values, rests, and intuitive conducting skills. Moreover, the
lessons include ascending and descending song pace notions, nuance, song
movement, and keeping time representations. It should be mentioned that there
is a drawback that occurs in the learning process, namely music education
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textbooks. In some classes, they are difficult to use because they are poorly
structured, the lessons lack continuity and because musical examples do not
portray the theme of that particular lesson.

Despite this fact, the experienced teacher who loves his job can substitute
the textbook when it cannot be used and find various teaching-learning methods.
“Music is the spark that sets fire alight in the human spirit” (L. V. Beethoven).
Once lit in the child’s soul, this spark will keep him warm and it will enlighten
him towards deciphering the mysteries of music, without too many auxiliaries.
Another thing noted in recent years in classrooms is that their interest in
Romanian folklore is lower. True folk songs no longer attract schoolchildren.
They learn all kinds of songs, coming from somewhere else.

In this case, the teacher, whose duty is to shape the pupils’ taste for good,
authentic music, should intervene again. In order to do this, he must provide
them with good Romanian traditional song models. Practice shows that students
who succeed in understanding music in primary school and fathom its mysteries
knowing its language and message, easily perceive all music notions and that
they will practice these activities with pleasure.

In general, children who understand music will grow up to be adults with
musical culture and will know which music to listen to and how to listen to it;
they will know how to distinguish between musical genres and, mostly, feel
good music. But, in order for all this to really happen, there is only one
condition: to pay attention to music education classes and, especially, not to
replace them with other study objects. The elementary teacher has at hand the
optional subject, where he can opt for vocal music.
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3. PREDISPOZITII ARTISTICE IN PRESCOLARITATE: ABORDARI
CONCEPTUALE
ARTISTIC TENDENCIES IN PRESCHOOL EDUCATION:
APPROACHES OF CONCEPT

Viorica Crisciuc, Lecturer PhD.,
»Alecu Russo” State University from Balti, Republic of Moldavia

Rezumat: Acest articol releva aspecte conceptuale cu referire la predispozitiile artistice in
prescolaritate la copii. Se prezinta realizarea acestui proces operdnd Ccu conceptele
renumitilor savanti occidentali, rusi si autohtoni. Una dintre ideile caracteristice gindirii
pedagogice a savantilor este aceea, ca in procesul formarii/dezvoltarii copilului prin
intermediul artei, copilul supune obiectele si fenomenele schemelor sale de asimilare
achizitionate anterior. Pentru integritate in asigurarea realizarii la modul practic al unei
educatii timpurii, metodologia pe care o vom propune se bazeaza pe o cercetare, o retea
teoretica impundtoare de practici pedagogice incununate de succes ale unor savanti
remarcabili din intreaga lume. Teoriile analizate sunt o sursa de inspiratie §i constituie
universul teoretic ce contribuie la o cit mai adevarata educatie a copilului in prescolaritate.
Copilaria timpurie reprezintd cea mai importantd perioadda din viata unui individ prin
consecintele durabile pe care le are asupra dezvoltarii ulterioare a acestuia.

Cuvinte cheie: predispozitii artistice, domeniile artei, competente muzicale, educatie
timpurie, mecanismul cunoasterii

Nu existd o singura teorie care sd cuprinda in totalitate psihopedagogia
dezvoltarii abilitatilor artistice la copii in prescolaritate. Pentru integritate in
asigurarea realizarii la modul practic al unei educatii timpurii, metodologia pe
care 0 vom propune se bazeaza pe o cercetare, o retea teoretica impunatoare de
practici pedagogice incununate de succes ale unor savan{i remarcabili din
intreaga lume. Abordarea ideilor lui J.Piaget, privind impactul invatarii prin
descoperire si explorare, constituie baza educatiei in copilaria timpurie. Fiind
adept fidel al constructivismului, s-a impus prin teoria stadialda a dezvoltarii
cognitive a copilului, conform céreia:

e Dezvoltarea intelectuald a copilului trece prin mai multe faze si etape
succesive;

e Consecutivitatea acestora este universald, generald, iar gradul de dezvoltare
a copilului poate varia de la un domeniu la altul, precum si in functie de cultura
si mediu;

e Stadiile semnificative in procesul de invatare si formare a personalitatii
copilul sunt:

a) stadiul inteligentei senzomotorii, cuprins intre 0 si 2 ani;

b) stadiul gandirii preoperationale, cuprins intre 2 si 6 ani;

c) stadiul operatiilor concrete, cuprins intre 6 sill ani;

d) dela 11 ani intervine stadiul operatiilor formale.

Una dintre ideile caracteristice gindirii pedagogice a savantului este aceea,
cd in procesul dezvoltarii copilului prin intermediul artei, copilul supune
obiectele si fenomenele schemelor sale de asimilare: ,,a aplica” (inteligenta
senzomotorie); a clasifica (operatii logice), a tacta, topai (operatii numerice); a
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relationa fenomenele (explicatii cauzate). Dobandind aceste operatii in mod
stadial, copilul este capabil sa le aplice la o mai mare varietate de fenomene,
obiecte, cu mentiunea ca ele pot fi cucerite doar printr-0 activitate de joc.

Conform teoriei lui Piaget, copilul interactioneaza cu fortele externe mai
degraba activ, decat pasiv: el desfasoara o activitate extrem de intensa, in timp
ce se straduieste sd gaseasca explicatie evenimentelor si lumii din jurul lor.
Pentru a contura ideile lui J.Piaget, delimitam:

1) formarea copilului are loc pe etape, care diferd prin calitatea judecatii
copiilor, modul in care actioneaza si invata acestia despre lumea din jurul lor;
2) formarea este primordial senzoriala si apoi de explorare, bazandu-se pe aici
si acum;
3) structurile mintale, inclusiv cea interpersonald, se formeaza prin
interactiunea copilului cu mediul.

Erik Erikson prin teoria dezvoltarii psihosociale completeaza teoria
dezvoltarii cognitive a lui J.Piaget din care desprindem urmatoarele idei:
1) Dezvoltarea este un proces de integrare a factorilor biologici individuali cu
factorii de educatie si cel socio-cultural;
2) Pe parcursul vietii se traverseaza opt stadii polare, reflectate prun teza:
potentialul de dezvoltate al individului capata implinire pe tot parcursul
existentei;
3) Fiecare stadiu este sensibil pentru acumularea unor anumite calitati.
In atare ordine de idei, mentionim ca stadiile/fazele formarii copilului urmeaza
Intr-o anumitd consecutivitate si au o anumitd structura. Fiecare stadiu poate
decurge pozitiv sau negativ, ce marcheaza dezvoltarea ulterioara a personalitatii:
e In primul an de viai existd relatia bipolard de caracteristici: incredere —
neincredere, ce genereaza increderea in adulfi:
e De la 1 la 3 ani se manifestd dihotomia: autonomie/emancipare —
dependentd/indoiald, ce genereaza autocontrolul;
o Intre 4 si 5 ani — dihotomia constituirea dorintei de a afla ce fel de persoani
va fi — sentimentul vinovatiei, ce genereaza sentimentul de responsabilitate;
e Intre 6 si 11 ani - dihotomia: constituirea initiativei — sentimentul de
inferioritate genereaza sentimentul competentei;
e Intre 12 si 18 ani actioneaza dihotomia: constientizarea identititii Eu-lui —
confuzia rolurilor, iar ca produs pozitiv - fidelitate si loialitate.

Cercetand tipuri de comportamente in care copiii prelucreaza  si
asimileazd informatia, psihologul Howard Gardner a identificat cateva moduri
de invatare, numite §i inteligente multiple: sociala (interpersonald), spatiala,
lingvistica, logico-matematicd, muzicald, corporal-chinestezicd, naturalista si
existentiala. Fiecare tip are la bazd o structura neurologica care isi are propriul
curs de dezvoltare. Pornind de la ideea ca orice modalitate de predare este,
evident, nesatisfacatoare, de vreme ce fiecare copil este diferit, H.Gardner
considera ca procesul educational planificat si realizat din perspectiva
multiplelor inteligente:
conditioneaza centrarea pe copil si individualizarea;
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faciliteaza interactiunea cu lumea;
aigurd si sustine succesul in autoexprimare;
intdreste imaginea de sine si sentimentul de competenta [4, p.66].

Howard Gargner a contribuit prin teoria multiplelor inteligente (pana in
prezent se fac referiri la noua tipuri de inteligente), conform careia: Inteligenta
muzicald implica capacitati deosebite pentru ritm si melodie, pentru activitati de
sustinere §i accentuare a ritmului, pentru a compune muzica, a canta la un
instrument $i a interpreta piese muzicale. Inteligenta corporal-kinestetica se
manifestd prin preponderenta sistemului senzorial si al miscarilor fizice in
procesul de cunoastere si exprimare: prin preferinte evidente pentru joc de rol,
dramatizari, jocuri de miscare, activitati sportive, experiente tactile si modalitati
de invatare directd [3, p.37]. Jerom Bruner observa ca, in timp ce copii
explorcaza mediul social, ei dob&ndesc capacitatea de a comunica prin
intermediul limbajului artistic. Existd o relatie de reciprocitate intre limbajul
artistic §i experienta artistica a copilului. Experienta artisticd formeaza si
dezvolta trasaturile de personalitate a copilului. Recunoasterea aceastei relatii
are o importanta deosebitd in formarea copilului in cadrul educatiei timpurii. Ca
elemente definitorii ale procesului de acumulare a experientei artistice a
copiilor consideram receptarea operei de arta, creatia artistica elementara

Filozofia educationala a lui Kaminsky vizeaza mentinerea copilului — a
nevoilor/necesitatilor, particularitatilor (fizice, cognitive, socioemotionale),
ritmul si nivelul de individului de dezvoltare — in pozitia centralda in gandirea si
planificarea educatiei [1, p.68]. Utilizdnd drept criteriu evolutia afectivitatii si
dialectica constituirii constiintei de sine H.Wallon (1941) delimiteaza
urmatoarele stadii: stadiul in cadrul caruia impulsivitatea emotionald se
diferentiazd de cea motorie, se structureaza subiectivismul si simbioza afectiva
cu mama, stadiul in care se formeaza constiinte de sine ca exaresie a socializarii
si a complicarii emotionale, stadiul intependentei eului si al achizitiilor de rol. Tn
istoria dezvoltdrii un loc de frunte 1i revine lui J.LAmos Comenius carea a
argumentat terapia instruirii si educatiei ca sistem a cunostintelor stiintifice.
J.A.Comenius a determinat ce trebuie si cunoasca copilulu in primii sase ani. In
cercetarile sale se descrie programul cunostintelor si priceperilor pe care trebuie
sa le acumuleze.

Pedagog, teoretic si publicist I.H.Pestalozi este autorul unui sistem de ide1
pedagogice prin care da raspunsuri la problemele principale ale pedagogiei. El a
incercat s demonstreze cum poate fi asiguratd dezvoltarea armonioasa a
dispozitiilor native ale copiilor si cum poate fi directionata cu ajutorul educatiei
prin artd. In centrul gindirii sale pedagogice se afld ideea potrivit cireia natura
este formata din patru categorii de forte sau puteri: intelectuale, morale, artistice
si fizice. Contributie esentiald la dezvoltarea educatiei prescolare a realizata de
Fr. Frobel, pedagog german progresist din prim jum a sec, al-XIX-lea. Frobel
cea mai potrivita pentru varsta timpurie. Savantul trateaza conceptul de arta ca
una dintre cele mai bogate resurse petnru procesul educational al copiilor in
prescolaritate. Arta este o componenta fireascad a jocului lor, inlesnind contactul
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pozitiv si fructuos cu adulfii. Muzica nu cere un echipament prea scump sau
pretentios ca tehnologie; cel mai valoros instrument pentru acesti copii este
vocea omeneascd; Intre muzica si copii, intre muzica si limbajul artistic exista
interconexiuni intime. Muzica trebuie sa fie parte integranta a fiecarei zile din
cresa sau gradinita [4, p.21]. Ovide Decroly, ca reprezentant al scolii cantrate pe
copil, considera ca: “Cunoasterea la copil are loc ca o privire a intregului.
Activitatile multiforme ale copilului trebuie grupate in jurul trebuinte sale
fundamentale. Activitdtile se dau mai ales sub forma de jocuri cu muzica in care
emulatia si placerea reusitei vor fi principalele stimulente” [3, p.22]. Pentru
savantul Lev Vigotsky orientarea procesului educational spre zona proximei
dezvoltiri este conditia prioritar in educatia copilului. In contextul stadiilor de
dezvoltate cercetatorul distinge:

e Zona actualei dezvoltari;

e Zona proximei dezvoltari, adica spatiul in care copilul ajunge sa solutioneze
problema, dar numai cu ajutorul adultului.

Studiul domeniului artistic realizat de savantul Vlad Pislaru, prezinta o
prima provocare pentru o posibila teorie a educatiei literar-artistice a elevilor,
validata conceptual, experiential si experimental. Filonul conceptual al unei
astfel de teorii 1l constituie caracterul dublu-unitar al procesului de creatie-
receptare a operelor de literaturd si artd, in care receptorul / cititorul este
examinat Tn calitatea sa de al doilea subiect creator al operei receptate.
Activitatea de lectura desfasurata in temeiul acestui principiu antreneaza, intr-un
proces complex si continuu de interactiune, gandirea reflexiva, proprie creatiei-
receptdrii in literatura si artd, si gandirea determinativa, caracteristica cunoasterii
stiintifice s1 celei empirice. Educatia artisticd se produce concomitent in toate
cele trei tipuri de cunoastere, prioritara fiind cunoasterea artistica.

Toate componentele teoriei educatiei literar-artistice — fundamentele estetico-
filozofice, teleologia, epistemologia, continuturile, tehnologiile — ofera
cititorului argumentarle teoretice, experientiale si experimentale de rigoare,
modele si tipologii ale sistemelor de principii (estetico-filosofice, literar-
artistice, de educatie literar-artisticd, precum si pentru fiecare componentd
indicatd); modele ale sistemului activitatii de lecturd a elevilor, ale sistemului de
metode si tehnici specifice educatiei literar-artistice a elevilor — accesorii
conceptuale si tehnologice absolut necesare oricarei activitati in domeniu pe
care o realizeaza fiecare profesor de literatura cu elevii sai [5, p.77].

Tn viziunea savantului lon Gagim pedagogia artei (predarea disciplinelor
artistice) trebuie sa-si construiasca legile sale. Ele exista empiric In practica
zilnica a invatamintului muzical — Tn caz contrar muzica n-ar fi atins
performantele cunoscute astdzi de societate. Dar ele trebuie constientizate —
culese, selectate, descrise, argumentate, prezentate intr-un anumit mod,
dezvoltate, Tmbogatite, scientizate [4, p.99]. Astfel, conceptia noastra despre
despre arta si abordarea ei in educatia timpurie se va sprigini pe psihologismul
profund al uzicii, pe energia interioard continuta in aceasta arta. Tot ce se intipla
in muzica si cu muzica se va identifica cu ceea ce se intimpla in viata copilului.
Muzica trebuie sa reflecte direct starile sufletesti a copilului. De aceea orice
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abordare a fenomenului artistic, inclusiv ceea de formare-dezvoltare a copilului
— in afara Intelegerii cd el este principalul actor cu trairile si emotiile specifice
fiecarui in parte.

»Educatia muzicala, cu experienta sa de milenii, a devenit un factor
constatnt si de neinlocuit in edificarea copilului” constatd cercetiatoarea
M.Morari. Acest lucru l-au inteles grecii antici, edificatorii uneia dintre cele mai
distinnse civilizatii, situind muzica si educatia muzicald in fruntea valorilor.
Acest principiu trebuie sa constituie dezideratul fundamental si in zilele noastre.
El trebuie luat drept baza in demararea procesului muzical-educational in
prescolaritate. Muzica este n primul rind arta sunetelor ,,frumoase”, care ne
produce satisfactii estetice si artistice. De la aceastd premisa trebuie nceputa
comunicarea cu ea, desi muzica In viata copilului nu trebuie sd se limiteze la
acest lucru. Tn conditiile de viatd ale unui mediun sonor, muzica de inaltd
valoare artistica devine si un factor ,,ecologic” pentru auz si spirit. Evidentiem,
principiul fundamental al educatiei muzicale in prescolaritate, dobindirea
experientei de comunicare cu muzica sub diferite aspecte (auditie interpretare,
creatie-improvizatie, discutie orald despre fenomenele muzicale) deci formarea
competentei de a comunica cu arta sonora ibn diferite ipostaze [6, p.66]. Toate
aceste teorii sunt o sursa de inspiratie si constituie universul teoretic ce
contribuie la o cit mai adevarata educatiei a copilului in prescolaritate. Pentru
abordarea integra a educatiei timpurii vom parcurge obiectivele generale ale
educatiei timpurii:

- dezvoltarea integralda normald si deplina a copilului, valorificAndu-se
potentialul fizic si psihic al acestuia, respectandu-se nevoile sale afective si
specificul activitatii sale de baza — jocul;
- dezvoltarea capacitatilor de a interactiona cu alti copii, cu adulti si mediul
pentru a dobindi cunostinte, deprinderi, atitudini si conduite noi;
- descoperirea de catre fircare copil a propriei identitdti, a autonomiei si
dezvoltarea unei imagini de sine pozitive;
- sprijinirea copilului in acumularea cunostintelor, capacitatilor, deprinderilor
si atitudinilor necesare acestuia la intrarea in scoald si pe tot parcursul vietii.
Dupa adoptarea Conventiei Internationale privind Drepturile Copilului Tn
1989 de catre 128 de state, in martie 1990 la Jomtien in Thailanda, a avut loc
Conferinta mondiald ,,Educatie pentru toti”. Declaratia de la Jomtien a marcat un
moment important pentru educatia timpurie intrucat a subliniat ideea ca:
Jinvitarea incepe de la nastere. Acest fapt atrage nevoia de educatie si ingrijire
timpurie, ce pot fi asigurate prin implicarea corespunzatoare a familiilor, a
comunitatilor si a programelor institutionale”. Copilaria timpurie reprezinta cea
mai importanta perioada din viata unui individ prin consecintele durabile pe care
le are asupra dezvoltdrii ulterioare a acestuia. Fiecare copil este unic, iar
unicitatea lui reprezintd punctul de plecare in luarea deciziilor privind
dezvoltarea deplind. Recunoasterea si cunoasterea indeaproape a unicitatii lui ne
vor ajuta si stim cum si-1 ajutim. Intrucit copii invata si se dezvoltd explorand
lumea Tn Tntregul ei, care solicita si stimuleaza copilul sub toate aspectele,
standardele de invatare si dezvoltare motorie sunt structurate pe toate domeniile
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de formare ale copulului. Se creeaza, astfel, premisele pentru o viitoare integrare
a copiilor, conform propriilor optiuni, dar si pentru orientarea lor judicioasa in
studiul ulterior si a domeniului artistic. Acest domeniu reprezintd un traseu care
prevede deplasarea accentului de pe acumuldrile mecanice de cunostinte pe
asimilarea lor creativa, de pe caracterul informativ pe cel formativ al educatiei
artistice specializate, centrdnd interesul pe copil si pe optiunile sale. Tn acest
sens, domeniul artei trebuie sa-si propuna ca finalitdfi urmatoarele obiective:
- sa familiarizeze copiii cu limbajele specifice fiecarui gen de dans, in vederea
diversificarii capacitatii de expresie;
sa formeze deprinderi motrice sustinute motivational intrinsec si ideatic;
sa creeze deprinderi de gandire creativa;
sa dezvolte capacitati de valorizare intr-un sistem axiologic propriu;
sd ajute viitorii artisti sd-si defineasca propria personalitate, prin raportare la
stilurile artistice si la reprezentantii culturii nationale i universale.

in structura dezvoltirii copilului prin arti, alituri de competentele
generale si de cele specifice, continuturile trebuiesc organizate in concordanta
cu fiecare treprd de dezvoltare a copilului, dar, in acelasi timp, pot constitui
mijloace si pentru realizarea altor competente specifice. Educatorul/profesorul
are astfel o libertate sporita de a actiona in functie de particularitatile individuale
ale copiilor/elevilor, de optiunile acestora, dar si in functie de mijloacele
didactice de care dispune (inregistrari video, kinetograme, literatura de
specialitate, internet etc.). Responsabilitatea educatorului/profesorului fata de
calea aleasa in dezvoltarea competentelor, prin diversificarea continuturilor,
creste evident in aceeasi masurd. Fiecare parinte, educator, bunicd/bunel trebuie
sd fie motivat pentru o dezvoltare calitativa prin artd din perspectiva activitatilor
muzical-ritmice. Cei care educa au ca scop promovarea practicilor educationale
care stimuleazd si sustin dezvoltarea armonioasi a copilului. In Figura N 1
prezentam unii indicatori care ar motiva parintii/educatorii/buneii in luarea
deciziei pentru o educatie armonioasa a copilului in prescolaritate.

Cum sa va organizati
timpul didactic i timpul
in general

Cum planificati sarcinile
de invatare prin joc liber

ales
Ce creatii muzicale sa
folositi si cum sa le
prezentati copilului

Ce si cum
evaluam

Cum sa aranjati mediul
Cum sa ordonati favorabil copilului
obiectivele si cum sa \ /
structurati planificarea . . .
activitatii Cum s& proy@datlA cu copii
cu dificultati de invatare
sau instabili

comportamental

Figura N 1. Motivatia pentru dezvoltarea armonioasa a copilului prin arta.
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Sugestiile metodologice cuprind cateva posibile cdi de urmat in demersul

didactic. Recomandarile metodologice privind formarea/dezvoltarea elementelor
specifice domeniului artistic prin care incepe procesul de familiarizare prin arta,
cuprinde muzicd de diferit caracter. Astfel, se contureaza trei faze importante de
parcurs:
> Respectarea stricta a particularitatilor de varstia, unde se urmareste
selectarea unui repertoriu adecvat capacitatilor de intelegere, mijloacelor de redare-
interpretare proprii nivelului de evolutie.
> Respectarea nivelului tehnic atins in cadrul activitatilor/orelor de
formare a capacitatilor artistice. Cerintele tehnice ale repertoriului trebuie sa
fie In concordanta cu nivelul de pregatire specific virstei copiiilor care, la randul
sau, depinde de dezvoltarea psiho-somatica a copiilor.
» Accentuarea caracterului expresiv al activitatilor muzicale, de creatie,
desen, dans — coordonata prin care se vizeaza intelegerea raportului expresiv
intre forma si1 confinut, a structurarii coerente a elementelor artistice si a relatiel
dintre ritmul miscarii si cel al muzicii, dansului. Parcurgerea repertoriului nu se
face ca scop 1n sine, ci ca mijloc pentru atingerea competentelor interpretului si
ca element indispensabil desavarsirii  personalitatii = copilului  in
devenire/formare/educatie [3, p.23].

Demersul metodologic se va incepe cu prezentarea continutului ideatic al
repertoriului abordat, prin sublinierea particularitatilor personajelor ce urmeaza
a fi interpretate si incheind prin analiza structurald spatiala si temporald a
partiturii muzicale si activitatilor alese. Se recomanda utilizarea analizei
materialelor vizionate si a spectacolelor/desenelor animate, pentru crearea unor
modele, prin raportare la care sa se construiasca conceptia proprie a fiecarui
copil. Este de dorit ca aceste modele sa nu fie imitate mecanic, ci sa fie asimilate
creativ. In cazul repertoriului creat de parinte/educator, se sugereazi ca
modalitatile de abordare sa tina cont de criteriile enuntate, fara insa ca acestea sa
devind un element coercitiv, generator de inhibitie in procesul de creatie. In
situatiile  Tn  care copilul este autorul “creatiilor artistice”, rolul
parintelui/educatorului/profesorului trebuie sa fie exclusiv de indrumator critic
obiectiv in observatiile sale Tabelul N 1.

Tabelul N 1. Competente si continuturi specific dezvoltarii copilului in prescolaritate
1. Operarea cu elemente de limbaj specific in abordarea creatiilor artistice

Competente specifice Continuturi
Asocierea motivelor, a temelor Textul muzical analizat in contextul operei ca
muzicale cu semnificatii adecvate intreg
Analizarea  modalitatilor  de Elementele de limbaj expresivizate prin forma
expresivizare a limbajului Tn interpretarea | miscarii, mimica, gestica
muzicala
2. Interpretarea creativd, utilizind limbajul propriu artei
Competente specifice Continuturi
Nuantarea interpretarii dupa repere Specificul stilistic al limbajului muzical (clasic,
stilistice date contemporan, folcloric etc.)
Identificarea de modalitati de Elemente de exersare a comunicarii eficiente, in
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eficientizare a comunicarii, in contextul | contextul grupului de copii (anticiparea miscarilor

grupului de copii partenerilor, sincronizarea etc.)

Particularizarea  interpretarii, 1in Criterii de selectare a repertoriului, in vederea
functie dominantele propriei personalitati | interpretarii
s1 de caracteristicile personajului. Modalititi de diversificare a propriilor

.....

Structuri elementare de joc cu miscari muzical-
ritmice.

In aceastd ordine de idei, cea mai buni sugestie este crearea conditiilor
favorabile pentru integrarea tuturor copiilor in activitatile specifice artei,
parintele/educatorul propune copiilor diferite activitati muzicale, de creatie,
literare, dar urmareste acelasi scop — ei sd formeze abilitdti psihomotorii
specifice virstei. Integrarea creatiilor muzicale in toate activitdatile copilului si
stimularea creativitatii, a talentului le vor permite acestora sd exploreze si sa
aiba incredere in capacitatile lor artistice. Sondarea ambiantei social — istorice si
cultural estetice, in care s-a dezvoltat existenta domeniului artistic, ca si procesul
de elaborare a certitudinilor de restituire a valorilor au impus introducerea
instrumentelor actuale de cercetare specifica, sub o optica noua a experientei
artistice, desfasuratd de-a lungul vremii si de descifrarea a semnificatiei
continutului sau de creatie.

In concluzie, pentru a orienta educatorii/buneii/parintii in procesul de
constientizare si acumulare a experientei artistice a copiilor in prescolaritate, se
parcurg fazele respective:

1. Etapa subsenzoriala (stadiul inteligentei senzomotorii), care se
caracterizeaza prin perceperea elementard a fenomenului artistic cu manifestarea
emotionald la stimulatori artistici.

2. Etapa asociativa reprezinta faza cind copilul asociaza caracterul
muzicii/culorile picturii/intonatiile vocii etc. cu semnificatiile adecvate specifice
domeniilor.

3. Etapa identificativa/contemplativa/apreciativa, copilul identificd ceva
frumos din tot amalgamul de elemente. Apreciaza ceea ce ia placut.

4. Etapa experientei artistice elementare. Copilul se descurca, opereaza creativ
cu elemente achizitionate, bazindu-se pe experientele anterioare.

Abstract: The article describes conceptual aspects related to the artistic tendencies in
preschool education. The realization of this process is presented by operating with the
concepts of the famous occidental, Russian and local scientists. One of the ideas
characteristic to the scientists’ pedagogical thinking is that in the process of
formation/development of the child through arts, the child is submitting the objects and
phenomena to his/her previously acquired assimilation schemes. To insure integrity in the
practical way of the early education, the methodology we are proposing is based on a
research, a significant theoretical network of successful pedagogical practices of word known
scientists. The analyzed theories are a source of inspiration and constitute the theoretical
universe which contributes to as-truthful-as-possible preschool education of the child. Early
education is the most important period in one’s life through the sustainable consequences it
has on his/her ultimate development.

Key words: artistic tendencies, fields of art, musical skills, early education, the mechanism of
knowledge

187




There is no single theory to entirely cover the psycho-pedagogy of the
development of the preschool children’s artistic skills. For the integrity of the
early education practical application, we grounded the methodology we are
proposing on a research, a significant theoretical network, of successful
pedagogical practices of some remarkable world-known scientists. The
approach of J. Piaget’s ideas regarding the impact of learning by discovery and
exploration constitutes the basis of education in early education. Being a reliable
follower of constructivism, he imposed himself by the child’s levelled theory of
cognitive development, according to which:

e The child’s intellectual development undergoes certain continuous phases
and stages;

e The consecutiveness is universal, general, and the child’s level of
development may vary from a field to another, as well as depending on his/her
culture and environment;

e The significant stages in the learning process and that of the personality
formation are:

e) The stage of sensorial-motor intelligence, between 0 and 2 years old;

f) The stage of pre-operational thinking, between 2 and 6 years old,;

g) The stage of concrete operations, between 6 and 11 years old;

h) The stage of formal operations, from 11 years old on.

One of the ideas peculiar to the pedagogical thinking, is that in the child’s
development process through arts, the child submits the objects and the
phenomena to his/her assimilation schemes: ,to apply” (the sensorial-motor
intelligence); to classify (logical operations), to tact, to leap (numerical
operations); to relate phenomena (reasoned explanations). By acquiring these
operations stage by stage, the child is able to apply them in a larger variety of
phenomena, objects, mentioning the fact that they can be conquered by a game
activity only. According to Piaget’s theory, the child interacts with external
forces more actively rather than passively: he has a quite intense activity, while
he tries to find explanations of the events and the world around. To give an
outline to J. Piaget’s ideas, we shall emphasize:
4)The is formed by stages, which differ by the quality of the children’s
judgements, the way they act and learn about the world around them;

5) The formation is primarily sensorial, then of exploration, being based on
“right here and right now”;

6) The mental structures, including the interpersonal one, are formed through the
child’s interaction with the environment.

Erik Erikson through his theory of psycho-social development completes J.
Piaget’s theory of cognitive development from which the following ideas shall
be emphasized:

4) Development is a process of integration of the individual biological factors
with the education and social-cultural ones;
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5) Through the course of life, eight polar stages are passed, reflected through the
thesis: the child’s development potential acquires fulfilment during his/her entire
existence;

6) Each stage is sensitive for acquiring certain qualities.

In this course of ideas, we should mention that the stages/phases of the child’s
formation follow a certain consecutiveness and structure. Each stage may take a
positive or negative flow, which marks the ultimate development of the
personality:

7) In the first year of life, there is a bipolar relationship of characteristics — lack
of confidence, which generates the trust to adults:

e Between 1 and 3 vyears old, the dichotomy is being manifested:
autonomy/emancipation — dependence/doubt, which generate the self-control;

e Between 4 and 5 years old — the dichotomy: the willingness to find out what
kind of person he/she will be — the feeling of guilt, which generate the feeling of
responsibility;

e Between 6 and 11 years old - the dichotomy: the initiative — the feeling of
inferiority causes the feeling of competition;

e Between 12 and 18 years old - the dichotomy: the awareness of the I-identity
— the confusion of roles, and as positive result - fidelity and loyalty.

By studying the types of behaviours where the children process and
assimilate information, the psychologist Howard Gardner has identified certain
learning modalities, also called multiple intelligences: social (inter-personal),
spatial, linguistic, logical - mathematical, musical, corporal - kinesthetic,
naturalistic and existential. Each of the types is based on a neurological structure
with own course of development. Starting from the idea that any teaching
method is, obviously, unsatisfactory, as each child is different, H. Gardner
considers that the educational process planned and realized from the multiple-
intelligence perspective:

- Conditions the child-centered and individualization;

- Facilitates the interaction with the world,;

- Insures and supports the self-expression success;

- Strengthens the self-image and the feeling of competition [10, p.66].

Howard Gargner has contributed through the multiple-intelligence theory
(so far, they make reference to nine types of intelligences), according to which:
The musical intelligence implies special skills of rhythm and melody, for
activities of rhythm support and emphasis, to write music, play an instrument
and sing songs. The corporal-kinesthetic intelligence is mainly manifested
through the sensorial system and physical movements in the learning and
expression process: through obvious preferences for role-play, dramatizations,
movement games, sports activities, tactile experiences and ways of direct
learning [3, p.37]. Jerom Bruner has noticed that, while exploring the social
environment, the children acquire the skill to communicate by using the artistic
language. There is a relationship of mutuality between the child’s artistic
language and artistic experience. The artistic experience forms and develops the
child’s traits of personality. The recognition of this relationship has special
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importance in the child early-education formation. As defining elements of the
children’s artistic experience accumulation process we consider the receiving of
the work of art, the elementary artistic creation. Kaminsky’s educational
philosophy addresses the child maintenance — of the needs/necessities,
peculiarities (physical, cognitive, socio-emotional), rhythm and the development
level of the individual — in the central position in the education thinking and
planning [2, p.68].

By using as a criterion the evolution of the affectivity and the dialectics of
establishing the self-consciousness H. Wallon (1941) distinguishes the following
stages: the stage when the emotional impulsiveness differs from the motor one,
the subjectivism and the affective symbiosis with the mother is being structured,
the stage of the self-consciousness formation as an expression of socialization
and emotional complexity, the stage of the | independence and of the role
taking. A primary place in history is taken by J. Amos Comenius who brought
arguments for the therapy of training and education as a system of scientific
knowledge. J.A. Comenius has found what the child should have in his/her first
six years. His research describes the programme of knowledge and skills the
child should accumulate. Pedagogue, theoretician and publicist I.H. Pestalozi is
the author of the system of pedagogical ideas by which he answers all the main
problems of pedagogy. He tried to prove how the harmonized development of
the child’s moods can be insured and how it can be oriented by using education
through arts. The center of his pedagogical thinking is taken by the idea
according to which the nature is formed out of four categories of forces or
powers: intellectual, moral, artistic and physical. The essential contribution to
the preschool education development is realized by Fr. Frobel, progressive
German pedagogue from late nineteenth century. Frobel considers that the game
develops the child’s creative possibilities, being the most appropriate activity for
the early education.

The scientist creates the concept of arts as one of the richest resources for
the preschool children’s educational process. Art is a natural component of their
game, facilitating the positive and fruitful contact with the adults. Music does
not require expensive or demanding equipment; the most valuable instrument for
these children is the human voice; there are intimate interconnections between
music and children, between music and the artistic language. Music should be an
integral part of the every-day activities in kindergarten or nursery [4, p.21].
Ovide Decroly, as a representative of the child-centered school, considers that:
“The child is acquiring knowledge as a view of the whole. The child’s multiform
activities should be grouped around his/her fundamental needs. The activities
are mainly represented by games and music, where emulation and pleasure shall
be the main incentives”. [3, p.22] For the scientist Lev Vigotsky, the orientation
of the educational process towards the area of proximal development is the
priority condition in the child’s education. In the context of development stages,
the scientist distinguishes:

e The area of the current development;
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e The area of the proximal development, meaning the space where the child
comes to solve the problem with the adult’s help only.

The study of the artistic field realized by the scientist Vlad Pislaru represents
a first challenge for the possible theory of the pupils’ literary-artistic education,
validated conceptually, experientially and experimentally. The conceptual pillar
of such a theory is constituted by the double-unitary character of the creation-
receipt process of the literature and art works, where the receiver/reader is
examined in his quality of the second subject creator of the creation heard. The
reading activity based on this principle trains, in a complex and continuous
process of interaction, the reflexive thinking, characteristic to the creation-
receipt in literature and arts, and the determining thinking, characteristic to the
scientific and empirical knowledge. The artistic education is produced
simultaneously in all the three types of knowledge, the priority being the
artistic knowledge.

All the components of the literary-artistic education theory — aesthetic-
philosophical fundamentals, teleology, epistemology, contents, technologies —
offer the reader related theoretical, experiential and experimental arguments,
models and typologies of systems of principles (aesthetical-philosophical,
literary-artistic, of literary-artistic education, as well as for each indicated
component); models of the system of the pupils’ reading activity, of the system
of methods and techniques specific to the pupils’ literary-artistic education —
conceptual and technological accessories absolutely necessary to any related
activity which every literature teacher is doing with his/her pupils [4, p.66]. In
the view of the scientist lon Gagim the pedagogy of arts (teaching of artistic
subjects) should build its own rules. They exist empirically in the daily practice
of the musical education — otherwise music would not have attained the
performances the society knows today. But they should be recognized -
collected, selected, described, reasoned, presented in a certain way, developed,
enriched, researched [1, p.44].

Thus, our concept about arts and approaching it in early education shall be
based on the deep professionalism of music, on the internal energy of this art.
Everything that happens in music and with music shall be identified with the
child’s life happenings. Music should directly reflect the internal states of the
child. That is why, any approach of the artistic phenomenon, including that of
child formation-development — outside the understanding that he/she is the main
actor with the feelings and states specific to everyone in part. ,,The musical
education, with its experiences of centuries, has become a constant and
unreplaceable factor in the child’s education” researcher M. Morari has
concluded. This has been understood by the old Greeks, the educators of one of
the most elevated civilizations, placing music and musical education on the top
of values. This principle should constitute the fundamental desideratum
nowadays as well. It should be the foundation in starting the musical-educational
process in preschool education.

Music is, first of all, the art of the ,beautiful” sounds, which gives us
aesthetic and artistic satisfactions. From this very premise we should start
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communicating with it, though music in the child’s life should not be limited to
this issue. In the life conditions of an environment of sounds, music of high
artistic value becomes an “ecological” factor for the hearing and spirit. We
should emphasize the fundamental principle of musical education in preschool
education, acquisition of the communication experience with music under
different aspects (audition, interpreting, creation-improvisation, free discussion
about the musical phenomena), so formation of the competence to communicate
with the art of sounds in different aspects [2, p.55]. All these theories are a
source of inspiration and constitute the theoretical universe which contributes to
as truthful as possible education of the preschool child. For an integral approach
of the early education we shall enumerate the early-education general objectives:
- The child’s normal and full integral development, capitalizing his physical
and psychic potential, following his affective needs and the specifics of his main
activity — the game;

- The development of the skills to interact with other children, with adults and
environment for acquiring knowledge, habits, behaviours and new conducts;

- Discovery by each child of own identity, of the autonomy and development
of a positive self-image;

- Support the child in accumulating knowledge, skills, habits and behaviours
necessary to enter school and during all his/her life.

After the adoption of the International Convention of the Children’s
Rights in 1989 by 128 states, in March 1990 at Jomtien, Thailand, the World
Conference “Education for All” took place. The statement at Jomtien marked a
significant moment for the early education, as it emphasized the idea that:
“Learning starts at birth. This fact draws the need of early education and care,
which can be insured by appropriate involvement of families, communities and
institutional programmes”. Early childhood represents the most important period
in an individual’s life through the sustainable consequences it has on his
ultimate development. Each child is unique, and his/her unigueness represents
the starting point in taking decision of his/her full development. Recognition and
knowing closely his/her uniqueness shall help us in finding out how to support
him/her. As the children learn and develop by knowing the world around them
as a whole, which demands and stimulates the child under all aspects, standards
of motor learning are structured by all the development areas of the child
formation. Thus, the premises for the future integration of the children are
formed, according to own options, as well as for their judicious orientation in the
next stage of the artistic field. This field represents a mind map that implies the
replacement of the accents from the mechanic accumulations of knowledge on
their creative assimilation, from the informative character to the formative one
of the specialized artistic education, orienting the interest on the child and his
options.In this respect, the arts should have the following objectives:

- To familiarize the children with the languages specific to each genre of dancing,
in order to diversify the capacity of expression;

- To form motor skills supported motivationally in an intrinsic and ideatic
way;
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- To create creative-thinking habits;

- To develop capitalization capacities in own axiological system;

- To help the future artists define own personality, by reporting to artistic styles
and the representatives of the national and universal culture.

The structure of the child’s development through art, together with the
general and specific competences, the contents should be organized according to
each step of the child’s development, but, at the same time, it may constitute the
means for the realization of other specific competences. The educator/teacher
has thus more freedom in acting depending on the individual peculiarities of the
children/pupils, on their options, as well as on the means that the teacher has
(video recordings, kinetograms, specialized literature, internet, etc.). The
responsibility of the teacher/educator towards the path chosen in developing
skills, by diversifying the contents, obviously grows to the same extent. Every
parent, educator, grandparent should be motivated for a qualitative development
through art from the perspective of the musical-rhythmical activities. Those that
educate aim at promoting the educational practices which stimulate and support
the harmonious development of the child. Figure No. 1 presents indicators that
motivate the parents/educators/grandparents in taking decisions for a
harmonious development of the preschool child.

How to organize the

didactic time and time
How to plan the tasks — general
of learning through

freely selected games \_/\

What and
how to
evaluate

Which musical
creations to use and
how to present them
to the child

How to arrange a

favourable
How to order the \ .
objectives and / e ron(r:?](ielndt .
structure the activity .
planning How to proceed with

the children with
learning difficulties or

unstable behaviour

Figure No. 1. The motivation for the harmonious development of the child through art

The methodological suggestions cover some possible ways to follow in the
didactic demarche. The methodological recommendations regarding the
formation/development of the elements specific to the artistic field by which the
familiarization process through art starts, covers music of different character.
Thus, three important phases take shape:

» Strictly follow the age peculiarities, where they aim at selecting a repertoire
appropriate for the understanding skills, for the rendering-interpreting means
specific to the level of evolution.

» Follow the technical level reached within the activities/classes of
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formation of the artistic skills. The technical requirements of the repertoire
should follow the level of preparation specific to the children’s age, which, in its
turn, depends on the psycho-somatic development of the children.

» Emphasize the expressive character of the musical, creation, drawing
and dancing activities — coordinated, by which the understanding of the
expressive report between form and content is approached, of the coherent
structuring of the artistic elements and of the relationship between the rhythm of
the movement and that of music, dance. The repertoire realization is not done
for the sake of the goal, but it is used as a means to attain the performer’s skills
and as an element indispensable for the realization of the child’s personality in
development/formation/education [3, p.23].

The methodological demarche shall start with the presentation of the ideatic
content of the repertoire, by emphasizing the characters’ peculiarities to be
performed and by closing with the structural spatial and temporal analysis of the
selected musical part and activities. It is recommended to use the analysis of the
watched materials and plays/cartoons, for creating models, by reporting to which
the children could create own concept. It is advisable not to mechanically
imitate the models, but rather to creatively assimilate them. In the case of the
repertoire created by the parent/educator, it is advisable that the approaching
methods take into account the stated criteria, without becoming a coercive
element, generator of inhibition in the creation process. In the situations when
the child is the author of the “artistic creations”, the role of the
parent/educator/teacher should exclusively be that of a leader critically objective
in his observations Table No. 1.

Table No. 1. Skills and contents specific to the development of the preschool child
1. Operating with elements of specific language in approaching the artistic creations

Specific skills Contents

Associating  reasons,  musical The music text analyzed in the content of the
topics with appropriate significances work as a whole

Analyzing methods of expressing Language elements expressed through the
the language in music interpretation form of movement, facial expression, gestures

2. Creative interpretation by using the art -specific language

Specific competences Contents

Customization of the interpretation The stylistic specifics of the musical
according to given stylistic benchmarks | language (classic, modern, folkloric, etc.)

Identifying ways to facilitate Elements for practicing efficient
communication, in groups of children communication, in  groups of children
(anticipation of the partners’ movements,
synchronization, etc.)

Customization of the interpretation Criteria for selecting the repertoire, for
depending on the dominants of own | interpreting
personality and the characteristics of the Ways of diversifying own interpretative
character. possibilities

Elementary game structures with musical-
rhythmical movements.
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In this order of ideas, the best suggestion is to create favourable
conditions for the integration of all children in the art-specific activities, the
parent/educator is suggesting the children amongst different musical, creation,
literary activities, but it follows the same goal — they should form psychomotor
skills characteristic to their age. Integrating musical creations in all the activities
of the child and stimulating his/her creativity, talent shall allow them to explore
and have trust in their artistic skills. Testing the social — historic and culturally
aesthetic atmosphere, in which the existence of the artistic field has evolved, as
well as the process of developing certainties of recovering the values have
imposed the introduction of current instruments of specific research, under a
new optics of the artistic experience, organized in the course of time, and of
deciphering the significance of the content or creation. In conclusion, to guide
the educators/grandparents/parents in the process of awareness and
accumulation of artistic experience of the preschool children, the following
stages are taken:

1. Sub-sensorial stage (the stage of sensorial-motor intelligence), which is
characterized by the elementary perception of the artistic phenomenon with the
emotional manifestation to artistic stimulators.

2. Associative stage is the stage when the child associates the character of
music/the colours in painting/the voice intonations, etc. with the significances
specific to those areas.

3. The identifying/contemplative/appreciative stage, the child identifies
something beautiful from all the range of elements. He/she appreciates
everything he/she has seen.

4. The stage of the elementary artistic experience. The child is handling well; he
creatively operates with the acquired elements, being based on previous
experience.
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4. ELEMENTE DE TEHNICA VOCALA SI APLICABILITATEA LOR
DIDACTICA
ELEMENTS OF VOCAL TECHNIQUE AND THEIR DIDACTIC
APPLICABILITY

Doina Dimitriu Ursachi, Lecturer PhD.,
»George Enescu” University of Arts, Iasi, Romania

Rezumat: Progresul stiintific la inceputul secolului al XX-lea, pasii importanti facuti de
medicina, lucrarile stiintifice realizate prin sondarea domeniul vocal au demonstrat ca stilul
belcanto a depasit conceptia scolii vechi italiene, insemndand in contemporaneitate artd,
rigoare stiintifica si limbaj de specialitate. Daca traditia cantului punea vocea in prim-plan,
in perioada moderna comporzitia muzicald, evolutia gandirii, stiintele conexe ce alcatuiesc
arta vocala au adancit procesul de cunoastere §i cercetare interdisciplinara §i in acelasi timp
solicita cantaretului un intreg arsenal de mijloace vocale si scenice. Exactitatea ritmica §i
intonationala, mentinerea egalitatii vocale, procesul respirator amplu, articulatia §i dictia,
expresivitatea artisticd, interferenta artelor sunt parametrii de urmarit de catre actorul
cantaref. Maiestria scenica se obtine prin insugirea legilor de baza ale tehnicii, deprinderile
scenice trebuind sa mearga alaturi de munca asupra perfectionarii vocii §i sa devina o a
doua natura a cantaretului. Diversificarea mijloacelor tehnice, imbinarea timbrului vocii cu
efectele electronice, audio, video si cu timbrul instrumentelor, asimilarea particularitatilor
sprechgesang-ului, sprechstimme, declamando, parlato, quasi-parlato, onomatopee, precum
si impingerea vocii aproape de limitele sale prin sonoritati crude in scopul exploatarii
timbralitatii repun vocea umana intr-o noua lumind esentializata.

Cuvinte cheie: sunet vocal, aparat vocal, cantare vocald

1. Introducere

Emisia corecta a vocii, chiar si a celei cantate, prevede ceea ce atat
foniatrii cat si profesorii de canto definesc ca ,bilant de rezonantd”, adica o
echilibratd exploatare a tot ceea ce constituie ,,cutia de rezonantd” si care
actioneazd ca un fel de megafon pentru amplificarea sunetelor: cavitatea
faringiana, cavitatea orald si cavitatea nazala. Spre deosebire de instrumentele
muzicale, fiind cavitate modificabila in volum si conformatie multumita
prezentei unor organe mobile (limba, buze, laringe, cerul gurii), vocea umana se
caracterizeaza prin intariri, armdturi armonic diversificabile, detinand
posibilitatea de modificare a timbrul vocal (in termeni muzicali “culoarea”), si
generand acea multitudine de emisii la care atribuim diverse adjective in baza
caracteristicilor recunoscute la nivel perceptiv. De asemnea cand vorbim despre
defecte ale emisiei legate de timbru, de sunetul inghitit, sunetul nazal, sunetul
din spate, ne referim strict la gestionarea acestor cavitdfi in activitatea lor de
intdrire armonicd. Rezonanta este deci procesul prin care produsul primar al
fonatiei, adica sunetul generat de vibratia corzilor vocale, in afard de a fi
ranforsat in intensitate, da nastere prin intermediul cavitatilor amintite mai sus la
ceea ce poarta denumirea de timbru vocal.
2. Aspecte ale emisiei vocale

Cavitatile de rezonantd sunt spatii care confin aer limitat, capabile sa
rezoneze, adica sa vibreze in cazul In care sunt atinse de o unda sonora, produsa
de vibratia corzilor vocale, generand un sunet compus din armonice, care contin
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unele varfuri centrate pe frecventele de rezonanta naturale ale crucii cavitatii. Cu
alte cuvinte, in baza conformatiei si a atitudinii asumate de cavitatile traversate,
ce primesc permanent unde sonore, vom avea un anumit tip de consolidare a
unor armonice. Se meritd subliniat faptul ca in realitate ceea ce rezoneaza, adica
ceea ce in realitate constituie “rezonatorul”, este aerul din cavitate s1 nu
cavitatea in sine.

Cavitati de rezonantd mai sunt numite si conducte suplimentare, in raport
cu functia de amplificator al sunetului, dupad ce acesta a fost generat de sursa
(coarda vocald), sau ca si cavitate sopraglotica (care influenteaza distribuirea
energiei in spectrul vocal, modificand volumul, forma s§i caracteristica
rezonantei paretale), fiind plasate deasupra glotei - care nu este un organ, ci pur
si simplu spatiul orizontal delimitat de marginea libera a corzilor vocale:
triunghiular in timpul respiratiei, cand corzile sunt separate, extern, pentru a
permite tranzitul aerului respirator in trahee, si virtual, cand corzile sunt in
pozitie indepartata, adicd inchise in fonatie.

Sunetul laringian este amplificat si imbogatit cu armonice datorita
traseului prin cavitatea rezonatoare, ajungand la un ambient cu caracteristici
acustice strict dependente de atitudinea functionala adoptatda de cavitati, dincolo
de structura lor anatomica. Este important sa precizam ca rezonantele sunt
plasate numai intre sursa si tot ceea ce compune asa-numitele conducte
suplimentare. Din aceasta perspectiva, este deci inimaginabil ca o cavitate care
se gaseste inainte de punctul de plecare a sunetului fundamental, a notei emise,
poate sd rezoneze, intrucat aceasta cavitate nu va putea fi niciodata traversata de
o unda sonora si tocmai de aceea n-ar avea nimic de amplificat.

Incepand cu alveola pulmonara si pana la corzile vocale, aerul expirat nu
vibreaza, iar caile aeriene (plamanii, branhiile, traheea, pieptul) nu sunt
rezonatoare. latd de ce, chiar si din punct de vedere didactic este gresit sa
vorbim despre rezonante toracice (senzatile vibratorii care in anumite ambitusuri
tonale ai emisiei se localizeaza si sunt percepute de cantaretul in “piept” nu sunt
datorate fenomenului de rezonantd ci a proceselor vibratorii musculare si
scheletice ce determind transmisia de sunete in componentele tesutului.

Toracele, pieptul si alte parti al corpului nu rezoneaza, ci ‘“‘suna
impreuna”, cu alte cuvinte nu amplifica sunetul ci transmit doar vibratiile sub
forma de corpuri solide. Cand vorbim despre vocea de piept, trebuie sd ne
referim doar la aceste senzatii, mai perceptibile la vocile grave, dar posibile si in
prima octava a vocilor acute. Este gresit sa consideram trasaturile timbrului in
stransa legaturd cu “vocea de piept”, iar senzatiile vibratorii din torace drept
registru; din punct de vedere fiziologic, registrele vocii sunt fenomene de origine
laringiana si nu au nimic de-a face cu rezonanta. Interpretul face oricum apel la
controlul comportamentului functional al organelor tubulare, care actioneazd in
maniera cavitatilor rezonatorii, prin intermediul senzatiilor musculare si
vibratorii pe care le primesc. De aceea se vorbeste despre “cantul mascat™ care
este rezultatul vibratoriu pe care cantaretul il primeste in timpul emisiei vocale,
n scheletul facial.
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In mod aseminitor termenul “voce de cap” trebuie acceptat doar cu
referire la senzatiile vibratorii subiective pe care interpretul le simte in craniu si
in masivul facial, prin “consonanta” vibratorie a structurilor musculoscheletici
care, cum se intampla in cazul intonarii sunetelor din octava a doua si in mod
particular dupa asa-zisa trecere a registrului catre tonalitati acute, cel putin cand
se foloseste vocea plind si nu “falseto”.

De la un individ la altul, conformatia aparatului rezonator este variabila,
un bun cantaret liric avand o fatd larga, cu ampla componenta zigomatica, lucru
ce a condus de-a lungul timpului la teoria importantei sinusurilor maxilare la
rezultatul acustic al emisiei. In realitate, sinusurile paranazale sunt cavititi
virtuale care influenteaza foarte putin rezonanta, deoarece aerul continut de
acestea nu este afectat de vreo unda sonora, deoarece conexiunea la aerul din
fosele nazale se realuzeaza printr-un canal care in condifii normale este prabusit.
In schimb, fatd largd a cantdretului este un semn al unei amplitudini generale
optimea cavitatilor rezonatoare, ce coincide cu suprafata de reflectare si
propagare vibratorie musculoscheleticd a vocii in acele cavitati, si care
exploatate corect, actioneaza ca un megafon, un selector de armonice ce confera
calitate timbrului si sonoritate sunetului emis.

Spre deosebire de cutia rezonatoare a instrumentelor cu coarde, cavitatile
de rezonantd ale vocii umane au caracteristica de a putea varia in volum si
conformatie datorita organelor mobile - limba, buze, laringe, cerul gurii -, ce
permit o selectie a frecventelor armonice amplificate si dand nastere la o
expresive ale vocii, capacitatea de articulare a vocalelor, etc. Tn cantul vocal
exista diverse fenomene legate de gestiunea emisiei vocale, care depind strict de
modalitatea de utilizare a aparatului rezonator: echilibrul corect al acestuia
prevede ca sunetul sa detina atat un “corp”, o grosime, o amplitudine de cavitate
(ce face vocea plina si o rotunjeste), cat si o directie, un varf (care confera
sunetului stralucire si focalizare).

Utilizarea deficitara a rezonatorilor nu se limiteaza totusi la dezvoltarea
insuficientd a unei din componentele citate anterior. Spre exemplu, timbrul “din
gat” al unor cantareti se caracterizeaza prin retragerea constanta a bazei limbii,
un defect tipic celor care incearcad sa-si transforme timbrul in unul mai inchis,
sau a celor care prin defectul de impostare declanseaza procese de tensiune la
baza limbii si a faringelui, cum se intampla adesea elevilor ce fixeaza o pozitie a
limbii undeva in spate, dorind sd uniformizeze culoarea vocala, rezultatul fiind o
executie din gat si o articulatie si mai putin inteligibila. Fenomenul se datoreaza
faptului cd in cantul vocal exigentele articuldrii si cele de uniformitate a
timbrului in toatd gama ambitusului sunt uneori contradictorii.

Exigentele cantului vocal din secolele al XVI-lea si al XVII-lea, neavand
probleme particulare de extensie si audibilitate, s-au conceteat in special pe
libertatea de pronuntie si gradul de adecvare al cantului recitativ. Necesitatea
unei voci cu volum mai mare utilizatd in opera romanticd a impus o mai mare
exploatare a capacitdtii rezonatoare pentru imbogatirea in armonice a sunetului,
economisind totodatd energie musculara. Acest fapt era insa posibil doar prin
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cautarea si mentinerea unui spatiu faringian adecvat (deci mai pufine miscari cu
limba) in detrimentul inteligibilititii. Din acel moment, cavitatile de rezonanta
au evoluat de la scopul lor principal de articulare a cuvintelor la asumarea din ce
in ce mai mult al unui al doilea rol, care nu permitea mereu corelarea claritatii
dictiei cu uniformitatea timbrului.

Este vorba despre o reguld de fonetica acustica: cu cat lasam mai libera
limba si buzele pentru a articula vocalele si consoanele, ca in vorbire, cu atat
permitem deplasari ale varfurilor armonice, cu manifestari ale diferitelor
rezultate timbrale, cum ar fi o mai slaba uniformitate a culorii vocale. In timp ce
de fiecare data cand incercam sia mentinem in mod constant deschis spatiul
faringelui si limitdm deplasarile limbii, omogenizam coloratura vocii, Intrucat
permitem mai putine deplasari ale varfurilor armonice, dar in detrimentul
inteligibilitatii fonemice. lata de ce, unele dintre “marile cantarete” pe care le
amintim pentru puritatea si omogenitatea emisiei au uneori o inteligibilitate
precard, in timp ce altele cu o foarte buna dictie (Maria Callas, de exemplu),
demonstreaza mai mari schimbari ale culorii vocale in diferitele ambitusuri
tonale ale extensiei vocii.

Tn drumul sau de la laringe spre mediul exterior, fluxul de aer expirat
intalneste cavitdti asezate in serie sau in paralel (cavitatea faringiand, cavitatea
orald si cavitatile nazale), tranzit in care este obligatorie (in cazul primelor 2
cavitati) sau optionala (penru fosele nazale): posibilitatea de trecere a aerului n
rinofaringe este reglata de valul palatin, care, prin relaxare, permite continuitatea
asecendentd al fluxului, iar prin naltare, blocheaza trecerea. Cateodata, in
incercarea de a masca acest fenomen, valul palatin este tinut prea jos, generand
si mai mari senzatii vibratorii ale componentelor scheletice a “mastii”, insa
generand astfel deplorabilul fenomen de nazalizare.

Uneori, experienta asupra rezonatorilor nazali este folositd de unii maestri
de canto ca si antrenament, in faza de incalzire, vocalize, pentru a intelege cum
sa proiecteze sunetele Tn fatd, cum sd manevreze intregul sistemul muscular al
fetei, adicd, cum sa exploateze corect intregul ansamblu de armonice, pentru
echilibrarea timbrala a sunetului si amplificarea sa in volum. Cand insa aceasta
incercare se finalizeaza cu o uniformizare a emisiei ce evolueaza catre o treapta
excesiv de 1naltd a senzatiilor vibratorii, lucrand astfel cu unexces de nazalizare,
apare riscul de a conferi executiei o calitate timbrala un pic nazald, deoarece
interpretul se obigsnuieste considera aceste pozitii inalte drept punct de referinta
in ceea ce priveste amplasarea sunetului.

Cercetarea ‘“‘corpului” vocii completeaza rolul indeplinit de aparatul
rezonator, adica acela de a conferi vocii cu un timbru echilibrat care prevede atat
intensificarea armonicilor ce releva caracteristicile pozitiilor sunetelor, cat si a
celor care il Tmbogatesc din punctul de vedere al timbrului. Armonicile sunt cel
care surclaseaza orchestra si fac ca sunetul sa fie auzit cu usurinta, conferindu-i
grosime s§i rontunjime, proces realizat prin controlul pozitiei laringelui, ce
trebuie mentinut coborat, si cautarea unei amplitudini faringiene. In functie de
categoria vocald, de repertoriu §i a ambitusului tonal in care se cantd, putem gasi
dezechilibre in favoarea unuia sau altuia, Tnsd coexistenta celor doi factori
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primordiali ai voci este permanent necesara: varful si corpul. De asemnea,
simpla cautare a volumul vocal prin intermediul rezonatorilor implica riscul de a
se genera o emisie timbrald univoca, unde se canta doar in forte, si se incheie cu
paradoxalul cantat “din gat” , si nu un cantat bazat pe rezonante: prea multa
respiratie si prea putine nuante.

Existd un concept acceptat la scarda larga in psihologie, conform caruia
gandurile influenteaza comportamentul social, iar ambientul social al individului
i1 conditioneazd majoritatea gandurilor. Cantaretii de succes sunt indivizi foarte
motivati si in mare parte autodidacti. Fard a diminua rolul talentului natural,
acesta trebuie sustinut de cunostinte temeinice privind didactica in cant. Fiecare
cantaret exceptional isi dezvoltd o constiintd foarte rafinatd privind propriile
fundamentala. Astfel, fiecare cantaret profesionist are, de regula, incredere intr-
un singur profesor de canto pentru a se asigura a cunostintelor vocale inconstient
vocale ale unui solist vocal si se subintelege ca cei ce par a canta fara prea mult
efort obtin cele mai mari satisdfactii precu, s1 admiratia generala a publicului. A
canta fara a depune efort nu este posibil: fiecare actiune trebuie sd aiba o sursa
de energie si a canta reprezintd o actiune care cere un tip de energie foarte
specifica. Responsabilitatea profesorului de canto std in indrumarea elevul in
intelegerea propriilor resurse fizice, echilibrate intr-o maniera extrem de fina, in
asa fel incat sa obtina un rezultat maxim printr-un minim efort.

Nivelul reusitei, plecand de la punctul in care cantaretul inregistreaza
progrese semnificative constd intr-o combinatie a mai multor factori. Primul
aspect (si cel mai important) constd in faptul cd indivizii dotati genetic cu
caracteristici fizice de un anumit tip (un arc palatin Tnalt si amplu, o intindere
vocala extinsa, corzi vocale sanatoase si flexibile si in general o sanatate buna)
raspund mult mai repede unei corectii vocale. Aceste trasaturi fizice sunt un dat,
elevul facand eforturi moderate in coordonarea miscarilor fizice, tinzand catre
un raspuns vocal mai mult instinctiv. De obicei, cantaretii mai putin dotati din
punct de vedere natural sunt In schimb mai determinati si, printr-un exercitiu
constant, sunt capabili de a se coordona mult mai eficace, atingand astfel
propriile obiective, depasind de cele mai multe ori pe cei mult mai dotati
natural.

3. Aspecte didactice ale educarii vocii

Competenta profesorului de canto sta in in abilitatea de a evalua in ce mod
un elev va reactiona mai bine la sfaturile sale. Aceasta reprezintd o prima etapa,
ce va conditiona modul in care gandeste si rationeazd, inaintea actiunii fizice
ulterioare.Invitarea poate fi transmisa prin recunoasterea senzatiilor, impostatiei,
vizualizarii, constientizdrii anatomice sau a combindrii acestora. De obicei
cantdretul alege instinctiv modul cel mai potrivit lui, astfel incat la sfarsit aceste
metode trebuie sa conduca la aceleasi rezultate — un sens general de eliberare, de
buna stare, lasdnd individul intr-o stare de independenta in a interpreta si a
convinge privind abilitatile sale artistice.
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Profesorii de canto care insistd asupra unor indicatii extrem de uzate ca,
»pune in fata”, ,cantd in masca”, ,,sustine, sustine, sustine”, fard a-si asuma
responsabilitatea de a explica tandrului cantdret cum se ajunge la aceasta
senzatie eliberatoare, reprezintd un risc in procesul pedagogic. Bunastarea
vocala si emotiva a elevului pot fi subminate de insistenta asupra simplei
Limpostari a vocii” fard o reald cunostintd a miscarilor fizice coordonate, ce
conduc la o emisie cu usurintd a sunetelor. Terapeutii vocali, foniatrii si
otorinolaringologii sunt martorii directi privind multitudinea problemelor vocale
serioase si a confuziilor ce se pot crea n studiul canto-ului clasic (liric). Cea mai
frecventa problema intalnitd in activitatea pedagogica lirica este cea legatd de
simptomul vocii plasate ,,in spate”. Multi dintre studentii astfel catalogati
conultd numerosi specialisti privind vocea, sperand a descoperi dacd existd o
anomalie fizicd de corectat. Insi, cauza cea mai comuni a tuturor problemelor
este faptul cd interpretul are o cunostintd minima sau inexistentd asupra pozitiei
si miscarilor limbii, mai mult de jumatate din elevi cat si cantareti profesionisti
fiind Tntr-o continua lupta cu tensiunea si rigiditatea inconstienta a limbii.

In acest caz, limba trasa in spate, ridicatd sau strivitd, este ca un ,,burete2
situat in cavitatea orald, absorbind vibratiile. In practicd, cantiretul cu acest
defect reduce spatiul intre faringele oral si cavitatea orala, sunetul rezultat avand
o conotatie guturald. Insistarea in a pune vocea inainte sau in masca nu va
rezolva problema, putand dimpotriva sa creeze alte probleme vocale serioase.
Astfel, in Tncercarea de a-si dezvolta o intreagd idee privind talentul sau,
cantdretul care nu reuseste sd-si simtd vocea Inainte sau in mascd, percepand o
senzatie de blocaj. In lipsa unei neintelegeri a fenomelui, el reactioneaza intr-0
maniera instinctiva asupra rezistentei sunetului care nu este fluid, marind
presiunea fluxului de aer si ajungand astfel la un efort ulterior in cdutare
senzatiei dorite sau cerute cu insistentd de catre profesor. Se deshide astfel un
cerc vicios de defecte care pornesc de la rigiditatea mandibulara, tensionarea
gatului si a toracelui si pana la probleme acustice — de intonatie si fonatie.
Intrebat de ce a dezvoltat aceasta obisnuinti, cantiretul va explica demersul siu
drept o incercare de a cauta o amplitudine in fonatie. Amplitudinea in fonatie se
obtine prin crearea unui spatiu numit deschidere de gat si se realizeaza prin
absenta oricarei contractii.

4. Concluzii

Intalnirea initiald profesor-elev consti in a-i explica acestuia structura
cavitatatii orale, care este un spatiu utilizat de catre doud mecanisme diferite ale
corpului: aparatul respirator si cel digestiv. In procesul de glutitie, limba
impinge in jos epiglota care inchide deschiderea laringelui si a traheei. Laringele
se ridicd in consecintd, si faringele se strange pentru a trimite mancarea $i
lichidul 1n esofag. Aceasta miscare este perceputa cu usurinta atingand radacina
limbii si marul lui Adam cu méana in timpul inghitirii. In timpul respiratiei, limba
este mai mult sau mai putin relaxata, epiglota este intr-o pozitie erecta, aerul
intrand si iesind fluent: este pozitia optima pentru a canta.

In timp cantului, interpretul stimuleazi procesul digestiv coborand si
apasand 1n jos limba, gatul incepand sd se stranga, laringele ridicAndu-se,
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rezultdnd o reducere generala a tubului insusi prin care aerul trebuie sa treaca
inainte de a iesi din gurd. Cu alte cuvinte, in aceastd situatie cantaretul, care
trebuie sad pund in migscare un proces al aparatului respirator, stimuleazd din
punct de vedere neurologic aparatul digestiv provocand un haos total asupra
senzatiilor de eliberare pe care le cautd in timp ce canta.

Folosind imaginile anatomice si exemplele de canto privind limba in
pozitie relaxatd sau tensionatd este un sistem relativ simplu de a explica sau
clarifica elevului cu rapiditate diferenta. Muschii, folositi gresit In mod obignuit
sunt in mod inconstient conditionati in a face aceste miscari eronate. Memoria
musculara retrimite limba si faringele in vechea lor pozitie familiara, elevul
acceptand sunetul rezultat ca fiindu-i propriu de cele mai multe ori avand
perceptia unei emisii rotunde, cupolate. Cand pozitia limbii este corectd elevul
trebuie sd invete sd accepte un nou sunet, radical diferit. Initial, majoritatea
cantaretilor se lamenteaza ca sunetul pe care-1 emit este mic, prea stralucitor,
metalic, etc., fenomen ce poate induce o trauma emotionala datoritd identificarii
sunetului produs cu identatea vocala a cantaretului.

Abstract: The scientific progress in the early twentieth century, the major steps made by
medicine, the scientific works carried out by analyzing the vocal field have demonstrated that
the bel canto style had exceeded the old Italian school design, nowadays its meaning being
that of art, scientific rigor and technical terms. If in the case of the singing tradition, voice
was put in the foreground, during the modern period, musical composition, the evolution of
thinking and the interfacing sciences composing vocal art have deepened the process of
interdisciplinary knowledge and research, at the same time, the singer being called upon for a
whole arsenal of vocal and stage means. Rhythmic and tonetic accuracy, maintaining the
vocal amplitude equal, ample breathing, articulation and diction, artistic expressiveness and
the interference of arts are parameters which should be followed by actor-singer. Stage
mastery is obtained by acquiring the basic laws of technique, the aforementioned stage skills
having to go together with the work of improving ones voice and become a second nature to
the singer. The diversification of technical means, the combination of vocal timbre and
electronic effects, baaudio , video and instrumentals, the assimilation of the peculiarities of
Sprechgesang, sprechstimme, declamando, parlat , quasi - parlato, onomatopoeia and
pushing voice almost to its limits through cruel sonorities in order to exploit the timbre of the
voice, places human voice in a unique new angle.

Key words: vocal sound, vocal apparatus, vocal song

1. Introduction

The correct emission of voice, even while singing, anticipates what both
phoniatricians and voice teachers define as “balance of resonance”, meaning a
balanced exploitation of all that is “the resonance box” which acts as a kind of
megaphone that amplifies sounds: the pharyngeal cavity, the oral cavity, the
nasal cavity. As opposed to musical instruments, being a cavity able to modify
its volume and shape thanks to the presence of various movable organs (tongue,
lips, larynx, palate), the human voice is characterized by fortifications,
reinforcements harmonically diversifiable, holding the possibility of modifying
the vocal timbre (in musical terms “color”), and generating a multitude of
emissions to which diverse adjectives are attributed based on certain
characteristics recognizable at a perceptual level. What is more, when discussing
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about emission defects concerning timbre, swallowed sound, nasal sound, back
sound, the only element referred to is the management of those cavities in their
harmonic reinforcement. Resonance is therefore the process through which the
primary produce of phonation, meaning the sound generated by the vocal cords’
vibration, in addition to being reinforced in intensity, creates through the
aforementioned cavities something called vocal timbre.

2. Aspects of vocal emission

Resonance cavities are spaces which contain limited air and they are
capable of resonating, of vibrating when touched by a sound wave produced by
the vibration of the vocal cords, generating a sound composed of harmonics
which contain some peaks centered on the natural resonance frequencies of the
cavity’s cross. In other words, based on the conformation and the attitude
assumed by the crossed cavities which receive sound waves permanently, there
will be a certain type of harmonics consolidation. It is worth mentioning that, in
reality, what resonates, meaning what constitutes “the resonator” in reality, is
the air in the cavity and not the cavity itself.

Resonance cavities are also named auxiliary pipelines, referring to the
function of amplifying sound after it has been generated by the source (vocal
cords), or as a supraglottic cavity (which influences the distribution of energy
through the vocal spectrum, modifying the volume, shape and characteristic of
the parietal resonance), being placed above the glottis — which is not an organ,
but simply the horizontal space delimited by the free edge of the vocal cords:
triangular during respiration when the vocal cords are separated, extrinsic, in
order to allow the transit of the breathing air through the trachea, and virtual,
when the vocal cords are not close to each other, ie closed in phonation.

Laryngeal sound is amplified and enriched with harmonics thanks to its
route through the resonating cavity, reaching an ambient defined by acoustic
characteristics strictly dependent on the functional attitude adopted by cavities,
beyond their anatomical structure. It is important to note that resonances are
placed only between the source and all that composes the so-called additional
pipelines. From this perspective, it is therefore inconceivable that a cavity found
in front of the starting point of the fundamental sound, the emitted note, can
resonate, being that this cavity will never be crossed by a sound wave, which is
why it would have nothing to amplify.

Starting with the pulmonary alveolus and all the way to the vocal chords,
the exhaled air does not vibrate and the airways (lungs, bronchi, trachea, chest)
are not resonating. That is why, even in terms of teaching, it is wrong to talk
about thoracic resonance (vibratory sensations which in certain tonal ambituses
of the emission can be located and are perceived by the singer in “the chest”, are
not due to the resonance phenomenon, but the vibratory muscular and skeletal
processes determining transmission of sounds through tissue components).

The thorax, chest and other body parts do not resonate, they “ring together”,
in other words they don’t amplify sound, but only transmit vibrations in the form
of solids. When talking about chest voice, the only reference made is that of
those sensations, more perceptible in deep voices, but which are also possible in
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the first octave of high voices. It is wrong to consider the characteristics of
timbre closely related to “chest voice” and the vibratory sensations of the chest
as register; physiologically speaking, vocal registers are phenomena of laryngeal
origin and have nothing to do with resonance.

The musician uses the control of the tubular organs’ functional behavior
which acts similar to resonating cavities through the medium of muscular and
vibratory sensations that are received. That is why there are talks about the
“masked song” which is the vibratory result received by the singer during vocal
emission in the facial skeleton. Similarly, the term “head voice” should be
accepted only in reference to the subjective vibratory sensations felt by the
musician in their cranium and bones composing the face, through the vibratory
“consonance” of the musculoskeletal structures which, as in the case of
intonating the sounds of the second octave and particularly after the so-called
switching of the register to high tonalities, at least when the full voice is used
and not the falsetto one.

From one individual to another, the conformation of the resonance apparatus
Is variable, a skilled singer having an ample face with a large zygomatic
component, which has led over time to the theory concerning the importance of
the maxillary sinuses in the acoustic result of emission. In reality, paranasal
sinuses are virtual cavities which influence resonance very little because the air
they contain is not affected by any sound wave, as the connection to the air from
the nasal passages is accomplished through a canal which is fallen under normal
circumstances. Instead, the singer’s large face is a sign of optimal general
amplitude for the resonating cavities, coinciding with the surface of
musculoskeletal vibratory reflection and propagation of the voice in the said
cavity, and which exploited correctly acts as a megaphone, a selector of
harmonics that gives quality to the timbre and sonority to the emitted sound.

As opposed to the resonance box of stringed instruments, the resonance
cavities of the human voice have the characteristic of being able to vary in
volume and conformation due to the movable organs — tongue, lips, larynx,
palate — which allow a selection of amplified harmonic frequencies and create a
variety of timbres which enrich the vocal color of the interpret, their expressive
possibilities of the voice, their capacity to articulate vowels, etc. In the singing
voice there are various phenomena related to the management of vocal emission
which depend strictly on the method of use of the resonator: its right balance
ensures that the sound has both a “body”, a width, an amplitude of cavity (which
makes the voice full and also rounds it), and a direction, a peak (which gives the
sound some focalization and spark).

Poor use of resonators is not however limited to the insufficient
development of one of the aforementioned components. For example, the “throat
timbre” of some singers is characterized by the constant withdrawal of the base
of the tongue, a typical defect to those who try to alter their timbre to a more
closed one or to those who due to their impostation defect set off strain
processes at the base of the tongue, as is often happens to students who fixate on
a position of the tongue somewhere in the back, wanting to homogenize the
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vocal color, the result being a throat performance and even less intelligible
articulation. The phenomenon owes to the fact that in the vocal singing, the
exigencies of articulation and uniformity of timbre throughout the entire range
of the ambitus are sometimes contradictory.

The requirements of the singing voice during the sixteenth and seventeenth
century, not having any particular issues with extension and audibility,
concentrated especially on freedom of pronunciation and the adequacy of
recitative singing. The need for a voice with a greater volume to be utilized in
the romantic opera imposed a bigger exploitation of the resonating capacity for
the harmonic enrichment of sound, while also saving muscular energy. This was
only possible by searching for and maintaining an adequate pharyngeal space
(so less tongue movements) at the expense of intelligibility. From that moment
on, resonant cavities have evolved from their primary purpose of articulating
words to assuming more and more of a second role which did not always allow
correlating the quality of diction with the timbre uniformity.

It is all about a rule of phonetic acoustics: the more the tongue and lips are
left free in order to articulate vowels and consonants as in speech, the more
harmonic peaks are allowed to drift, with manifestations of different timbre
results, such as a weaker uniformity of the voice’s color. While every time there
Is an attempt of permanently keeping the space of the pharynx open and limiting
the movements of the tongue, the color of the voice is homogenized, as fewer
movements of the harmonic peaks are allowed, but at the expense of phonetic
intelligibility. This is why some of the “great singers” who are remembered for
their purity and homogeneity of emission, sometimes have a poor intelligibility,
while others with great diction (Maria Callas, for example), demonstrate bigger
changes of vocal color during different ambituses.

In its way from the larynx to the external environment, the flow of exhaled
air meets cavities arranged in a series or parallel to each other (the pharyngeal
cavity, the oral cavity and the nasal ones), transit during which it is mandatory
(in the case of the first two cavities) or optional (for the nasal cavities) to have
the possibility of air passage in the nasopharynx be regulated by the soft palate
which, when relaxing, allows the ascendant continuity of flow, and by
ascending, blocks the passage. Sometimes, in an attempt to mask this
phenomenon, the soft palate is held too low, generating even greater vibratory
sensations of the “mask’s” skeletal components, but thus generating the horrible
phenomenon of nasalization.

Sometimes, the experience with nasal resonators is used by some artists as
training during the warm up phase in order to understand how to project sounds
in front, how to maneuver the entire muscular system of the face, meaning how
to correctly exploit the entire harmonics assembly in order to balance the sound
and its volume. But when this attempt ends with uniformity of emission which
evolves to a level too high for the vibratory sensations, thus working with an
excess of nasalization, it runs the risk of giving the performance a slightly nasal
timbral quality because the artist considers these high positions as a reference
point in terms of positioning the sound.
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Research of the “body” of the voice complements the role of the resonator,
meaning that of giving the voice a balanced timbre which includes both the
intensification of harmonics that reveal the characteristic of the sounds’
positions, and of those which enrich it in terms of timbre. Harmonics are the
ones that outperform the orchestra and make the sound be heard easily by giving
it fullness and roundness, a process achieved by controlling the position of the
larynx which has to be kept down, and by maintaining a certain pharyngeal
amplitude. Depending on vocal category, repertoire and ambitus, there can be
found imbalances in favor of one or another, but the coexistence of the two
primordial factors of voice is always mandatory: peak and body. Also, the mere
search of vocal volume with the help of resonators carries the risk of generating
an unequivocal timbral emission, where the singing is only in forte and it ends
with a paradoxical “throat song” instead of a song based on resonances: too
much breath and too few nuances.

There is a widely accepted concept in psychology according to which
thoughts influence social behavior and the social environment of the individual
conditions their most thoughts. Successful singers are highly motivated and
mainly self-taught. Without diminishing the role of natural talent, it must be
supported by rigorous knowledge regarding the didactic of song. Each and every
singer develops a highly refined conscience about their own vocal possibilities,
at the end thereby gaining fundamental autonomy. Thus, every professional
singer usually trusts only one singing teacher in order to ensure certain
unconsciously acquired knowledge. There are multiple ways to manage
unveiling the vocal possibilities of a singer and it goes without saying that those
who seem to perform without too much trouble get the highest satisfactions as
well as the general admiration of the audience. Singing without making any
effort is not possible: every action has to have a source of energy and singing is
an action which requires a very specific type of energy. The singing teacher’s
responsibility lies in guiding the student in understanding their natural physical
resources, balanced in an extremely fine manner, so as to obtain maximum
results with minimal effort.

The level of success, starting from the point when the singer makes
significant progress, consists in a combination of several factors. The first aspect
(and the most important one) is that individuals genetically equipped with
certain physical characteristics (high and ample palate, extended vocal length,
healthy and flexible vocal chords, and good health in general) respond much
sooner to vocal correction. These physical features are a given, the student
making mild efforts to coordinate physical movements, leaning towards a much
more instinctive vocal response. Usually the singers less gifted by nature are
more determined and by constant exercise are able to coordinate themselves
more effectively, thereby achieving their own goals, often surpassing the
naturally gifted ones.

3. Didactic aspects of educating the voice

The singing teacher’s competence lies in their ability to asses in which way a

student will respond better to their advice. This constitutes a first step which will

206



condition the way they think and reason before further physical actions.
Learning can be transmitted by recognizing sensations, impostation, anatomical
viewing and awareness or a combination of all these. Usually the singer
instinctively chooses the method best suited to them, so that in the end, these
methods should lead to the same results — a general sense of freedom, leaving
the individual in a state of independence to interpret and convince themselves of
their artistic skills.

Singing teachers who insist on outdated advice such as “bring it forward”,
“sing as in mask”, “maintain, maintain, maintain”, without assuming the
responsibility of explaining to the young student how to reach that freedom
state, represent a great risk in the pedagogic process. The student’s vocal and
emotional well-being can be undermined by insisting on “voice impostation”
without a true knowledge of coordinated physical movements leading to a
facilitated sound  emission.  Vocal therapists, phoniatrics  and
otorhinolaryngologists are direct witnesses regarding the variety of serious vocal
issues and confusions which can be created while studying classical singing. The
most common problem encountered in pedagogical activity is related to the
symptom of the voice placed “in the back”. Many students categorized as such
consult various specialists in regards with their voice, hoping to discover a
physical abnormality that can be corrected. However, the most common cause of
all these issues is the fact that the singer has minimal or no knowledge about the
position and movements of the tongue, more than half of the students as well as
professional singers finding themselves in a continuous struggle with their
unconscious tension and stiffness of the tongue.

In this case, the tongue pulled backwards, raised or crushed, is like a
“sponge” situated in the oral cavity and absorbing vibrations. In practice, the
singer with this defect reduces the space between the oral pharynx and the oral
cavity, the resulting sound having a throaty connotation. Insisting on placing the
voice forwards or “in mask” will not solve the problem and may instead create
other serious vocal issues. Therefore, while trying to develop a full idea of their
talent, the singer who fails to bring their voice forward or in mask, will perceive
a sensation of blockage. In the absence of a full understanding of the
phenomenon, the singer reacts in an instinctual manner over the resistance of the
sound which is not fluid, increasing the pressure of airflow and thus reaching a
further effort in search of the desired sensation or the one insistently required by
the teacher. Hereby, a vicious circle of defects is created, stemming from
mandibular rigidity, neck and thorax strain, and acoustic issues with intonation
and phonation. When asked why they developed this habit, the singer will
explain their approach as an attempt to seek amplitude in phonation. Phonation
amplitude is obtained by creating an opening called neck opening and it is
obtained through the absence of any contractions.

4. Conclusions

The initial teacher-student meeting consists in explaining to the student the
structure of the oral cavity which is a space utilized by two different
mechanisms of the body: the respiratory and digestive system. During the
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deglutition process, the tongue presses down on the epiglottis which closes the
opening of the larynx and trachea. The larynx rises accordingly and the pharynx
tightens so that the food and liquids can be sent to the esophagus. This
movement can be easily perceived by touching the base of the tongue and
Adam’s apple during deglutition. During breathing, the tongue is more or less
relaxed and the epiglottis is in an upright position, so the air can go in an out
fluently: this is the optimal position for singing.

While singing, the artist stimulates the digestive process by lowering and
pressing the tongue down. The throat begins to tighten and the larynx rises,
resulting in an overall reduction of the tube itself through which the air has to
pass before exiting the mouth. In other words, in this situation the singer, who
has to trigger a process of the respiratory system, neurologically stimulates the
digestive system, producing a general chaos over the freedom sensations sought
while singing. Using anatomical images and singing examples regarding the
tongue in a relaxed or strained position is a relatively simple system which
shows the student the difference between the two situations. Muscles, commonly
misused, are unconsciously conditioned to make these wrong moves. Muscular
memory resends the tongue and pharynx in their old familiar position, the
student accepting the resulting sound as their own, often having the perception
of a well rounded emission. When the position of the tongue is correct, the
student must learn to accept a new sound which is radically different. Initially,
most singers complain that the sound they emit is small, too shiny, metallic, etc.,
phenomenon that can induce emotional trauma due to identifying the sound
produced with the vocal identity of the singer.
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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 Department for teachers Education within “George Enescu”
University of Art from lasi through the Center of Intercultural Studies and
Researches during the year 2015. The scientific presentations/lectures within the
sections were in the following domains: Music, Theatre, Choreography, Fine
Arts, Education.

The organizing on 19" - 21" of November 2015 of the International
Conference with the theme ,,Traditional and contemporary issues in the
Romanian and International artistic education” 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 Europe (Republic of Moldavia,
Czech Republic, Slovak Republic, Belgium, Italy, United Kingdom) toward
these initiatives is conclusive through the communications that were presented,
in this volume, being included studies from Romania and Republic of
Moldavia, we hope to be useful to those involved in the research and education
activity from the artistic domain.
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